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XBOCT KOMETbI

B cob6paHum My3es «PocToBCKuiM Kpemnb»

O KOJTNMEKUWUWN U BbICTABKE

«JleBble» XY[OXHUKHU

dopmMupoBaHue Konnekumum aBaHrapga locygapcreeH-
HOro My3es-3anoBegHMKa «PocToOBCKU KpeMnby,
npeAcTaBfieHHOW B HACTOSILLIEM KaTasiore BbiCTaB-

KW, MPOUCXOQUIO B paMKax MacLLUTa6HOro NpoeKkTa
pacnpegeneHus NnponssedeHUn COBPEMEHHbIX — a No
CYTH, U B 60/IbLLIMHCTBE CBOEM «J1€BbIX» — XYLOXHU-
KOB B pe€rMoHarsibHbie My3eu CTpaHbl, OCYLLLeCTB/SeMoe
nop arugon Otgena N30 HapkoMnpoca B caMOM KOH-
ue 1910-x — Hauane 1920-x ronoB. IMeHHO B 3TO BpeMms
nonyuusna pacnpocTpaHeHue naes cosgaHusa Myses
HOBOIO TUMNa, My3es YXUBOMUCHOW KynbTypbl. [NaBs-
HOW OT/INYNTESIbHOM OCOB6EHHOCTbIO TAKOro My3es OT
TPaAULMOHHOIO 6bIS1I0 TO, UTO B HEM HE NPOCTO CObU-
panocb U fIEMOHCTPMPOBAIOCb COBPEMEHHOE «J/1EBOE»
MUCKYCCTBO, HO BbISIBJIISIOCb €O OT/IMUME OT UCKYCCTBA
npeaLUecTBYIOLLMX 3MOX, MoAYepKUBasiachb ero npe-
ob6pasyioLas — peBOSIIOLMOHHAa — cuna, 1 gasanacb
BO3MOXXHOCTb pa3obpaTbCsi B OCHOBHbIX MPUHLMMIAX
CMesioro aKcrnepuMeHTaribHoro ¢opMOTBOPYUECTBA,
npornoBefoBaBLLUMXCH ero cosgaTensMu. Takum o6-
pasoM, My3el XXMBOMUCHOM KybTypbl 6bi1 MpMU3BaH
OCYLLIeCTBNATb U o6pasoBaTtesibHble, U METOAOIOrnYe-
CKue, U NponaraHaucTcKkue GyHKLMUN.

MpounsBeneHns «eBbix» XyOOXKHUKOB Hauana XX Beka

ABOUT COLLECTION
AND EXHIBITION

“Left”artists
The collection of avant-garde art in
the State Museum-Preserve of Rostov
Kremlin, presented in this exhibition, was
formed within the context of a large-scale
project that sought to distribute works by
contemporary (mostly, “leftist”) artists
to the regional museums of Russia. This
project was carried out under the direc-
tion of the Art Department of Narkom-
pros in the late 1910s and early 1920s. At
the same time there emerged the idea to
create a new type of museum, called the
museum of artistic culture. The main dis-
tinguishing feature
of this museum was
its focus not only
on collecting and
displaying contem-
porary “left” art,
but on distinguish-
ing it from the art
of previous epochs,
and emphasizing its
transformative rev-
olutionary energy.
The museum of artistic culture was to give
viewers an opportunity to make sense
of the main principles of experimental
art proclaimed by its creators. Thus, the
museum of artistic culture aimed to fulfill
educational, methodological and propa-
gandistic functions.

Archival documents demon-

strate that precisely this type of inno-

XBOCT KOMETbI

M3 golueLumx o Hac apXuBHbIX JOKYMEH-
TOB crniefyeT, uYTo B PocToBe npegnosiarasocb co3aartb
WMEHHO TaKoW NPUHLMNUANbHO HOBaTOPCKUM, Nporpec-
CUBHbIN My3€eM YXMBOMUCHOM KynbTypbl. B aHBape 1920
roga Mysem o6paTtusics K xygoxkHuue Jlio6osu MNonoson
¢ npocbboi cogencTBoBaTb OT60PY «KapTUH HOBEMLLIMX
HanpaB/IEHUI» U UX oTnpaBke B PocToB. OTo 06bACHS-
eTcsa He ToNbKO TeM, uTo Nonosa 6bina cBssaHa ¢ PocTo-
BOM JIMUHbIMU U cEMeNHbIMUK ob6¢cTosATeNnbcTBamu (B 1918
1 1919 rr. oHa npoXkmBana B PocToBe, 6binia 3aMy»xeM
3a coTpyAaHMKoM Poctosckoro Mysest Bopucom ¢poH
BAMHIroM U Hocuna ¢amMunmio Myxxa. 3aecb oHa poau-
Na cblHa, Nocrie CMePTU My»Xa — BHOBb BO3BpaTKiach
B MockBy), HO U TeM, UTO COTPYQHUKM My3esl MOHUMa-
I caMy1o BaXKHYI0 0CO6eHHOCTb My3esl YKMBOMUCHOM
KyNbTypbl, — TO, UTO, No Ugee, B GopMUPOBaAHUUN €rO
KOJINEKLUU JOMKHbI 6bLSIM MPUHATD yYacTUe caMu Xy-
[OXXHWUKU, U OH, TaKUM 06pa3oM, CTaHOBUIICH 6bl CBOEO-

vatory, progressive museum was to be

created in Rostov. In January 1920 the
museum authorities enlisted the painter
Lyubov Popova to assist in selecting
painting “of the newest trends” to send
to Rostov. This was partially explained
by Popova’s personal connection to the
town, since in 1918, she married a native
of Rostov, an art historian and a spe-
cialist in old-Russian architecture by the
name of Boris von Eding. In addition, the
museum staff was following the main
principle of the newly defined muse-
um: that its collection should, in theory,
be formed by the artists themselves, so
that the museum could function as a sort
of “self-portrait” of contemporary art.
Ultimately, in August 1922, the Rostov
museum received a collection of 59
works of painting, graphic art and sculp-
ture which encapsulated an distinct view
of Moscow avant-garde art of the 1910s
and early 1920s.

At the moment the collection
comprises 51 objects, including 29 paint-
ings, 11 graphic works, 2 sculptures and

9 so-called “military lubok”. Part of this
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B cob6paHnm My3esi <POCTOBCKUI KpeMb»

6pasHbIM «aBTOMNOPTPETOM» COBPEMEHHOI0 UCKYCCTBA.
Mocne peaTtenbHbIX ycunuin POCTOBCKUI My3el Nosyuns
B aBrycte 1922 roga 59 npovssefneHum xxnsonucu, rpa-
dUKM U CKYNbNTYpPbI, NPeAcTaBNSBLUMX ONpeaeneHHbIN
Ccpe3 MOCKOBCKOIro aBaHrapgHoro uckyccrea 1910-x —
Hauvana 1920-x rogos.

B HacTodLee BpeMs cobpaHue HacuuTbiBaeT
51 npegMeT, BKkouaa 29 npouseedeHni XXMBONucwu,
1 — rpadukn, 2 ckynnTypbl M 9 Tak HasbiBaeMbIX «BO-
€HHbIX Ny6KkoB». YacTb npegmeToB
6blna yTpaueHa B nepuog ¢ Havana \%

1930-x no 1960-e rr. HasBaHue BbI-
CTaBKM «XBOCT KOMETbI» Bbl6paHo
B NaMATb 06 yTpaueHHoM B 1930 r.
npoussefeHun O.B. PosaHoBow.
PasymeeTcs, rmaBHoe MecTo
B KOJI/IEKLUM 3aHMMAIOT MOAJSIUHHbIE
npeaMeTbl, Ha CErOgHALLIHUMA OeHb
HEeoQHOKpPaTHO 3KCMOHUPOBaBLLUMECS
Ha POCCUMCKUX U 3apy6OEXKHbIX Bbl-

CTaBKax U MoJlyuMBLLNE BCEMEPHYIO
ussecTtHocTb. Cpeau HUX cnemyeT Ha-
3BaTb paboTbl MacTepoB «by6HoBoro
Baneta» — Apuctapxa JleHTynoBa,
Po6epTa ®anbka, MeTpa KoHuanos-
ckoro, AnekcaHgpa OcMepkuHa, Ba-
cunusa PoxxpgectBeHckoro, AnekcaHgpa KynpuHa. K aToMy  collection was lost in 1930-60-ies. The
YKe nepBoMy pagy npuHagnexar «opTtpet Hiopouku
ApxusoBon» AnekcaHgpa LLleBueHKo, BenIMKonenHbin was chosen to commemorate the paint-

title of the exhibition “The Comet’s Tail”

ob6paseL, HeONPUMUTUBUCTCKOM XKMBOMUCH, a TAKXKE Kap-  ing by Olga Rozanova lost in 1930.
TuHbI Bnagummnpa bapaHoBa-PoccuHe 1 [laBuaa bypnio-
Ka. Ky6odyTypuram npeBocxodHO NpeacTaBrieH B cobpa-  attention goes to the most prominent

It stands to reason that most

HUKU My3es npousBegeHnamMu Neana KntoHa, Hagexxabl things in the collection, true masterpieces
YpanbuoBoin, AnekcaHgpbl SkcTep. Boixof B unctyio
6ecnpegMeTHOCTb 03HAMEHOBaH CynpeMaTUUecKon KOM-  Russia and abroad. Among this group, the

which have been repeatedly exhibited in

nosuuuen KnioHa, a TakyKe }KMBOMUCHBIMU aPXUTEKTOHU-  paintings by “Jack of Diamonds” masters

Kamu JTlio6oBu NornoBon 1 ee 6nunyKanLLIEro CNogBUXKHUKA  should be listed first of all — Aristarkh
Lentulov, Robert Falk, Petr Konchalovsky,
Aleksandr Osmerkin, Vasily Rozhdestven-
sky, and Aleksandr Kuprin. Also belong-
ing to the same highest category is the
“Portrait of Nyurochka Arkhizova” by
Aleksandr Shevchenko, a superb example of
Neo-Primitivist painting, as well as works by
Vladimir Baranov-Rossine and David Burliuk.

Cubo-Futurism is brilliantly represented

AnekcaHpgpa BecHuHa. Ho BeHL,0M 6ecnipegMeTHOro
UCKycCTBa, 6€3yCNOBHO, IBNSETCS NopasuTesibHas Mo Ho-
BaTOPCTBY, MO Nepefaye HeMaTepuasibHOM CBETOHOCHOM
npupogdbl uBeTa «3eneHasa nonoca» Onbru PosaHoBsoiA.
Oco60e MecTo B KOJIIEKL, MM OTBEAEHO KOHCTPYKTUBU3MY,
6necTamMmM 06pasL,aMm KOTOpOoro cryXkar «Paéouni

y MaLuuHbi» Bnagumupa CteHbepra u npocTpaHCTBEHHas
komno3uuma KoHcTtaHTMHa MegyHeLKoro.

OpHaKo efBa v He 60NbLUNN UHTEPEC Y BHU-
MaTesibHOro 3pUTens MoryT BbidaBaTb paboTbl MeHee
M3BECTHbIX, @ UHOIQA U HE3AC/TY>XEHHO 3a6bITbIX XY-
OOXXHUKOB, TeM 60riee, Korga peub UAET 06 OTKPbITUK
HOBbIX UMEH U HOBBbIX, eLLie He NnonagasLLInX B Nose
3pEeHUa cneumMasniucToB U Ny6NKN, NPOU3BELEHUN.

K HuM oTHOCAaTCa HaTiopMopThl efopa 3axapoBa

u flkoBa lNMaunHa, B KOTOpPbIX pasBUBaOTCA MPUHLUIDI,
3anoxeHHble [aesugom LLiITepeH6eprom (nputom, uto
caMm LLITepeH6epr B KonneKkuumn npeacTaBsieH npousse-
OEHUAMM He caMbiMU TUMUYHBIMU, HO OT 3TOrO OCO-
6eHHo nMbonbITHbIMK). Cpeaun YpesBbluaMHO peaKuX
paboT cnefgyeT HasBaTb KapTUHbI AnekcaHgpa MoHuHa,
OTHOCSALLMECH K paHHEMY Nepuofy ero TBOpUECTBa,

a Takxxe nonotHa Bacunua KomapgéHkosa u Hukonas
MpycakoBa, Ky6bucTUUeckune akcnepuMeHTbl Abpama
MuHumHa 1 JlbBa KOguHa 1 BbipasuTesnibHyto CKyJib-
nTypy OBcesa KoraHa, paHee npunucbiBaBLUYIOCS €ro
60nee U3BECTHOMY ogHObaMUIIbLLy.

Mop6op akcnoHaToB KOMMEKLUU FOBOPUT
O NPUHLMNMAaNIbHOM NO3ULIUK TEX, KTO M3HAUASIbHO ee
cospgaBarsl, U UX rMaBHOM LeSIu — BbIABUTb CO BCEN oye-
BUOHOCTbIO HOBaTOpCcKoe popMoobpasytoLLiee Havyarno,
npucyluee «eBoMy» Uckyccty 1910-x rogos, — BHe
3aBMCMMOCTM OT UMEH aBTOPOB (TeM 6oree, UTo Krac-
CUUECKOM Uepapxumn NepcoHasini B HalLleM cerogHsLLU-
HeM NOHMMaHMM TOr[a NPOCTO He CYLLLEECTBOBAsIO).

KoHuenuusa ot6opa paboT Ans Konnekumm
PocToBckoro Myses 6bina chopMynMpoBaHa 3HaMeHU-

o KONJTeKUUU U BbICTaBKe

by the paintings of Ivan Kliun, Nadezhda
Udal’tsova, and Aleksandra Exter. The
historical breakthrough to pure Non-Figura-
tion is marked by the Suprematist com-
position by Ivan Kliun, and the “painterly
architectonics” by Lyubov Popova and her
closest follower Aleksandr Vesnin. But the
pinnacle of Non-Figurative art is undoubt-
edly associated with the “Green Stripe” by
Olga Rozanova, a magnificent, innovative
painting which embodies the idea of the
immaterial luminous nature of color. Also
of particular importance in the collection
is Constructivist art — “Machine-Man” by
Vladimir Stenberg and “Spatial Construc-
tion” by Konstantin Medunetsky are two
notable examples.

However, works by lesser-known
and entirely — sometimes, unjustly —
forgotten artists can be of equally great
interest to an attentive viewer, especially,
when this involves the discovery of new
names and new works of art which have
never been shown to the public or even to
specialists. These include still lifes by Fedor
Zakharov and Yakov Pain, who developed
the ideas advanced by David Shterenberg
(the latter is represented with not very
typical but nevertheless interesting works).
Among the extremely rare works we should
mention paintings by Aleksandr Monin
from his early period, canvases by Vasily
Komardenkov and Nikolay Prusakov, Cubist
experiments by Abraham Mintchine and Lev
Yudin and a very impressive sculpture by
Ovsey Kogan, previously attributed to his

better-known namesake.



XBOCT KOMeTbI
B cob6paHum My3es «PocToBCKuiM Kpemnb»

TOM «aMa30HKOM aBaHrapga» — Jlio6oBblo [Monoson.
CoOTBETCTBEHHO, 3Ta KOSINEKLUS OT/IMUAETCH LeNIbHO-
CTblO U MPOAYMAaHHOCTbIO, U, B CPABHEHUMU C HEKOTO-
pbIMU OPYrMMKU co6paHUsAMM, He ABMAETCH ClyYalHbIM
HabopoM npegmMeToB. DTo 06CTOATESNIbCTBO CyLLe-
CTBEHHO MOBbILLAET 3HaUEHUE KOJIIIEKLUU, AeNaeT ee
cBoero poa NaMATHUKOM 3MOXM U CBA3aHHbIM C UMe-
HeM Jlio60Bu NonoBo MeMopuasibHbIM MaMATHUKOM.
TakuMm o6pasoM, BbiCTaBKa NO3BOSIAET pac-
cMoTpeTb GeHOMEH pyCCKOro aBaHrapga He CTOSIbKO
«BLUMPb», CKOJIbKO «Bry6b», — OAPYrMMU CIIOBaMM, CO-
CPegoToUMTbCS He Ha 0606LLIEHMAX, a Ha AeTanMsaumm,
Ha KOHKPETHbIX YXMUBOMUCHBDIX, CKYSIbNTYPHbIX U rpadu-
UecKux paboTax, 0CO6EHHOCTAX UX 06pasHOro CTpos,
KOMMO3ULMOHHOMW CTPYKTYpPbI, MJIACTUUECKOrO A3blKa.
A nx «ToueuHoe» pacrnosioXeHme Ha Heo6bATHOM KapTe
pyccKoro aBaHrapaa He JO/TKHO CMyLLLaTh: U MYyHKTU-

POM BNOJIHE MOXXHO 0603HauUMUTb MacLUTa6bbl ABMIEHUS.

Al

MpowusBeneHWs «eBbIX» XyOOXKHUKOB Havana XX Beka 1 O 11

The selection of this group of
artistic works speaks to the principled
position of those who were primarily
responsible for assembling the collection.
Their main aim was to determine the in-
novative content of the “leftist” art of the
1910s, paying no attention to the names of
the artists, especially since there was no
established hierarchy of personalities in
the sense we recognize today.

The concept of the approach
to the selection of the art works for the
Rostov Museum has been worked out by
Lyubov Popova — one of the “Amazons of
the Avant-garde”. Therefore, the collection
has been compiled comprehensively and
thoughtfully, and unlike many others it is
definitely not a random choice of objects.
This makes the collection even more valua-
ble considering it as a memorial to the time
and an amazing person — Lyubov Popova.

That’s why the present exhi-
bition is an opportunity to examine the
phenomenon of Russian avant-garde with
more depth than breadth, and to con-
centrate not on generalization but on the
specifics and on the peculiarities of these
concrete pieces of art through their im-
agery, compositional structure, and visual
language. And as for the fact that these
are scattered points on the immense map
of Russian avant-garde art, this should not
be a source of confusion: sometimes the
dotted line can perfectly demonstrate the

scale of the phenomenon.

BoeHHbIN ny60ok. 1914
C Hauanowm NepBon MMPOBOW BOMHbI PYCCKUI NTy6OK
nepe>KMBaeT nepuog pacLBeTa, UTo 6bi10 CBA3aHO
B NepBYIo ouepedb C NaTpMoTUUYECKUMU (a Nopoi
M OTKPOBEHHO «LLIANKO3aKMAaTeIbCKUMM») HACTPO-
€HUAMU, OXBaTUBLLUUMMMU OBLLLECTBO, C ABHOM yCTa-
HOBKOM «HECTU B Hapo4» NponaraHgUCcTCK1e uaeu,
npoBo3rnaLlaBLLMe 6/1M3KYI0 U 6e3yCnoBHYIO Nobeny.
K MaccoBoMy Npou3BoA4CTBY 3TOW AEMOKpPATUUYHOM MO
AyXYy 1 BocTpe60BaHHON NCTOPUUECKUM MOMEHTOM
npogyKummn obpalLlanncb Kak cepbesHble usgartesb-
cTtBa (HanpumMep, «Toapugecteo U.[. CbiTuHar),
TaK 1 TunonuTtorpadum-ogHOOHEBKM.
NspgaTenbcTtBo «CerogHALLIHUM NTy60K»,
OopraH1M3oBaHHOE COTPYAHMKOM raseTtbl «kKonen-
ka» puropmem NopogeLKnMM B aBrycte—ceHTab6pe
1914 roga, 6bi/10 ¢ caMOro Havasia OpUEHTUPOBAHO Ha
3M10604HEBHOCTb, — UTO U MOJYEPKHYTO B CAMOM €ro
Ha3BaHuMK. OfHaKo XapaKTepHbIN 06/IMK eMy NpMAaano
COTPYAHUUECTBO C AeATeNIAMU aBaHrapgHoro ABu-
YXeHus, npexae Bcero, ¢ B.B. MaakoBckuM, koTopbii
HeofHOKpPAaTHO BbICTyNas B KayecTBe co3faresns
M TEKCTa, U KapTUHKU. XNecTkasa pUTopuKa, paBHO
KaK M UMCTO «MasikoBCKME» MpUeMbl BepcudpukaLmm
(«...a cnomanu upecnay / le6eHa u Bpecnay»), Bpag
Ny 6biIN paccunTaHbl Ha BOCMPUATUE NPOCTbIX JIloAen,
MX MOTJIM OLLEHUTb, CKOpee, CMOABMKXHUKU-Npodeccu-
oHanbl. TeM He MeHee, B CpaBHEHUU C HEBbIPa3UTESlb-
HbIMU PENOPTaXKHbIMU TEKCTaMMU, KOTOPbIMU MO 60J1b-
LLIEN YACTU COMPOBOXAANIUCb BOEHHbIE NTY6KU [pyrnx
nsgatenbcTB («Hawa go6bnectHas nexoTta BbibUBaeT
repMaHLeB / LUTbIKaMU U3 UX MO3ULLUIN U MPOroHsAeT
o6patHo / B MNpyccuio»'), ero CTPoUKu ABHO BbIMrpbiBa-
N1 U MO AUHAMU3MY, U MO SHEPIUU, U NO OCTPOYMMUIO.
Cnepgyet 3aMeTUTb, UTO XYAOXKHUKU, CO-
TpyAHUUaBLUKE B u3patesnibctee «CerogHALLHUN Ny -
60k», — K.C. Maneswuu, A.B. Jlentynos, .. Bypniok,

1 «Boit nog AeryctoBbim». — Pura: M. ®peitbepr, [1914]. Cm. B kH.: Pycckuit
BOEHHbIN Ny60K : [Katanor] / Foc. ny6n. uct. 6-ka Poccuu ; [cocT. U. B. le6egesal.

M., 1994. Y. 1: NMepBas MupoBas BolHa : 13 kon. o1a. peakmx kH. C. 16. N 31. MoxHo
CpaBHUTbL ¢ TekcToM B. B. MaskoBcKoro, MocBaALLEHHBIM TOMY >Ke cobbiThio: «B cnaBHoMm

nece ABryctoBoM / BUTbIX HEMLEB ThbICAY CTO BaM».

o KONJTeKUUU U BbICTaBKe

Russian lubok during
the first world war. 1914
With the outbreak of the First World War,
Russian popular print was flourishing, which
was primarily associated with patriotic (and
sometimes openly “shabby”) sentiments
that gripped society, with an obvious goal of
“bringing to the people” propaganda ideas
that proclaimed a close and unconditional
victory. Both serious publishing houses (for
example |.D.Sitnin Partnership) and one-day
typolithography turned to mass production of
this democratic in spirit and demanded by the
historical moment products.

The publishing house “Today’s
Lubok”, organized by the employee of the
newspaper “Kopeyka” Grigory Gorodetsky in
August — September 1914, was from the very
beginning focused on topicality — which is
emphasized in its very name. However, its char-
acteristic appearance was given by cooperation
with the leaders of the avant-garde movement,
first of all, with V.V. Mayakovsky, who repeat-
edly acted as the creator of both the text and
the picture. The biting rhetoric, as well as the
purely “Mayakovsky” methods of versification
(“... Yes, they broke the loins of / Goeben and
Breslau”), were hardly designed for the percep-
tion of ordinary people, they could be assessed,
rather, by professional associates. Nevertheless,
in comparison with the inexpressive reportage
texts, which for the most part were accompa-
nied by military luboks of other publishers (“Our
valiant infantry knocks the Germans / bayonets
out of their positions and drives them back / to
Prussia”), his lines clearly won both in dynamism

and in energy, and in wit.
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B.H. YekpbiruH, N.A. MaLukos (nop,
nceBaoHMMoM U. TOpCTKUH), —
OCBOWJIU B 9TUX KAPTUHKaxX BecbMa
CXOXKYIO CTUJITUCTUKY, UTO NPUBO-
OUT 0O CUX MOP K PACXOXKAEHUIO
MHEHMM Mo NoBoAY TOro U MHOTO
aBTopcTBa. OCTpbIiA, UETKO Bbipa-
YXEHHbIN KOHTYP, NepegaloLimmn
CTPEeMUTESIbHOCTb AEUCTBUS, U 3¢-
deKTHas «3anumBKa» LLBETOM, 61aro-
Oaps KOTOPOW BO3SHUKAET OLLLyLLLe-
HUe NPasgHUUYHOCTU, SPMaPOYHOM
KpacouHOCTU, — UTO fdesnaeT Hece-
pbe3HbIMU, «HEBCAMAETULLIHBIMUY,
KPOBO>KaAHble CLLeHKU U3bneHus

U YHUUTOXXEHUS OKapUKaTypPEeHHbIX
BparoB, — BCe 3TO OoTBeuYaeT obLen
rPOTECKHOM HanpaB/IEHHOCTU paH-
Hero aBaHrapgHoro fBUXXEHUS U OTUET/IMBO CMbIKaeTcs
C HEONMPUMUTUBUCTCKUMU TEHAEHLUSMM.

Haun6onee nhgnemngyanmsnpoBaHHbIM Ha
3TOM ¢OHe ocTaBarsics, NoXKaslym, TBOPUYECKUM Nog-
xopn Kasmmumpa Manesuua, KOTOpbIi, Kak U B CBOEM
NepBOM KPeCTbSHCKOM LMKIe Hauyana 1910-x rogos,
Aenan akueHT Ha KpynHoMacLuTabHol ¢urype nep-
Boro nsiaHa («Hy v Tpeck ke, Hy U rPOM Xe...» Unu
«Y COK3HMKOB ¢ppaHLLy30B...»). MIMeHHO noaToMy ero
aBTOPCTBO B OTHOLLIEHUM Ny6Ka «ABcTpusikM y Kap-
nar...», r4e TaKoM YETKO Bblipa)X€HHOM 4OMUHAHTbI
HeT, ocTaeTcs Nof BOMNPOCOM.

Mogbem n BocTpeb6oBaHHOCTb 3TOro
YKaHpa — BOEHHOMN STy6OUHOM KapTUHKU — OSIUSIUCD
coBceM Hegonro. M aTo ectecTBEHHO: CBA3aHHbIE
C NaTpMOTUUYECKUM 3HTY3NA3MOM MepBbIX Mecs-
LLeB BOMHbI, OHU MPEeKpaTUIMCb Mo Mepe 0co3-
HaHUSA O6LLLECTBOM COKpPYLUUTESbHbIX Heyf4ay Ha
dpoHTe U NpegoLLyLLLEeHUs rpaayLmMx 6eacTBui.
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It should be noted that the

artists who collaborated in the publishing
house “Today’s Lubok” — K.S. Malevich,
A.V. Lentulov, D.D. Burliuk, V.N. Chekry-
gin, |.I. Mashkov (under the pseudonym

|. Gorstkin ), — they mastered a very similar
style in these pictures, which still leads to a
disagreement about this or that authorship.
A sharp, well-defined contour conveying the
swiftness of action, and a spectacular “fill”
with color, thanks to which there is a feeling
of festivity, fairground brilliance — which
makes the bloodthirsty scenes of beating and
destroying caricatured enemies, all of which
correspond to a general grotesque orienta-
tion early avant-garde movement and clearly
merges with neo-primitivist tendencies.

The most individualized against
this background was, perhaps, the creative
approach of Kazimir Malevich, who, as in
his first peasant cycle of the early 1910s,
focused on the large-scale figure of the
foreground (“Well, crackle, well, there is
thunder ... “Or” At the French allies...”).
That is why his authorship in relation to the
splint “Austrians near the Carpathians ...”,
where there is no such clearly expressed

dominant opinion remains questionable.

OfgHaKo B NfiaHe Xy[o)XXeCTBEHHOM OeATesIbHOCTb
unsgatenbcTBa «CerogHawwHUM Ny60K» ocTtanacb

HesaypsaHbIM 9KCNEPUMEHTOM B chepe OCBOEHMUS
XYOOXXHUKaMU-HOBaTOpaMu TPaaULMOHHbIX GopM

HapO4HOro UCKYCCTBa, a B TBOpPUYECKOM 6uorpa-
$um MasKoBCKOro aTOT JIOKasIbHbIM MO CYLL,ECTBY
3anusopf NpeABOCXUTUI ero paboTy B 3HAMEHUTbIX
«OkHax POCTA».

OcTtopo)xHo, nogaenkal

B xoge noarotoBKM K aKcnoHupoBaHuto [ocy-
[apCTBEHHbIA My3en-3anoBeaHUK «PocToBCKUM
KpeMIb» opraHM3oBas 3KCnepTusy ceBoero cobpa-
HUSA NPOM3BEAEHUN «NEBbIX» XYAOXHUKOB Havana
XX Beka. Pa6oTbl npoBOAMNMCH cneynannucTtamMmm
MHcTuTyTa reonornm gokembpus, flocygapcrBeH-
HOro Hay4YHO-UCCNegoBaTENbCKOro MHCTUTYTA pe-
cTtaBpauum, NlocygapctBeHHoro Pycckoro Mmyses.

BKcnepTr3a No3Bosnsa BbiIBUTb BOCEMb
nopaenbHbIX NponssefeHUN. [lBa U3 HUX NnpoucxogaT
13 CO6CTBEHHOW KOMEKL MU My3es, LLUeCTb — 6binn
nonyyeHbl B gap ot H.[. Jlo6aHoBa-PocToBCcKoro.

B co6cTBEHHOM KOMNEKLUM My3€esl KAPTUHDI
«CamoBap» Kasnmmnpa Manesuua n «<becnpegmert-
Has Komnosuuusa» JTio6osu Monosow, cuntaBLLuMecs
npounsBedeHUsMU 3TUX XYLOXHUKOB, OKasasnmcb
nogaenkamu. MpoBegeHHoOe cOTpyAHUKaMU My3est
uccriegoBaHMe NO3BOSIUIIO BbIACHUTb, UTO NMOAJSIUH-
Hble NpeAMeTbl 6bl/M 3aMEHEHbI NogaesikamMu B ne-
pvog c 1955 no 1972 roa. NpuHagnexatime Myseto
NOAJSIMHHMKM 6bInn BbiBE3€HbI U3 cTpaHbl. o Halue-
My MHeHuto, «CamoBap» Kasummnpa Manesuua (1913)

B HacTodLuee BpeMd HaxoguTcd B co6paHm4 Myseq

o KONJTeKUUU U BbICTaBKe

The rise and demand for this
genre — military popular prints — did not
last long. And this is natural: associated
with the patriotic enthusiasm of the first
months of the war, they stopped as the
society realized the crushing failures at the
front and the anticipation of impending
disasters. However, in terms of artistic ac-
tivity of the Segodnyashny Lubok publish-
ing house, it remained an outstanding ex-
periment in the development of traditional
forms of folk art by innovative artists, and
in Mayakovsky’s creative biography, this
essentially local episode anticipated his
work in the famous “ROSTA Windows”.

Warning: forgery!

In the process of preparing the present
exhibition, the State Museum-Preserve

of Rostov Kremlin organized an interdis-
ciplinary investigation of works by early
20th century leftist artists. The investiga-
tion was carried out by specialists from
the State Scientific Research Institute of
Restoration (Moscow), the State Russian
museum and the Institute of Pre-Cambrian
geology (Saint Petersburg). The expertise
revealed eight forged works. Two of them
come from the internal collection of the
museum, and six were purchased as gifts
from Nikita Lobanov-Rostovsky.

From the collection of the mu-
seum, “Samovar” by Kazimir Malevich and
“Non-Figurative Composition” by Lyubov
Popova turned out to be forgeries. The
investigation led by the curators of the

museum proved that the original paintings



XBOCT KOMETbI
B cob6paHnm My3esi <POCTOBCKUI KpeMb»

coBpeMeHHoro uckycctsa B Hbio-Mopke (MoMA).
«becnpepgmMeTHas komnosnuma» Jllo6osu NMonosomn
(1918), BeposaTHO, HaxoguMTCcsa B cobpaHmMm Myses co-
BpeMeHHoro uckycctaa r. Canonuku (Mpeums), kyga
nonasna B coctaBe cobpaHus I'. Koctaku.

locynapcTBEHHbIN My3en-3anoBeHUK
«PocToBckuit Kpemsib» U MUHUCTEPCTBO KySbTypbl
P® npegnpuHUMaloT ycunus rno paspeLueHuio aTou
npo6sieMbl.

B TeueHne 2014-2016 rogoB My3ei «PocToB-
CKWUI KpeMJib» Noslyuun oT KonnekuunoHepa H. 4. Jlo-
6aHoBa-PocTtoBckoro (JToHAoH) psg npovsBeaeHUn
YKMBOMUCU U rpadmKn, B TOM UMCIie — U3BECTHbIX
XYOOXXHUKOB Hauana XX Beka. Tpu Hambonee apKnx
YXUBOMUCHbIX Npoun3BeaeHns — XKopxka bpaka, Nnbu
MalukoBa, AnekcaHgpbl DKCTEp — UMESN 3aK/1io-
ueHusa akcnepTusbl. OgHako NOBTOpPHas 3KCNepTU-
3a, KOTOPYIO HE3AaBUCUMO OPYr OT Apyra npoBesiv
opraHusauum Mockebl n CankT-lNeTepbypra, noka-
3ana, uUTo 3TN NpeAMeTbI ABNAIOTCH HECOMHEHHbBIMU
noggenkamu. MNogpenkamMu okasanucb U rpadpuue-
ckue npoussegeHus A. dkctep 1 A. JlaBuHCKoro,
nogapeHHble My3seto H.[1. Jlo6aHoBbIM-PocToBCKUM.

MpowusBeneHWs «eBbIX» XyOOXKHUKOB Havana XX Beka 1 1 -I 5

had been replaced by forged ones before
1972. The originals which belonged to the
museum were transported abroad, and
at present, it is believed that Malevich’s
“Samovar” (1913) is in the Museum of Mod-
ern Art (MoMA) in New York, and Popova’s
“Non-Figurative Composition” (1918) is
in the Museum of Contemporary Art in
Thessaloniki (Greece) where it arrived as
part of the George Costakis collection.
The museum of Rostov

Kremlin and Ministry of Culture of the
Russian Federation work actively for
the solution of this problem.

In 2014-16 the State

. Museum-Preserve

of Rostov Kremlin
purchased sever-
al paintings and
graphic works from
Nikita Lobanov-Ros-
tovsky, including
some works by
3 well-known early
20th century artists.
The three most
notable paintings —
by George Braque,
llya Mashkov and Aleksandra Exter — had
positive expert opinions. Nevertheless,
the subsequent investigation held inde-
pendently by the institutions of Moscow and
St.-Petersburg proved that these objects
are undoubtedly false, as well as the graphic
works by Aleksandra Exter and Anton

Lavinsky.

Okcno3uuus (apxuTeKTypa BbICTaBKU —

O. ABBaKkyMOB)

MHcTtannauma «XBocT KoMeTbi» B KpacHom nana-

Te My3es «PoCTOBCKUI KpeMIb» NOCTpoOeHa Npo-
CcTO, NpeacTaBnsAa co6oM B nNyiaHe gBa KBagpara:
6onbLion — 14 x 14 M, NOBTOPSIIOLLLUMA KOHTYP CTEH
nanartbl, U Manbin — 3 x 3 M, NOBEPHYTbIN Ha 45°
OTHOCUTESIbHO 60/1bLLOrO, MO KOHTYPY LieHTpasib-
Horo ctonna ceoga. «KBagpaTbl» — 3TO BpEMEHHbIe
6enble cTeHbl BbicoTor 3 MeTpa A1 3KCNoHUpoBa-
HUS NPou3BeAEHMIN PYCCKOro aBaHrapaa U3 KosekK-
Lun My3es.

B yrnax BHelLHero kBagpara us cTeH BbICTY-
naroT CBOEero pofa yrnoBble apXUTEKTOHbI, B yrnax
BHYTPEHHEro KBagpaTa B CTeHbl Bpe3aHbl TaK Ha3bl-
BaeMble cTyrneHuaTble HULLIK. Ha ToM ke «cTyneHua-
TOM», U/TN KFOPOAOLLIHOM», MPUEME CTapPON PYCCKOM
apXUTEKTYpbl MOCTPOEHbI NOAUYMbI OIS CKYJIbMTYpPbI
M CBETUJIBHUKU paccesiHHOro cBeTa. TakuM o6pasom,
MHCTanNauma npegcraendgeT cobon 6osiee cno)kHoe,
ueM «b6enbi Ky6», NPOCTPaHCTBO, coueTasd B cebe
apxuTeKkTypHble aneMeHTbl kKak XVII, Tak u XX Beka,
M 06Hapy)XmnBasi CXOACTBO MeXXAy APEeBHEPYCCKUM
MCKYCCTBOM U aBaHrapAoMm.

Ha ka)xgo# us ueTbipex cTeH nocnepo-
BaTeSIbHO SKCMOHUPOBaHbl CEPUN HATIOPMOPTOB,
nensaxem, NOPTPETOB U 6ecnpegMETHON }KUBOMUCH.
Ha cteHax Manoro kBagparta — OCHOBHble paboTbl
M3 Ka)kgou Takon cepuu. «3enieHad nonoca» Onbru
PosaHoBoOW ckpbiTa OT NepBoOro B3rnsna aputenen,
BXOASLLMX B BbICTABOUHbINM 3as1, OfHaKO, OTpaXkaeTcs
B 3€pPKas/IbHOM YI/IOBOM apXUTEKTOHE, Pa3MeLLLEH-
HOM B AasibHEM Yr/y 3asia HanNpoTUB BXoaa.

o KONJTeKUUU U BbICTaBKe

Exhibition (the Architecture of the
Exhibition by Yuri Avvakoumov)

The installation “Comet Tail” in the Red cham-
ber of the Rostov Kremlin is built simply, repre-
senting two squares in plan: alarge 14 x 14 m,
repeating the contour of the walls of the cham-
ber and a small 3 x 3 m, rotated 45 degrees rel-
ative to the large one, along the contour of the
central pillar of the vault. “Squares” are tem-
porary white walls with a height of 3 meters
for displaying works of Russian avant-garde
from the Museum’s collection.

In the corners of the outer square,

a kind of corner architectons protrude from

the walls; in the corners of the inner square,
so-called stepped niches are embedded in the
walls. At the same “stepped” or “gorodki” mode
of the old Russian architecture built podiums for
the sculptures and luminaires for scattered light.
Thus, the installation is a more complex space
than the “white cube”, combining architectural
elements from both the 17th and 20th centuries
and revealing the similarities between ancient
Russian art and the avant-garde.

On each of the four walls, a series of
still-lifes, landscapes, portraits, and non-objec-
tive paintings are displayed sequentially. On the
walls of the small square — the main works from
each of these series. Olga Rozanova’s “Green
stripe” is hidden from the first view of the visi-
tor entering the exhibition hall, but it is reflect-
ed in the mirror corner architecton placed in the

far corner of the room opposite the entrance.
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B cob6paHum My3es «PocToBCKuiM Kpemnb»

KPYTNbIX CTON «XBOCT KOMETbI»

BbicTaBKka «XBOCT KOMeThbI. [Ipoussege-
HUA “neBbIx” Xy[OXXHUKOB Hauana XX Beka
B co6paHusa My3esq “PocToBckuit Kpemsb”»
oTKpbliacb 9 Hoa6psa 2018 roga. HassaHume
OHa noslyuymna B naMsaTb o nornéLuen paborte
Onbru PosaHoBol (1886-1918) u npuypoueHa
k 100-neTuio co gHA CMepPTU XYOOXKHULLbI.

23 HosA6psa 2018 roga B My3ee cocTo-
SI51CA KPYI/bIA CTOJ C yYacTUEM OpraHusa-
TOPOB, KYPaTOPOB BbICTABOYHOIO NPOEKTa
U BedyLLMX CrieLnanmcToB — UCKYCCTBOBE-
OOB, KOJIITIEKLMOHEPOB, 3KCMEPTOB B 061aCTH
HayUYHO-TEXHUUECKOrO U3YUeHUSs YKUBOMMUCHU.
OcHoBHOM TeMoM 06CyXKaeHus aBMUach Bbl-
cTaBKa «XBOCT KOMETbI», PpacrosIoXMBLLAsCS
B ABYX 3aJlaX — MNOAJ/IMHHbIX NPOU3BedeHUn
U nopgdersiok, a Takxe cyabba NosioTeH aBaH-
rapfa, NOXULLLEHHbIX U3 PocToBCKOro Myses
B cepegmHe XX Beka. PaboTe Kpyrnoro ctona
npepLiecTBoBasnia pacLUMpeHHas Npecc-KoH-
depeHuma ona npegcraBuTenemn LeHTpanb-
HbIX U permoHanbHbix CMWU. Bugeosanucb
BCTPEUM CNeLmanncToB, Nnpecc-koHpe-
PEeHLUM U UHTEPBbBIO YYACTHUKOB QOCTYMHA
Ha YouTube-kaHane My3es «PocToBCKMM
KpeMsib» — «[leXypHbi no PocTtoBy».

YYyacTHUKM

Haranua CredaHoBHa KapoBckas,
anpekTop NM3 «PocToBCKUM KpeMnb»,
aBTOP Maeun BbICTaBKM «XBOCT KOMETbI»;
Cepren Bauecnasosuu Ca3oHoB, 3aMeCTU-
Tenb gupektopa N'M3 «PocToBckuit KpeMsib»
Nno HayuyHoM pa6oTe, KypaTop BbICTaBKU
«XBOCT KOMETbI»;

EneHa BeHnamuHoBHa BacHep, kaHaupar
WUCKYCCTBOBELEHMUSl, KypaTop BbICTaBKMU
«XBocT KoMeTbl» (CaHkT-lNeTepbypr);

Opwuit UropeBuu ABBaKyMOB, apXMUTEKTOP,
KypaTop BbICTaBKU «XBOCT KOMETbI»
(Mocksa);

Anpgpein BacunbeBuu KpycaHoB, nccne-
[oBaTtesib UCTOPUU PYCCKOro aBaHrapaa,
9KCMepT-TEXHOJION HAyUHO-UCCcegoBaTesib-
cKoro HesaBucumMoro LleHTpa akcnepTus
mMenu A. benya;

Cepreu OmutpueBuu Koniob6akuH,
3KCMepT-TEXHOJION, 3aBefyoLLMA CEKTOPOM
aHasIMTUUECKOM XMMUKN HayUYHO-UccnegoBa-
TenbCcKoro HesaBucumMoro LleHTpa akcnep-
Tn3 uMeHun A. beHya;

MoposoBa EkaTepuHa AnekcaHgpoBHa,
MNagLLUMiA HayUHbI COTPYAHMK labopaTtopum
du3MKo-xmuMmuueckmx uccnegosaHmm frocHNUP;

UpuHa AHaTtonbeBHa Bakap, uckyccreo-
Bef, KypaTtop, 3KCNePT XXMBOMUCU PYCCKOro
aBaHrappga, ctapLUuii HayuHbIX COTPYA-
HUK oTAesia YXMBOMUCU NepBOM NONMOBUHbI
XX Beka locygapcTBeHHOM TpeTbsIKOBCKOM
ranepeu;

JTio6oBb PoHanbpoBHa MuénkuHa,
KaHOugaT UCKYCCTBOBEAEHUS, KypaTop,
CTapLUUI HayYHbIA COTPYAHUK oTAeNna
YXUBOMUCU NepBoi NonoBuHbI XX BeKa
locypapcTBeHHOM TpeTbAKOBCKOM ranepewu;
Hukonac BnagumupoBuu UnbuH,
UCKyCCTBOBef, KypaTop, usgaresb,
COBEeTHUK aupekTopa locypapcTBeHHO-

ro dpmutaxa (PpaHkypT-Ha-MaitHe,
FepmaHusa);

Banepuin AnekcaHgposuu [lynakos,
KonnekuuoHep (Mocksa);

HOpwuit Muxainosuu HocoB, KonnekumoHep
(Mocksa);

UpuHa HaymoBHa [lykcuHa, ncKkyccTsoBeq,
3aMecTuUTesb reHepasibHOro gupeKTopa
locypapcTBEHHOro My3eMHO-BbICTaBOYHOIO
ueHTpa «POCU30»;

UpuHa HucoHoBHa Kapacuk, goktop
MUCKYCCTBOBeOEHM S, Be4yLLMN HayUHbIN
coTpyaHuK lNocyaapcTBeHHoro Pycckoro
My3es;

Kpyrnbii cton «XBOCT KOMeTbI»

Anekcangp Naepunosuy MenbHuK,
KaHOugdaT UCTOPUUECKMX HayK, 3aBeAYOLLIUN
apXxuTekTypHbiM otaenioM M3 «PoctoBckuin
KpeMsib»;

Tamapa AnekcaHapoBHa lNaneeBa,
KaHOugaT UCKYCCTBOBEAEHUS, OEKaAH
daKynbTeTa UCKYCCTBOBEAEHUS U KYJIbTYpPO-
noru Ypanbckoro ¢egepasibHOro yHuBepcu-
TeTa (EkaTepuHbypr);

AHaTtonuin bopucosuu Nlony6osckui,
KaHOugaT UCKYCCTBOBEAEHUS, COLLMOJIOT,
MY3€eMHbIN KOHCYJIbTaHT, XXYPHaJIUCT,
paguo- n Tenenpogiocep (Mocksa).

THE COMET TAIL:
A ROUND TABLE DISCUSSION

An exhibition ‘The Comet Tail: The Early
20th-c. ‘Leftist’ Artists’ Works from the
Collection of Rostov Kremlin Museum’
opened on 9 November 2018. It received
its title after a perished work by Olga
Rozanova (1886-1918), and marked the
centenary of the artist’s death.

On 23 November 2018, the muse-
um held a round table discussion, with par-
ticipation of the exhibition’s curators and
producers, as well as external experts - art
historians, collectors and specialists in sci-
entific research of paintings. Its main topic

was ‘The Comet Tail’ exhibition, which had

been arranged in two rooms, one showing
authentic works and the other - forgeries.
The discussion revolved around the fate of
the works of the Russian avant-garde stolen
from the Rostov Museum in the mid-20 c.
There was also a press conference for the
federal and regional media. Video record-
ings of the press conference, experts meet-
ing and interviews with the participants can
be found on the Rostov Kremlin Museum

YouTube channel, ‘The Rostov Monitor’.

The round table discussion participants:

Natalia Karovskaya, Director, Rostov

Kremlin State Museum-Preserve, author

of ‘The Comet Tail’ exhibition idea;

Sergey Sazonov, Deputy Director,
Rostov Kremlin State Museum-Preserve,
curator of ‘The Comet Tail’ exhibition;
Elena Basner, PhD, art historian, curator
of ‘The Comet Tail’ exhibition (St. Pe-
tersburg);

Yuri Avvakumov, architect, curator of
‘The Comet Tail’ exhibition (Moscow);
Andrey Krusanov, researcher of the
Russian avant-garde, expert technologist
at the independent scientific Alexandre
Benois Centre for Expertise;

Sergey Koliubakin, expert technologist,
Head of Analytical Chemistry Depart-
ment at the independent scientific Alex-
andre Benois Centre for Expertise;

Ekaterina Morozova, Junior Researcher

at Physics and Chemistry Research Lab-
oratory, State Institute for Restoration
and Conservation;

Irina Vakar, art historian, curator, expert
in the Russian avant-garde paintings,
Senior Researcher, Department of the
First Half of 20 c. Paintings, State Tret-
yakov Gallery;

Liubov Pchelkina, PhD, art historian,
curator, Senior Researcher, Department
of the First Half of 20 c. Paintings, State
Tretyakov Gallery;

Nicolas lljine, art historian, curator,
publisher, Advisor to Director of the
State Hermitage (Frankfurt am Main,
Germany);

Valery Dudakov, art collector (Moscow);

Yuri Nosov, art collector (Moscow);

Irina Duksina, art historian, Deputy
Director, ‘Rosizo’ State Museum and
Exhibition Centre;

Irina Karasik, PhD, art historian, Lead-
ing Researcher at the State Russian
Museum;

Alexander Melnik, PhD, historian, Head
of Architectural Department at the Ros-
tov Kremlin State Museum-Preserve;
Tamara Galeeva, PhD, art historian,
Dean of the Department of Art History
and Culture Research at the Ural Federal
University (Ekaterinburg);

Anatoly Golubovsky, PhD, art historian,
sociologist, museum consultant, journal-

ist, radio and TV producer (Moscow).

EXCERPTS FROM THE DISCUSSION

Natalia Karovskaya:

‘The Rostov Museum’s collection of Russian
avant-garde is absolutely unique and essen-
tial for the history of the Russian art. Itis a
privilege and enormous luck that we have it
here. The history of this collection is highly
unusual, and recently it has taken a detective
turn. Having realised a couple of years ago
that we own not only authentic works but
also forgeries, we have travelled an arduous
path. Today, we are rather satisfied with the
results. The exhibition curator, Sergey Sazo-
nov, and the museum’s administration have
never had any doubts whether the newly

discovered facts should be made public.’
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LUTATDI

H.C. KapoBckas:

«Konnekuus aBaHrapga B PocToBckoM My3see
COBEPLUEHHO YHUKaslbHa, OHa UMEET OrPOM-
Hoe 3HaueHue OJ1s UCTOPUN PYCCKOrO UCKYC-
ctBa. O6bnapgaHue eto — 6orbLLoe cyacTbe

u ypada. Uctopusa konnekumm Heob6biIKHOBEH-
Ha, U ceruac OHa Yy)>Ke NepexoauT B XKaHp ge-
TekTuBa. 3a nocriegHue nontopa-gsa roga —
C TeX Nop, KaK Mbl MOHSASU, UTO Y HAC B pyKax
He TOSIbKO NMOASIMHHUKMU, HO U NOAJENKN —
6bl/1 NPOMAEH OUYEHDb CNIOXKHbIN NyTb. CerogHsa
MO>XHO CKa3aTb, UTO eCTb YAOBNIETBOPEHUNE
pesynbratoM. Hu kypaTtop BbicTaBku, Ceprem
Bauecnasosuu Ca3oHoB, HU afiMUHUCTPALUSA
My3es HE COMHEeBasICb HU MUHYTbI, OTKPbI-
BaTb JI1 LUMPOKOW O6LLLEECTBEHHOCTU 3TO
HOBOE 3HaHUe».

C.B. CasoHoB:

«MHe 6bl xoTenocb BCMOMHUTb HaLLIUX
npenLecTBEHHUKOB, TeX Niogen, KoTo-
pbie MOSlyuusiv B My3€ei 3Ty KOJIIEKLMIO

B 1922 rogy — YwakoBa, lBaHoBa U ux co-
paTHUKOB. 3TO 6blS1I0 HENPOCTO: HECKOJIbKO
J1eT OHM NbITaSIUCb 3aNosyUUTb PaboThl

u3 MysenHoro 6opo Hapkomnpoca, Begs

C HUM Nepenuncky, obpawanuco K Jllo6osu
Monoeow. Haw My3e — nocnegHui mysen
B CTpaHe, KOTOPbIA CYMes1 MosyUUTb TaKylo
Koniekumio. DTo 6biS1 MPbIXKOK B Nocnen-
HWUI BaroH yxogsLuero noesga. 3a aTo Mbl
UM upesBbluaiHo 6narogapHbl. MHTepec
CNeuuasiMCToB K KOJITEKLUN BO3HUK YXKe BO
BTOpowM nosioBuHe 1950-x rogos.. B nepuog
0o 1972 ropa, Kak cenuac ctasio U3BeCTHO,
6bl1In NoaMeHeHbl gBe paboTbl — Manesu-
ya u NMNonoson. Mbl BUOAUM, UTO C KOSITEKLMU-
€M CBA3aHO MHOro ApaMaTUUYeCKUX UCTO-
pui. ByneM HageaTbcs, UTO Ha 3TOM gpama
3aKaHuUMBaeTCH, M Tenepb Bce 6yaeT Xopo-
wo. Hawa Meuta — npeBpaTUTb BbICTABKY
B NMOCTOSIHHYIO 9KCMO3ULUIO».

E.B. BacHep:

«9TO NopasnTesibHOM LLEHHOCTU KOSNeK-
LMs, OHa XOpOoLUa YHUKaSIbHbIM, OUEHb
LenbHbIM CBOMM ob6pa3oM. YTto kacaeTcs
AEMOHCTpaLMM Noa[esiok Ha BbiCTaBke, To,
HECOMHEHHO, 3TO OUEHb MY>XE€CTBEHHbIN

W NpaBUSIbHbBIN LLIAr CO CTOPOHbI My3esl.
Mo-MoeMy, aTo NepBbIit ONbIT B HaLLen
CTpaHe 3KCNOHUPOBaHUSA HEMOASINHHbIX BE-
Len, xoTa 3a py6erXKoM Takue criyyam 6binu.
Mogo6Hoe, 6e3ycrIOBHO, HY)>XHO genaTtb.
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Sergey Sazonov:
‘I think we should mention here our prede-
cessors, Ushakov, Ivanov and their col-
leagues, the people who obtained this col-
lection for the museum, back in 1922. It was
quite an endeavour: for several years, they
had been trying to get these works from
the Museum Bureau of Narkompros, writing
numerous letters, asking Liubov Popova for
help. Our museum was the last in the whole
country that managed to acquire such a col-
lection. It was a jump into the last carriage
of a departing train. We are deeply grateful
to them for their efforts.

It was only in the late 1950s
that specialists became interested in this

collection. As we know now, two of the

works, those by Malevich and Popova, had

been substituted by forgeries before 1972.

The collection has revealed many
dramatic stories. But let’s hope the drama
is over now, and all is going to be fine with

the collection. Our dream is to convert the

temporary exhibition into a permanent one.’

Elena Basner:

‘The collection is, indeed, of a remark-
able value; it has a unique profile and
represents quite a coherent narrative. As
for displaying forgeries, this is certain-

ly a courageous and sound move of the
museum. | believe this is the first instance
of exhibiting forgeries in our country,

although there were such cases in the

museums abroad before. No doubt, such
practice should be encouraged, as this is
one of the steps towards dealing with a

difficult issue of forged artworks.’

Andrey Krusanov:

‘l took part in developing a methodol-
ogy of establishing the age of paint-
ings. It was developed purposefully

to be applied to works of the Russian
avant-garde, as they had been created
in the first half of the 20 c., while in
the second half, they had been only
forged. The methodology was based on
isotopic dating: detecting in the paint
layer of a picture technogenic isotopes

that emerged in our environment only
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3T0 O4MH M3 LLIAroB K MOCTaHOBKE U peLue-
HUIO HEMPOCTOM Npo6eMbl — ¢asibLLUMBOK
B UCKYCCTBE».

A.B. KpycaHoB:

«Mpn MoeM yuyacTum 6b11 paspaboTaH
MeTop onpepaesieHUs Bo3pacTta KapTUH —
crneumManbHO A8 PYCCKOro aBaHrapaa,
KOTOpbIA CyLLLeCTBOBaJ1 TOJSIbKO B MepBoOM
nonosuHe XX BeKa, a BO BTOPOW NOJSI0BU-
He BeKa OH Tos1bKo noggenbiasncs. Onsa
3TOro 6b11 BbI6paH MeTo4 U3OTOMHOTO
[aTUpoBaHus, COCTOSAILLIUI B oNpefeneHum
B KPACOUYHOM CJ10€ TEXHOINEHHbIX U30TOMOB,
KOTopble MOSBMUIIMCb B OKPY>KaloLLLen cpeae
rnocne Hauvana saepHbIX UcnbiTaHui. MeTog
ucnonbayetcda 6onee 10 neT u, B YaCTHOCTH,
Hauboree KpynHasa pa6oTa ¢ ero npuMeHe-
HMeM 6blna nposBedeHa Ha MaTepuarsie KoJsi-
nekuum PoctoBckoro Mysesi. Bbl Bce yxe
3HaeTe pe3ysibTaTbl NPOBEeAeHHON PaboThbl
M BUAeNu paboTbl, NpusHaHHble pasnbLUMB-
KaMu. DTU pesynbTaTbl 6bi/IM MOSyY€EHbI
pasnuuHbiMK cnocob6amn. CHauana uc-
KyccTBOBefbl aHa/IM3UPOBaI1 KOMJTEKLUIO
1 BbICKa3asiu CBOM NOoJo03pPEHUs No noBoay
HeKoTopbIX KapTuH. Nocne aToro myxxe-
cTBeHHoe pykoBogcTBo PocToBCcKoro Myses

Kpyrnbii cton «XBOCT KOMeTbI»

npuHano 6ecnpeueneHTHoe peLleHne
NpoBEPUTb BCIO KOJIITEKLMUIO, UTO U 6b110
Hauato B 2017 rogy».

N.H. Kapacwuk:

«MpepgMeToM penpeseHTalmMn BbICTaBKU AB-
NSATCA HE TONbKO OT/IMUYHbIE NPOU3BEfEeHMUS
pyccKoro aBaHrapga, Ho U Hekasl poKycHas
yacTb B PocToBCKOM My3ee nporpamMmbl My-
3eeB XMBOMUCHOWM KynbTypbl. Bbino 6bl »xe-
JNlaTenbHoO, UTOo6bl acTadeTa 6biia Nogxesaue-
Ha, U BCe My3€en CTpaHbl, KOTOpble Nosyyanu
KOJINTEKLUIO MO 3TOM NporpamMme, yCTpPousu
6bl y cebs “KonbLeBylo” BbICTaBKY.

Ha BbicTaBke B PocToBCKOM My3ee
OKasasiMcb fBa abCcosioTHO NPOTMBOMNO-
JIOXKHbIX 3as1a. DTO AeNCTBUTESIbHO ocobas
CMEeJioCTb U My)>XecTBO My3esl. OueHb BaXKHO,
UTO UMEHHO MY3€el CTasl UHULMaATOPOM TaKoro
nogxofa v Toro nepesiomMa, KOTopbii, A Hage-
I0Cb, NocriefyeT B My3eMHOM Aesie U, MOXeT
6bITb, B opraHusaLum gaxe 6ornee LLMPOKUX
NOKa30B 3TUX NOoAAesN oK. DTO TOXKE MOXET
6bITb MHTEpecHo. CaMoe rnaBHoe, UTo HaM
nokKasaHa CoBepLUEHHENLLIAA XEMUYXMHA —
NoAsIMHHAs KOMEKLUA PYCCKOro aBaHrapaa.
U c 3TMM 9 uckpeHHe nosgpaensio PocTtoB-
CKUI My3eMn».

after the beginning of nuclear tests.
The method has been in use for over 10
years, and one of the most large-scale
projects where it has been implement-
ed was the investigation of the Rostov
Museum’s Russian avant-garde collec-
tion. You already know the results and
saw the works that were pronounced
forgeries. These results had been
achieved in various ways. First, the col-
lection was analysed by art historians
who expressed certain doubts regard-
ing some of the pictures. After that, the
Rostov Museum’s management took

a bold and unprecedented decision to
check the whole collection. This project

started in 2017.’

Irina Karasik:
‘The exhibition not only displays excellent
works of the Russian avant-garde but
is also a part of a programme of what
was termed as ‘museums of painting
culture’, which found its way into the
Rostov Museum as well. It would be great
if this initiative was followed by other
museums that had received collections in
the framework of the same programme.
These museums could join their efforts in
a project of a travelling exhibition explor-
ing this theme.

The present exhibition, which
is held in the Rostov Museum, compris-
es two absolutely different sections. It

was a daring decision on the part of the

museum. It is important that such an
approach was developed by a museum;
and | very much hope it will become a
turning point in museum praxis in gen-
eral, and, perhaps, will contribute to a
broader demonstration of art forgeries.
This could be an interesting develop-
ment. But, the most important thing

is that we now have an opportunity to
see a real gem of an authentic Russian
avant-garde collection, and | wish to
congratulate our Rostov colleagues on

this occasion.’

Irina Vakar:
‘The very fact of arranging a separate

exhibition space for the demonstration
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U.A. Bakap:

«Cama no cebe cutyaumsa, Korga Mysemn Ha
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AaH Ha aykumoHe Cotéuc. Yto npoucxoguno

CBOEM BbICTaBKe yCTpauBaeT 3aJ1 nogae-

JIOK — 3TO OUeHb cMesiasl U HoBas CUTY-
aumsa. Myseu He no64aT NpMsHaBaTb, UTO
OHU BNageloT nogaesibHbIMU NpousBege-
HUSAMM, U gaXke nsberalot crios — noggesn-
Ka, danbLUMBKA, YalLie FOBOPST, YTO 3TO
“COMHUTENbHadA BeLlb” U HAaAo BbIACHATD,
KTO aBTOP KapTUHbl U TOMY Nofo6Hoe.

M a oueHb NpUBETCTBYIO 3Ty CMENOCTb,
3TOT aKT MY>XECTBa, KOTOPbI NPOSIBUN
PocToBckuit Mysen. DTo OTKpbiBaeT [opo-
ry 419 YUeCTHOro uccriegoBaHus ¢oHOOB

HaLLIMX My3eeB».

Hukonac Unbun:

«MpaBga nu, uto Ha cante MoMA (Myszen
COBpPeMeHHOro uckyccTsa, Hbio-Mopk, CLLIA)
y KapTuHbl Manesuua «CamoBap» B npoBe-
HaHce 6bin1 ykasaH PocToBckuii My3ein?»

B.A. llynakos.:

Mexay asTuMu gataMum — OHU He 3HaIOT».

«YTO MHe Ka)KeTcsl OUEeHb BaXKHbIM B 3TOM
BbiCcTaBke? DTo, Npexkae Bcero, To, UTo
3aecb HeT HU OgHOM paboTbl, B KOTOPOM 6bl
A1 coMHeBasica. DTo Bce Bellu pasHbie. EcTb
HECKOJIbKO LLIeAEBPOB, CPean KOTOPbIX
MOXXHO Ha3BaTb JIEHTYJIOBCKMI Nensax,
3aMeuartesibHble XpecToMaTUMHbIE KOMMO-
3nuum BecHuHa, uygecHoro LLleBueHko,
oueHb pegKko BcTpevatowerocs. Cyue-
CTBYET Lefibli Paf XYHJOXXHUKOB, KOTOpble

Kak 6bl onpepgensaioT anoxy. OHu cospaioT
TOT NUTATESIbHbIA PacTBOP, U3 KOTOPOTrO
BblpacTaloT 60sbLUne NOASIMHHbIE MacTepa.

B naHHOM cniyuae 4 roeopto o KomapgéH-
koBe, KOguHe, MoHWHe 1 Opyrux XyOOXKHMU-
Kax, 6€3 KOTOpbIX, HABEPHOE, He BbIPOC/IU
TaKue ruraHTbl, Kak Kasumup Manesuu nnu

Bnagumup TatnuH v uenbii pag opyrux

cBfizaHO ¢ nognuHHocTblo. Kak onpepe-
JINTb 3Ty NOANUHHOCTb? DTO, KOHEUHO, He
BOMPOC 3HAaTOUECTBA, My3€eMHbIX COTPYA-
HWKOB U TEM MNaue aBTOPOB MOHOrpaduit.
3710, NpeXxae Bcero, NpoBeHaHC — TO eCTb
BOMpoOC npoucxoxxgeHus sewten. OueBuna-
HO, UTO NMPOBEHAaHC aKcnosmuum “XBocT
KOMeTbl” — 6e3ynpeyeHy».

O.M. Hocos:

«§l BOCXMLLLAIOCb MY>KECTBOM PYKOBOACTBA
PocToBckoro myses, TeM, UTo OHO He nobo-
A510Cb BbI3BaTb OrOHb Ha cebs, CKasaB, UTo
B My3eMHOM cob6paHum ecTb pasibLLUBbIE
paboTbl. ODTO CMEesIoCTb U MY>XECTBO, U 3TO
BenimkonenHo! MHorne Myseun gonHbl 6bl
nocnefoBaTb TaKOMY NpPUMeEpPY».

lO.U. ABBakyMmoOB:

«Mpbl xnBeM B yanBuUTeIbHOE U CTPaHHOE
BpeMsi — pa3Horo poga ¢enkoB, GeNKOBbIX
HOBOCTEeH, No[aAeNioK — BCEro Toro, UTo

Kpyrnbii cton «XBOCT KOMeTbI»

[OBEPSAIOT — My3€esiM U/IM CO6CTBEHHOMY
npaButenbcTBy. OKasbiBaeTcs, y NPOCTOro
uenoBekKa ropasgo 6osblLue 4oBepUs K My3e-
fIM, UEM K NPaBUTESIbCTBY, KOTOPOE OH caM
»Xe 1 BblbupaeT. Myseun HUKTO He BblbUpa-
€T — OHM NPOCTO CYLLLECTBYIOT. M 3TO, KOHEU-
HO, obLUeMUupoBoe aBneHue. 9 nonarato, YTo
My3€eu OOSKHbI OCTaBaTbCA TEMU 3TasIOHa-
MM NOAJSIMHHOIO, HACTOALLLENO, KAKUMU OHU

M CYLLLeCTBYIOT BO MHeHUU niogent. Npu atom
My3eM OOJIXKEH BbIICHATb, UTO eCTb ¢elK,

a uTo ecTb NOASIMHHUK, U XPaHUTb TOJTbKO
noanuHHUKK. Torpa v niogm 6yayT fgoBepsTb
TOMY, UTO XpPaHUTCH B My3ee, UTO NOTOM YBU-
OAT UX BETU, BHYKM, 3aTEM MPaABHYKU U TaK
panee. Mysell — 3To To MecTo, rge YenoBek
OOJIXKEH UCMbITbIBaTb JOBEPUE K TOMY, UTO
OoKa)keTcs B fanekom 6yayLieM. MysenHbin
3TasIoH B HbIHELLHee BpeMs GpEeNKOB [OIMKEH
nomorarb No4sM, BCEMY YesioBeUYECTBY CO-
XPaHWUTb BEPY B 6yayLLeer.

C.B. CasoHoB: Xy[oXXHUKoB. Korga Mbl roBopuMM 06 UCKyC- O3HauaeT 60s1bLUYIO KYJIbTYPHYIO JIOMKY A4Sd

«,D,a, COBEpPLLUEHHO BEpPHO. MoMA npoeena CTB€ aBaHrapga, BaXxHo YeTKO npencrtaB- TeX, KTO eLlue NOMHUT, KaK 3TO 6b1510 C HacTo-

no,qpoéHoe nccnegosaHme npoBeHaHca BCEN NATb ABa ob6cToATeNnbCTBA. I'IepBoe — 39TO AUWLLMMU NpoaYyKTaMU, 3SHaHUAMU, YMEHUAMMU.

cBoel Konnekumuun. Ha cante Myseq ykasa- nepapxus. MHorpa Mbl COBEPLLEHHO He Bo ®paHuum u B CeBepHoit AMepuke rnpo-

Ho, uTto B 1922 rogy aToT npegMeT Nnoctynun 3acCNny>XeHHO BTOPOCTEMNEeHHbIX XyA4OXXHUKOB BOAUTUCDb COoLMOSTOrMYecKue onpochbl, korga

B PocToBCcKMiM My3elt, a B 1972 rogy 6bin npo-

BO3BOOUM B repoes. BTopoe — 9TO BCe, UTO

of forged paintings demonstrates a bold
and innovative thinking. Museums find

it hard to admit that they have forged
artworks in their collections. They even
avoid using such words as ‘forgery’

or ‘fake’, preferring to speak about
‘questionable works’ the authorship of
which is yet to be established, etc. But |
applaud the courage and integrity of the
Rostov Museum that has laid the path for
an unbiased investigation of our muse-

ums’ collections.’

Nicolas lljine:
Is it true that the Rostov museum was
mentioned in the provenance of the Samo-

var by Malevich on the MoMA web site?

Sergey Sazonov:

Yes, it is true. The Museum of Modern
Artin New York, MoMA, held a detailed
research aimed at clearing the provenance
of its collection. You can learn from their
web site that this work was transferred

to the collection of the Rostov Museum

in 1922, and sold at Sotheby’s in 1972. But
they do not know what happened between

these two dates.

Valery Dudakov:

‘What is, in my opinion, the most im-
portant in this exhibition? First of all,
there is not a single work there, which |
would find doubtful. The pieces are all

different. Some are true masterpieces,

such as, for example, the Lentulov’s
landscape, Vesnin’s remarkable classical
compositions, or a wonderful work by
Shevchenko, an artist rarely to be found.
There are artists who, in a way, define
their time. They create the substratum
on which the true great masters grow.
In the present case, | am speaking about
Komardenkov, Yudin, Monin and some
others without whom such giants as, for
instance, Kazimir Malevich or Vladimir
Tatlin would not have developed. When
we speak about the avant-garde art,
there are two things we should keep in
mind. The first is hierarchy. Sometimes,
we undeservingly proclaim secondary

artists heroes. The second is everything

I'IIO,D,Eﬁ cnpawiuBanun, KOMy OHU 6onbLue

related to authenticity. How can we
establish the authenticity of an art-
work? It is by no means a question of
connoisseurship of museum curators, let
alone of the authors of monographs. It
is, above all, a question of provenance,
and it is obvious that provenance of ‘The

Comet Tail’ exhibition is irreproachable.’

Yuri Nosov:

‘l admire the courage of the Rostov Muse-
um management who were not afraid of
drawing the fire upon themselves by ad-
mitting there are forged artworks in their
collection. This requires a lot of courage,
indeed, and that it truly amazing. Other

museums should follow in their footsteps.’

Yuri Avvakumov:

‘We live in astonishing and weird times:
the times of all sorts of frauds, fake news
and forgeries. That causes a cultural shock
in those who still remember authentic
products, knowledge and skills. There have
been sociological surveys in France and
North America, trying to establish who
people trust more: the government or mu-
seums. The surveys showed that, generally,
people trust museums more than they
trust the government, which they have
elected. Museums are not elected; they
are just there. And this is, of course, true
worldwide. | believe that museums shall
remain a reference point for authentici-

ty; they shall continue as keepers of real

things, in accordance with how they are,
indeed, perceived by people. Museums
must establish which objects are fake and
which are authentic, and should preserve
only the authentic ones. Then people

will not lose their trust in museums, in
everything that museums display and what
their children, grandchildren, great-grand-
children, etc. would be able to see there.
Museum is a place where a person should
trust the objects destined for a remote
future. In the times of forgeries and fakes,
the excellence of museums’ judgements
may help people to preserve their trust in

the future.
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I.

BbapaHoB-PoccuHe Bnagumup
(BapanoB, LLlynum-Bonbé) LaBuaosuu
(1888-1944)

Cseum u durypbi

(Cy660THSAS MOnuTBa)

Hauano 1910-x

®daHepa, macno. 68 x 75,9

XK-469

CroXKeT B34T U3 NaTpmnapxasibHOro eBPENCKOro
6biTa. M306parkeHa cueHa B cuHarore, rae u cta-
PUKM U IOHOLLIM MOTPYXKEHbl B UTEHUE CBALLLEH-
HbIX TEKCTOB. BenlocHeXHble Tanechl U 3aXIKEH-
Hble CBEUM CBUAETESIbCTBYIOT O TOM, YTO 3TO HE
6ygHUYHas, HO NpasgHUYHas cny)kb6a. Hasea-
Hue «CBeun n dpurypbi» (Mnu, B page crnyJvaes,
«Purypbl n ceeum»), npuHaToe B 1922 rogy npu
nepepgaye KapTUHbI B My3el, HOCUT UUCTO onuca-
TesbHbIN XapaKTep, He oTpa)Kasd CyTU NPOUCXO-
AaLiero.

Vladimir Baranov-Rossine (Baranov,
Shulim-Wolf, 1888-1944)
Lights and Men (Sabbath Prayer)
Early 1910s
Oil on Plywood. 68 x 75.9
Zh-469

The subject refers to traditional
Jewish culture and life. It portrays a
scene in a synagogue where old men
and young fellows bury themselves in
Holy Books. The snow-white clothes
and lights show us that it is a holi-
day prayer, rather than an ordinary
one. The title of the painting (“Lights
and Men”, or “Men and Lights”) was
adopted in 1922 when it entered the
museum collection, and has just a for-
mal descriptive meaning.

«JleBbie» Xy[OXHUKMU
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2.

BapT Buktop Cepreesuu

(1887-1954)
Crpenku. Hauano 1910-x
KapToH, ryalub, kapaHgaiwd. 26,5 x 37
M-139

Pa6ota Buktopa bapTa, BepHoro cnogBmXHuKa
Muxauna JlapmoHoBa Ha caMOM paHHeM 3Tane
aBaHrapgHoro ABMXeHus, npegcTasriseT co60oM
daHTasmo-apabecKy Ha cpeaHeBEKOBbIN MOTUB,

BO3MOXXHO, CBA3aHHYIO C KHUXXHOM mnnctpaun- Victor Barthe (1887-1954)

ey unn TeaTpasibHbIM 3cKuM3oM. OgHaKo U B 3TOM
He60/bLLOM rpadpUUECKOM JINCTE NPOCTIEXXUBaA-
I0TCAl iBE OT/IMUMTESIbHbIE OCO6EHHOCTU TBOpUE-
CKOM MaHepbl XyQOXXHUKa — OUHAMMU3M U OEKO-
paTUBHOCTbD.

Gunmen. Early 1910s
Gouache, pencil on cardboard
26.5x37

G-1139

This graphic work by Victor Barthe,
who was one of the most devoted
adherents of Mikhail Larionov during
the very beginning of the Avant-garde
movement, is a fantastical arabesque
on a medieval motif presumably relat-
ed to a book illustration, or a theatre
sketch. The two main lineaments of
Barthe’s artistic manner — dynamism
and decorativeness — are apparent
even in this small gouache.

«JleBbie» Xy[OXHUKMU
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S.

BpyHu JleB AnekcaHgpoBuy
(1894-1948)
HaTiopMopT. Okono 1920
bymara, Tywb. 19,7 x 14
M-120

EnBa i He egMHCTBEHHDBIN Ha BbICTaBKe U B KOJ1-
JNleKuUu Mysesl NpeacTaBuUTesNb NeTepbyprckux
«neBbix», JleB BpyHu 6b1n B nepsyto ouepenb
BblOaIOLLMMCH MacTEPOM CTaHKOBOMW rpaduKu.

B ero npounseeneHuax ctpeMneHue K HoBaTop-
CKOMY npeo6pasoBaHuio $opMbl NapagoKcasb-
HO COBMELL,aeTCA C TPAAULMOHHBbIM OTHOLLIEHMN-
€M K KOMIMO3ULUKU, K PUCYHKY, C HE3bI6SIEMOM
aKageMUUeCcKoM BblyUKOM.

Lev Bruni (1894-1948)
Still life. Ca 1920
Indian ink on paper. 19.7 x 14
G-120

Lev Bruni is perhaps the only repre-
sentative of the «leftist” artists of
St.-Petersburg in the collection of the

museum and in the present exhibition.

He was a prominent master in the
field of graphic art who managed to
combine — sometimes paradoxical-
ly — an innovative transformation of
form with firm academical training
and a traditional attitude towards
composition and drawing.
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«JleBble» XyQOXHUKMU
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4.,

Bbypniok flaBug [laBugoBuy
(1882-1967)
Mensaxk. Hauano 1910-x
XoncT, macno. 68,5 x 62
X-133

«[lMensak», HECOMHEHHO, OTHOCUTCSA K Hanbo-
Jlee yaayHbIM U UHTepeCHbIM paboTam [asuga
Bypnioka, ogHOro U3 NpU3HaHHbIX TMAEPOB
aBaHrapgHoro gBwmxeHus. o aMoLMoHanbHOMY
HaCTpPOIO U BbipasnTesibHbIM CPeACcTBaM KapTUHa
oTpaXkaeT 6/IM30CTb XYAOXHUKA K ppaHLLy3CKo-
My $OBU3MY U, B OCOBEHHOCTU, K HEMELLKOMY
9KCMPECCUOHU3MY, NEPEKIIUKASACH C Npou3Beae-
HuaMn SpHcTa KnpxHepa, Aesrycta Makke, Mak-
ca lNexwitenHa. « 6b171 0AHMM U3 NEPBbIX, KTO
noHsan TeopeMy “Beakoe aBurxkeHmne paspyLuaeT
bopMy”», — NMcan Xy[oXKHUK B CBOUX BOCMIOMMU-
HaHusX.

David Burliuk (1882-1967)
Landscape. Early 1910s
Oil on canvas. 68.5 x 62
Zh-133

This Landscape can be regarded as
one of the most interesting and distin-
guished works by David Burliuk, a rec-
ognized leader of the avant-garde.

Its emotional feeling and expressive
means the painting reveals Burliuk’s
devotion to French Fauvism, especially
German Expressionism aligned with
art of Ernst Kirchner, August Macke
and Max Pechstein. In his memoirs,
David Burliuk wrote, “l was one of the
first who understood the notion ‘Any
movement destroys form ’”.
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BecHuH AnexkcaHgp AnekcaHgpoBuY
(1883-1959)
BecnpenMeTHas KOMNO3ULUS
Konew, 1910-x
XoncT, Mmacno. 53,5 x 43
»X-373

«BbecnpegMeTHas KOMNO3ULMA» — OQHO U3
YHUKaNbHbIX HEMHOFOUNCEHHDIX YXMUBOMMUCHbIX

npousBeneHun AnekcaHgpa BecHuHa, nseect- Aleksandr Vesnin (1883-1959)

HOro B NepBYylo ouepeb B KauecTse BblgatoLLie- Non-Objective Composition
rocs apxutektopa. bygyuu, Hapsagy c Jllo6oBbio Late 1910s

MonoBoW, Hanbonee akTUBHbIM NPEACTaBUTENEM Oil on canvas. 53.5 x 43
KOHCTPYKTMBU3Ma, BecHWH B >xusonucu crtasun Zh-373

M paspeLuarn 3agaum, npexae Bcero, Makcu-

MaJibHO YETKOMW OpraHusaLuum NPoCTPaHCTBa, “Non-Objective Composition”
JlaKkoHU3Ma KOMMO3UL U, TOYHOCTU PUTMMNYECKO- is a unique and rare painting by Al-
ro NOCTPOEHUA U LesfieHanpaB/1€eHHOCTY OCHOB- eksandr Vesnin, who is recognized
HbIX CUJIOBbIX JINHUMA. mainly as a prominent architect. Con-

sidered one of the most active repre-
sentatives of Constructivism, along-
side Liubov Popova, he introduced

to his painting practice principles of
clearly defined space, laconic brevity
in the composition, a precise rhythm
in the construction, and a purposeful

focus on strong, defining lines.
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3axapoB ®egop Hukutuu (1885-1969)
HaTtiopMopT (fony6as uaLuka)
KoHew, 1910-x
KapTtoH, macno. 55,5 x 74
X-467

ABTtopctBo ®.H. 3axaposa 6bI10 yTOUHEHO

B NpoLecce NoaroToBKM BbICTaBKU. TBOPUYECTBO
3TOro Masiou3BECTHOIO Xy4oOXXHUKa $opMUpPO-
Basiocb Nog oueBMOHbIM Bo3gencTeueM [asmpa
LLItepeH6epra v aBnseT co6om npMMep Hanpas-
JleHus, HasblBaeMOro MHOr4a «06XXeKTUBU3MOMN
(ot cnoBa object — BeLLpb). «O6XKEKTUBU3MY,

no onpegeneHuto C.O. XaH-MaromepgoBa,
npoBos3rnaLuasn «nepecosfaHue peasibHOro
MUpa vYepes opraHM3aLuIo KOHKPETHbIX CBOUCTB
3/1IEMEHTOB B HOBbIM BELLLECTBEHHbIA OPraHu3aM».
Bcnepg 3a LLITepeH6epromM xyao>KHUK akcnepu-
MEHTUPYET C NJIOCKOCTbIO, 0O6bEMOM U daKTY-
[pOi, UTHOPUPYS NMPU 3TOM 3aKOHbI NEPCMEKTUBDI,
TOUHee, co3faBasd CO6CTBEHHOE MNepPCneKTUBHoe
BuoeHue. (ATpubyums E. bacHep.)

MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka

Fedor Zakharov (1885-1969)
Still life (Blue Cup)
Late 1910s
Oil on cardboard. 55.5 x 74
Zh-467

The authorship of this work has been
clarified in the process of preparing
the present exhibition. Fedor Zakharov
is a little-known painter whose art was
developed under the evident influence
of David Shterenberg. His painting can
be regarded as an example of a school
called “Objectivism”. According to
Selim Khan-Magomedov, “Objectiv-
ism” declared its aim “to transfigure
the real world through the reconstruc-
tion of concrete elements into a new
material organism”. Following Shter-
enberg, Zakharov experimented with
flatness, volume and facture, ignoring
all laws of perspective, or rather,
creating his own vision of perspective.
(Attribution by Elena Basner.)
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KrioH (KnioHkoB, KnioHoB)
UBaH Bacunbesuu (1873-1943)
KyBLuuH. 1913
Xonct, macno. 75,5 x 66
X-127

«KyBwiunH» MBaHa KnoHa, npegaHHOro 1 TanaHT-
JINBOro agenTa XyOoXecTBeHHbIX ngen Mane-
BUUA, MOXXeT 6bITb Ha3BaH OQHMM U3 06pasLoB
«KJ1aCCUYECKOro» aHaNIMTUYECKOro Kybusma,
HenocpeacTBEHHO BOCMPUHATOrO Xy[OXHUKOM
y Bbpaka u Nukacco. BagyMumneoe 1 cosHaTenbHoe
M3yueHus KybusMa Kak CTPOrom YXUBONUCHOM
CUCTEMbI OTPa3nJIOCh BO BCEM — OT YKECTKO
ypaBHOBELLEHHOMW, CUMMETPUYHOMN KOMMNO3Mn-
LUK C MaTeMaTUUECKOM BbIBEPEHHOCTbIO Oce-
BbIX U AUaAroHasIbHbIX UIEHEHUMN 0,0 AaCKETUUHOM
MOHOXPOMHOCTU U paBHOMEPHO-LLIEPOXOBATOMN

dakTypbl.

Ivan Kliun

(Kliunkov, Kliunov, 1873-1943)
Jug. 1913
Oil on canvas. 75.5 x 66
Zh-127

“Jug” by Ivan Kliun, who was

a talented and devoted follower of
Kazimir Malevich’s artistic ideas,

is a classic example of analytical
Cubism, which he observed directly
in work by George Braque and Pablo
Picasso. The serious and deliberate
study of Cubism as a strict painterly
system is revealed throughout this
painting, from the rigidly balanced
symmetrical composition, divided
mathematically into axes and diago-
nals, to the austere monochromatic
palette and rough texture.
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KnioH (KnioHkos, KrioHoB)

UBaH Bacunbesuu (1873-1943)
CynpeMaTtusaMm (3-xuBeTHasi KOMMNO3ULLMSA).
Oxkono 1917
KapToH, Macnio o6e3xkupeHHoe,
KapaHgawu. 35,5 x 36
r-124

MBaH KnoH BocnpUHSAN U306 peTeHHbIN U Npo-
naraHguMpyembii ManeBuueM cynpeMaTusMm Kak
6narogatHoe none Ansa peanmsaunum co6CTBEH-
HbIX TBOPYECKUX ycTpeMsieHUn. OH B NONHOM
Mepe NPOHMKCHA KOHLEMLUEN OUMLLLEHHOIO, MO
€ero co6CTBEHHbIM C/TIOBaM, «OT U3XKUBLLUX U Ha-
OOEBLLUX BCEM AYLLEBHbIX NepeXXxMBaHUi, rnos,
vy, NPeaMeTOB U NPOYErO CIOXXETHOIO Xf1aMa»
UCKYCCTBa, KOrjaa «OHO CTajlo caMUM coboM, ca-
Mouenbio». B ero «CynpemMatname» BonnoLLeHa
MeTaduamueckas 6€6CKOHEeUYHOCTb U uges nna-
cTuueckoro «6essecus», cBo60gHOro nepeme-
LLLeHUs aneMeHToB B NpocTpaHcTee. CynpemMa-
Tn3m cepeguHbl 1910-x rogoe 3HaMeHyeT co6oM
KynbMUWHauuio 6ecnpefMeTHOro UCKyccTBa.

Ivan Kliun

(Kliunkov, Kliunov, 1873-1943)
Suprematism (Composition
in 3 colors). Ca 1917
Oil (degreased), pencil on
cardboard. 35.5 x 36
G-124

Ivan Kliun accepted Suprematism,
invented and publicized by Malevich,
as the breeding ground for the reali-
zation of his own artistic intentions.
In his words, he appreciated the
concept of purified art “emancipated
from tiresome emotional stresses,
poses, faces, objects and other an-
ecdotal trash”, when art has become
“art as a goal in itself”. Kliun’s “Supre-
matism” painting personifies the idea
of metaphysical infinity and “weight-
lessness”, with the elements floating
freely in space. In the mid-1910s,
Suprematism marked the culminating
point of non-objective art.

mr

e — ey

«JleBbie» Xy[OXHUKMU




XBOCT KOMeTbI MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka 4 2 4 3

B cob6paHum My3es «PocToBCKuiM Kpemnb»

9.

Koran OBceit UocudoBuu

(EBcent Ocunosuu, 1901-1963)
FonoBa eBpes (Ky6usm). Okono 1920
Oepeso. 47,5 x 25,5x 30
0-1467

MepBoHauanbHO gaHHas paboTa cuntanacb
npousBefeHMEM U3BECTHOIo ¢ppaHLy3CKOro
ckynbntopa Mouces KoraHa (1879-1943), oa-
HaKo B NMpouecce NogroToBKU BbICTaBKU 6bina
J[OKasaHa U [OKYMEeHTaslbHO NoATBep)KAeHa ee
NPUHA[NEXHOCTb HbIHE MOYTU COBCEM 3a6bITO-
My, HO TanaHTIiMBoMYy cKynbntopy OBcelo Ko-
raHy. «fonoBa» NpUHaANEXUT K CaMbIM PaHHUM
o6pasuaM ero TBOpYECTBa U CTUITUCTUUECKHN
npuMbIKaeT K Ky6usmy. Cmenas gepopmauus,
noxopsLLLas Ha MOLLHbIN cpy6, 0CO6EHHO yaau-
HO CMOTpPUTCS B AepeBe, C/IOBHO HAaNoMUHas

06 ygapax Tonopa, — U 3TO HeyOuBUTENbHO,
€CJIM YUeCTb, UTO CKYJIbMTOP YacTo YNOMMHAnN
06 oTue-cTonape, KOTOPOMY C AeTCcTBa NoMorarsn
B pabote. (ATpmbyuus E. BacHep, A. KpycaHoB.)

Ovsey (Evsey) Kogan (1901-1963)
Head of a Jew (Cubism). Ca 1920
Wood. 47.5x25.5x 30
D-1467

Initially, this sculpture was attributed
to the famous French sculptor Moisey
Kogan (1879-1943). However, in the
process of preparing the present ex-
hibition, documentation was discov-
ered to support a new attribution, to
the forgotten but talented sculptor,
Ovsey Kogan. “Head” belongs to the
earliest period of his artistic career;
stylistically, the sculpture adheres

to Cubism. The bold deformation on
this massive block of wood makes

it look as if a tree had been hit by an
axe. This reference is not surprising,
since the sculptor often mentioned his
carpenter father, whom he assisted

in his childhood. (Attribution by Elena
Basner and Andrey Krusanov.)

«JleBble» Xy[OXXHUKMK




XBOCT KOMETbI HpOM3Be,quWF| «eBbIX» XyOQOXXHUKOB Havana XX Beka 4 4 4 5

B cob6paHum My3es «PocToBCKuiM Kpemnb»

10.

Komapnénkos Bacunuii MetpoBuu
(1897-1973)
Crpenku. Oxono 1920
®daHepa, macno, metann. 110 x 100
XK-150

XygoxHuky Bacunuio KomapgéHkoBy 6bis10
CBOWCTBEHHO Hanps)XXeHHoe, AMHaMUUYHOe BOC-
NpUaTUE OKPY>KaloLLLEro MUpa, HarnosIHEHHOro
OBWXKEHUEM, 3ByUYaHUEM, APKUMU KpacKaMu, —
M B 3TOM OH He 6bis1 oguHOK. TeM e oLuyLe-
HUWEM NPOCTPaHCTBa, MPOHU3AHHOIO HAaCKBO3b
LLBETOM M 3BYKOM, HarnoJIHEHbl NpoOM3BeAeHUs
leoprusa Akynoea, Bnagumupa BapaHoBa-Poc-
cuHe, ApucTtapxa JleHtynosa. NocnepgHuit BBen
019 XapaKTEPUCTUKN 3TOrO ABJIEHUSA MOHATUE
«uBeToaMHaMusm». KaptuHa «Ctpenku» npeg-
CTaBfiIeT CO60M NPUMEP UMEHHO «LBETOAUHA-
MUWUYHOM» KOMMO3ML UM, KOTOpass CTPOUTCA Ha
OTYET/INBOM, PaBHOMEPHOM PUTME yXOoasLLEMN
BBEpPX CTyneH4YaToM 6aLLHN U NepeKpbiBaloLLUX
ero cBoeo6pasHbIM KOHTPaNyHKTOM OrPOMHbIX
chepuuecknx obbemMax, pacxogaLLmnxcs BLUMPb
M Bbi3blBaloOLLMX OLLLYLLLEHUE FynKoro 6os 6a-
LLIEHHbIX YacoB.

Vasily Komardenkov (1897-1973)
Clock Hands. Ca 1920
Oil and metal on plywood. 110 x 100
Zh-150

Vasily Komardenkov tended toward

a dynamic and challenging perception
of reality, which seemed to be full of
movement, sound, vibration, bright
colors. Of course, he was not the only
one to adopt this attitude towards
nature: many other artists, includ-

ing Georgy Yakulov, Vladimir Bar-
anov-Rossine, and Aristarkh Lentulov,
shared the impression of space pene-
trated with color and music. To char-
acterize this phenomenon, Lentulov
invented the term “color-dynamics”.
The painting “Clock Hands” is an
example of such a “color-dynamic”
composition. It is constructed accord-
ing to a clear and regular rhythm that
culminates at the top of a belfry with
multiple levels, surrounded by large
spherical shapes, breaking apart and
creating the sensation of the reverber-
ating beat of a clocktower.

«JleBble» XyQOXHUKMU
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KoHuanoeckui NeTp MeTpoBuu
(1876-1956)
HaTiopMopT c rpaHaTamu. 1908
XoncTt, macno. 70 x 88
»K-132

CosgaHHbIM xygoxxHuKkom B 1908 rogy, 1.e. eLye
OBa roga fo npoBegeHus nepBom BbICTaBKU
«by6HoBbIM BaneT», «HaTiopMopT ¢ rpaHaTa-
MU» IBSETCH CaMbiM PaHHUM NPOU3BE4EHU-

€M B KOJI/TEKLLMN HOBEMLLIEN XXUBOMUCU My3es
«PocToBcKui Kpemnb». BMecTe ¢ TeM B HeM yke
HangeHbl N onpeaenieHbl YXMBOMUCHDbIE NPUH-
LMnbl, KOTOPbIMU 6ydeT PyKOBOACTBOBATbCH

B gasibHenLleM n caM KoHuanoBCKui, U MHO-
rue ero cnogBM»XHUKU Mo 06beguUHEHUI0. ITO,
npex.ae Bcero, 3pMmas U B 6yKBasibHOM CMbicrie
ocfizaeMas BELLLeCTBEHHOCTb OKPY>KaloLLLero
MUpa, rae NJoTHOCTb, MaTepUuasibHOCTb NpegmMe-
TOB runep6onusnpyeTtcsa n obpetaeT camogocTa-
TOUHOE KauecTBo.

MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka

Petr Konchalovsky (1876-1956)
Still life with Pomegranates. 1908
Oil on canvas. 70 x 88
Zh-132

“Still life with Pomegranates” was ex-
ecuted by the artist in 1908, two years
before the first “Jack of Diamonds”
exhibition took place. It is the earliest
painting in the collection of avant-gar-
de art held in the Rostov museum. One
can already discern the main princi-
ples that would subsequently become
fundamental for Konchalovsky and
many of the painters of his circle:

in particular, a visual and tactile mate-
riality of the surrounding world, where
the solidity and physicality of objects
becomes hyperbolic and obtains

a self-sufficient quality.
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KoHuanoeckui NeTp MeTpoBuu
(1876-1956)
lopop (Mensax). 1912
XoncT, Macrio. 98 x 114
»K-139

Mensak NpuUHaANEXXUT K CEPUU KapTUH, CO3aaH-
HbIX XYOOXXHUKOM BO BpeMs npebbiBaHus B UTa-
nuun. 3Qecb yrXKe OTKPbITO U faXke AeKNapaTUBHO
npornoBenyTCH OCHOBbI YXUBOMUCHOW NJ1acTU-
KW, BocnpuHaTon y CesaHHa, Ube UMS cTaso ans
XYAOXXHUKOB-«6y6HOBOBaNETOBLLEB» AEBU3OM,
3HaMEHEM U CpefoTOUNEM UX COBCTBEHHbIX
TBOpPYECKUX ycTpeMneHui. HecnyuaiHo camo
C/TIOBOCOYETaHUE KPYCCKUM CE3aHHU3M» B OTeUe-
CTBEHHOW »XMBOMUCU accoLuMupyeTcs B NepByio
ouepenb U rMaBHbIM o6pa3oM c «6y6HoBoBare-
TOBCKMM» HanpaB/ieHUEM.

Petr Konchalovsky (1876-1956)
Town (Landscape). 1912
Oil on canvas. 98 x 114
Zh-139

This landscape belongs to a series

of paintings executed during Kon-
chalovsky'’s visit to Italy. The artist
announced in a declarative manner
the basic principles of his painterly
concept, modeled on Paul Cézanne,
whose name and style became the
rallying cry for the artists of the “Jack
of Diamonds” group, the focal point
of their creative intentions. It is no
coincidence that the very term “Rus-
sian Cézannism” is, for the most part,
synonymous with the painting of the
“Jack of Diamonds” artists.

«JleBbie» Xy[OXHUKMU




XBOCT KOMETbI MpounsBeeHUs «eBbIx» XyA0XHUKOB Hauana XX Beka
B cob6paHum My3es «PocToBCKuIM Kpemnb»

IS.

KoHuanosckui MeTtp MNeTpoBuu
(1876-1956)
Mogenb. 1910-e
Bymara, yronbe. 45 x 35,5
r-123

Petr Konchalovsky (1876-1956)

Female Model. 1910s
Charcoal pencil on paper. 45 x 35.5
G-123
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Kopones bopuc [laHnnoeuuy -~
(1885-1963) (
XXeHckana éurypa (BeHepa). 1919
Bymara, kapToH, KapaHgaLy,
akBapenb. 22,5 x 17,5
r-121

PucyHok Bopuca Koponesa npegcrasnsieT co-

6011 xapaKTepHyto ansa ky6ooyTtypusma (c npe-

obnagaHneM Ky6bnCcTUUECKOMN COCTaBNISAIOLLLEN)

06bEMHO-MNPOCTPAHCTBEHHYIO KOMMO3ULUIO,

B KOTOPOM — HECMOTPS Ha He6obLLOK pa3Mep

JiMcTa — UyBCTBYeTCH NoasiIMHHast MOHYMEH-

TasNIbHOCTb U KOHCTPYKTUBHOCTD. Boris Korolev (1885-1963)
Female Model (Venus). 1919
Pencil, watercolor on paper/
cardboard. 22.5 x17.5
G-121

Korolev’s drawing represents a volu-

metric and spatial composition typical

of the Russian Cubo-Futurist (in fact,
predominantly Cubist) tendency.
Despite of its small dimensions, the _

drawing creates the impression of \
a truly monumental and coherent

piece of art.
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KynpuH AnexkcaHgp BacunbeBuu
(1880-1960)
HaTiopMopT ¢ yepenomM. Hauano 1910-x
XoncTt, macno. 88 x 96
»K-140

B psgy copaTHMkoB no o6begmHeHUto «by6Ho-
Bbi BaneT» AnekcaHgpa KynpuHa otnuuana
CEepbe3HOCTb U BOyMUNBOCTb. EMy B MeHbLLEel
Mepe 6blST CBOMCTBEHHbI 3NaTaXk U F[POMKUe
AeKnapaTuBHble 3aB/IEHUS, C KOTOPbIMU BbICTY-
nanu «6y6HoBOBaeToBLbI». DTO NPOSBMIOCH

M HEMoCcpPeACTBEHHO B €0 YXUBOMUCH, FAE OLLLy-
LLLAaeTCHA He CTOJIbKO UYBCTBEHHOE HacnaXkaeHue
CaMUM OKMBOMUCHbIM AeUCTBOMY», KakK y Maluko-
Ba M1 KoHUanoBCKOro, CKOSIbKO U30OLLPEHHOCTb
KOMMO3MLMOHHOIO MOCTPOEHUS U CAEPXKAHHOCTb
LBETOBOM TOHAJIbHOCTW.

Aleksandr Kuprin (1880-1960)
Still life with Skull. Early 1910s
Oil on canvas. 88 x 96
Zh-140

Seriousness and earnestness set Al-
eksandr Kuprin apart from his peers in
the “Jack of Diamonds” group. He was
not interested in the shocking antics
or bombastic rhetoric that his fellow
artists tended to rely on. This was
apparent in his paintings, which prior-
itize sophisticated compositions and
restrained color tonalities rather than
focusing on the sensual enjoyment of
painting encountered in Mashkov or
Konchalovsky’s work.
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JleHTynoB Apucrtapx Bacunbesuu
(1882-1943)

Mensaxk. Okono 1917

XoncT, macno. 99 x 97

X-145

«lMensaxk» Apuctapxa JleHTynoBa 6€30roBopou-
HO crieflyeT OTHECTM K LLedeBpaM KOJIIeKuUu
My3es. 1 no MoTUBY, 1 NO NpUHLMNAM KOMMO-
3ULUOHHOIO NOCTPOEHUS, U MO OCOBEHHOCTAM
CaMOWM YXMBOMUCHOM CTPYKTYPbl OH AB/IAeT cO60M
XapaKTepHbIX NpMMepP TBOpUecTBa MacTepa
cepeauHbl 1910-x rogoB, Nnepuoga pacuBeeTa.
Xy[o>XKHUK BapbUpyeT 34eCb CBOM U3NIO61EH-
HbI TUM apXUTEKTYPHOrO Nemsa)<a, c BO3Bbl-
LLAIOLLIUMUCS Ha 3agHEM MS1aHE MOHACTbIPCKU-
MU CTpoeHMaMMU (CKopee Bcero, MsobparkeHa
okpauHa HoBoro Uepycannma nog Mockso#n).
ByHTapckumn gyx >xusonucu JleHTynosa yfiosun
noaTt-nposuaey, Benumnp XnebHukos, Hanucas:
«9TO CKBO3b XUBOMMUCH NpoLusia 6yps; nosgHee
OHa MPOoMaEeT CKBO3b }XU3Hb, U MHOIO NOJIOMUTCS
KOJIOKOJIEHY.

Aristarkh Lentulov (1882-1943)
Landscape. Ca 1917
Oil on canvas. 99 x 97
Zh-145

This landscape by Aristarkh Lentulov is
undoubtedly one of the masterpieces
in the museum’s collection. Based on
its subject matter, compositional prin-
ciples, and unique painterly structure,
it is characteristic of Lentulov’s art
from the mid-1910s, when the artist
was in his prime. In this work, Lentulov
varied his favorite type of architectur-
al landscape with the structure of the
monastery’s stone walls rising in the
background, most likely modeled on
the outskirts of the Novy Jerusalem
church near Moscow. The rebellious
spirit of Lentulov’s painting was per-
ceived by the prophetic poet Velimir
Khlebnikov, who wrote: “This was a
storm that swept through the paint-
ing; it will then sweep through life, and
many church-towers will be broken”.
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JlenTynoB Apucrtapx Bacunbesuu
(1882-1943)
MepeBsiHHasa LnepKoBb. 1918-1919
XoncT, macno. 85 x 66
X-129

K koHLy 1910-x rogoB TBopYecKuit novepk JleH-
TynoBa npeTtepneBaeT usMeHeHus. Ero MaHepa
nUcbMa cTaHOBUTCH 6051ee HEPBHOW U TPEBOXK-
Hon. DopMbl gpobaTcs, cozgaBada HanpPsAXeHHbIN
BHYTPEHHUM pUTM. KOnopuT Tak)ke MeHseT CBOIO
3MOLMOHabHYO TOHaNbHOCTb. [NpeXkHue apkue,
3BOHKME TOHA TEPSAIOT CBOIO OTKPbITYIO AeKopa-
TUBHYIO KPACOUYHOCTb, U3/061E€HHbINA KpacHbIM
npuobpeTaeT OTTEHOK 3aneKLuencsa KpoBu. Bce
3TO BMecCTe CBMAETENIbCTBYET 06 3MOLMOHASIb-
HOM HEYCMOKOEHHOCTU MacTepa B rofbl Tparvue-
CKMX NOTPSACEHUN.

Aristarkh Lentulov (1882-1943)
Wooden Church. 1918-1919
QOil on canvas. 85 x 66
Zh-129

By the end of the 1910s, Lentulov’s
artistic manner had undergone

a change. His brushwork became more
nervous and disturbed. His painterly
forms became splintered and created
a tense inner rhythm. Even his palette
changed in its emotional tonality: the
formerly bright and vivid tones lost
their openly decorative colors, and his
favorite shade of red began to evoke
congealed blood. All of these elements
evidence the emotional disquiet of

the artist in an age of tragic political
upheaval.
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1.

MawxkoB Unbsa UBaHoBUY

(1881-1944)
JNlexxawan }eHwmHa. Oxkono 1918
Bymara, kapToH, yronb, nactenb. 44,7 x 64,2
M-1020

Cambin apkui, Hapsagy ¢ NMNetpom KoHuanos-
CKMM, NpeacTaBuTenb o6beamHeHns «by6HoBbIN
Banet», Unbsa MaLukoB npepcTaBreH B Kosl-
NeKuMM My3est IULLIb PUCYHKOM OB6HaXKEHHOM
Mogenu. MoXHO NpegnosioXnTb, UTO 3TO 06b-
fIcCHAeTCH NIM60 NIMUHBIMU NPENOUTEHUAMMU

TeX, KTO oTéUpan npomsBefeHus B Mysen, nb6o
oTcyTcTBMEM K 1922 rony ero >XMBOMUCHbIX paboT
B Xypo>xectBeHHOM ¢oHae Otpena N30 Hap-
KoMrnpoca.

llya Mashkov (1881-1944)
Reclining Woman. Ca 1918
Charcoal pencil, pastel on paper/
cardboard. 44.7 x 64.2
G-1020

The brightest and most prominent
representative of the “Jack of Dia-
monds” group, along with Petr Kon-
chalovsky, llya Mashov is represented
in the collection of the museum only
by this drawing of a reclining nude.
This may be explained by the person-
al preference of those who selected
works of art for the museum, or by
the lack of Mashkov’s paintings in the
holdings of the State Art Foundation
of Narkompros in 1922.
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19.

MenyHeukuin KoHctaHTuH (Kasumup)
KoHcTaHTUHOBMY (1890-1933)
MpocTpaHcTBeHHas KOHCTPYKLUA
(Penbed). 1920
YXeneso, Menp, cTanb, Oepeso,
nuTbe, namka. 25,3 x25x 8,0
M-2628

MpoussegeHne MeayHeLKOro CNy>XUT Nnpume-
pOM peanusaumm NPUHLUMNOB KOHCTPYKTUBM3MA
B 06beMHO-NpPOCTpaHCTBEHHOM cdepe. BHyTpu
3aMKHYTOro TpeyrosibHoro abpuca sBCTBEHHO
OLLLYTUMO COMPSIXXEHUE CTAaTUKU U OUHAMUKMN.
McToku Takoro npmMema npocnexmBaroTcs, HeCO-
MHEHHO, B «KOHTppenbedax» TatnuHa. OgHako,
B OT/IUME OT Y6Ee)KAEHHOIro «MPOMU3BOACTBEHHM-
Ka» U «MaTepuanucta» TatnmHa, MegyHeukumn
CTpEeMUTCH YTBEpPAUTb UAenHbIN U $nocodCcKui
CMbICJ/1 CBOEro Npou3BefdeHus], UTo NoguepKmBa-
eTcsa B Hagnucu Ha noacTaske: «Knagy B ocHoBy

Kpyr / B HeM HeT Hauana u KoHLa / OH BEUHOCTb».

Konstantin (Kazimir) Medunetsky
(1890-1933)
Spatial Construction (Relief). 1920
Iron, copper, steel, wood,
casting, solder. 25.3x25x 8.0
M-2628

This work by Medunetsky is an
example of the implementation of
Constructivist ideas to the treat-
ment of volume and space. Within

a closed triangular contour, there is

a clear joining of dynamic and static
forms. The origins of this principle
can be traced to Tatlin’s “counter-re-
liefs”, though unlike the “production
worker” and “materialist” Tatlin,
Medunetsky sought to establish the
ideological and philosophical meaning
of his work. This is underscored in the
inscription on the pedestal of the ob-
ject: “l place the circle as the founda-
tion / It has neither beginning nor end/
it is eternity”.
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20.

MuHuuH A6pam (A6paxam, 1898-1931)
HaTtiopmopTt (Ky6usm). 1919-1920
XonceT, Macno. 52,6 x 29,5
K-468

B koHue 1910-x rogoB cpeau MonoabixX XyOoox-
HUKOB BHOBb BO3HUK UHTEpPEC K Ky6Mu3My, ogHa-
KO Ha 3TOM CTagaum Kybusm nepeocMbicriascs,
rnaBHbIM 06pa3oM, He IMMNUPUUECKHU, a TEOPETU-
UECKM, KaK CTporasi YXMBOMUCHO-MJlacTUYeckKas
cucTeMa, yTBep)xgaloL,as He3bl6JIeMOCTb 3aKO-
HOB NOCTpoeHUs kKoMnosnuum. CNoXKHo ckasaTb,
YUMUTbIBas CKYQOCTb HaLLIMX 3HAHUM O XYOOXKHUKE
MuHumMHe (B 0cO6EHHOCTU, O PYCCKOM 3Tane ero
TBOpYECTBA), NPU Kaknx obcToaATeNlbcTBax bbinia
HanucaHa 3Ta Bellb, HO NPUHALJIEeXXHOCTb ee

K Mepuoay TaKoro «BO3BpaTHOro», Ui «iabopa-
TOpHOro», Kyéusma koHua 1910-x rogos KaxkeTcs
C TOUKM 3PEHUA CTUITUCTUKUN HECOMHEHHOMN.

Abraham Mintchine (1898-1931)
Still life (Cubism). 1919-1920
Oil on canvas. 52.6 x 2.5
Zh-468

At the end of the 1910s, there was a re-
surgent interest in Cubism among the
young generation of artists, and dur-
ing this period, Cubism was reinter-
preted theoretically rather than than
empirically, as a rigid artistic system
which established incommutable laws
of composition. Given how little we
know about Mintchine, and especially
about his Russian period, it is difficult
to recreate the circumstances of the
creation of this painting. Neverthe-
less, its affiliation with the so-called
“retrospective” or “laboratory” style
of Cubism is quite evident.
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21I.

MoHuH AnekcaHap AnekcaHgpoBuu
(1896-1969)

Amxup. Oxkono 1920

XoncT, macno. 67 x 51

-125

KapTuHbl xygoyxxHuka AnekcaHgpa MoHuHa
CerofHs N3BECTHbI JIULLIb OYEHb Y3KOMY KpPYry
cneuuanucToB. Mexxay TeM ero paHee TBopue-
CTBO MOKasaTesIbHO B MJslaHe NepPeOCMbICIIEHUSA
«MPUMUTUBHOIO UCKYCCTBa», C O4HOM CTOPOHDI,
M MHTepeca K paHLy3cKUM MacTepam (AHape
OepeHy, Mopucy BnamuHky) — ¢ gpyrou. Takoe
CMeLLeHUe UCTOUHMKOB BOOXHOBEHMS MokKasa-
TENbHO AN MHOMUX YXMBOMUCLLEB, HAUMHABLLUWNX
cBoM NyTb Ha pyb6exke 1910-x n 1920-x rogos..

Aleksandr Monin (1896-1969)
Algeria. Ca 1920
Oil on canvas. 67 x 51
Zh-125

Today, the work of Aleksandr Monin

is familiar only to a small group of
specialists. Nevertheless, his early
work is quite notable in re-thinking
the influence of “Primitive art” on the
one hand, and contemporary French
painting — artists like Andre Derain,
Maurice Vlaminck — on the other.
That combination of different sources
of inspiration was quite significant for
many artists who began their career
in the late 1910s and early 1920s.
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22,

MoHuH AnekcaHap AnekcaHgpoBuu
(1896-1969)

B cany. Okono 1920

XoncT, macno. 59,5 x 48

X-126

68

Aleksandr Monin (1896-1969)

In the Garden. Ca 1920
Oil on canvas. 59.5 x 48
Zh-126

69
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28.

OcMepkuH AnekcaHgp AnekcaHgpoBuu
(1892-1953)

Mensax. 1917

XoncT, macno. 96 x 65

XX-148

B kapTtuHe AnekcaHgpa OcMepKuHa, uneHa
obbegnHeHusa «by6HOBbIM BaneT», ABCTBEHHO
3aaBnifeT o cebe BNMaHNE Kyb6usma, No KpamHemn
Mepe, B NJlaHe Co34aHUsA MPOCTPAHCTBEHHOIO
Lesioro, ero yTshHkesieHUs U UeTKoro, nNaaHo-
MepHOro CTpyKTypupoBaHus. [loMa KaKyTcs
HaCTOJIbKO MJIOTHO NPUrHaHHbIMU APYT K OPYrY,
UTO MeXAY HUMU He OCTaeTCs HU MasienLLero
npocBeTa, U fake KPOHbl fepeBbeB PasIMUUMb
JIMLLb MO LBETY U HANMOMMUHAIOT BCE TE YKE MOLLL-
Hble KaMEeHHble 6/10KMU. DTOT HENPOHUL,AEMbIN
nemnsaxk BNosiHe oTBeYaeT Nno fyxy pacnpocTpa-
HeHHbIM B 1910-e rogbl aHTUYPHAHUCTUUECKUM
KOHLEMNUUSM, B KOTOPbIX FropoA BOCNPUHUMaeTCS
6e3nnKoM cpenom, yayLualoLen YeroBekKa.

Aleksandr Osmerkin (1892-1953)
Landscape. 1917
Oil on canvas. 96 x 65
Zh-148

“Landscape” by Aleksandr Osmerkin,
a member of the “Jack of Diamonds”
group, bears the obvious influence

of Cubism by creating a spatial unity,
with a sense of weight and a precisely
ordered structure. The houses seem to
be so tightly fused to one another that
there is not the slightest gap between
them, and even the treetops differ

in colors only and mirror the massive
blocks of stones. This dense landscape
corresponds to anti-urban convictions
which were popular in 1910s, when the
city was depicted as an impersonal
environment, hostile to human beings.
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24,

MauH AkoB CeMeHOBUY
(ConomMoHoBMUY, 1898-1943)
HaTtiopMoprT («KTo He pa6oTaerT,
TOT He ecT»). KoHew 1910-x
®aHepa, Macno. 52 x 47
X-134

Xusonucob fkosa NavHa pasBuBaeT Hanpas-
JIEHUe, CTUITMCTUUECKYIO N KOHLLENTYasnbHYIO
3aBepLUEHHOCTb KOTOpOMY npupaan Jasupg
LLitepeH6epr. OHo coBMeLLano B cebe TOHKOe
M TOUHOE NMOHMMaHWE KOHCTPYKTUBHbIX Hauan
6ecnpegMeTHOro UCKyccTBa C OCTPOM NpuUBS -
3aHHOCTbIO K BeLLU, MaTepuasny, C TaKTUMbHbIM
BOCMpPUSATUEM OKpYXKatlLuero Mmpa. HecmoTtps
Ha OTCYTCTBUE aBTOPCKOW AaTbl BpEMS CO3-
AaHua «HaTiopMopTa» onpegensieTca ¢ nep-
Boro B3rngga. ArutaumMoHHbIN nadoc nepBbixX
nocnepeBOsIIOLUOHHDIX JIET 3asiB/IEH B CAMOM
«CloXKeTe» HaTiopMopTa (BonpeKku yctosBLLe-
Mycsl B3rnsQy Ha HaTIOPMOPT KaK 6€CCIOXETHbIN
»xaHp). Cpegu NnpegMeToB KYXOHHOro o6uxoga
aHTM6YypiKyasHbIr No3yHr «KTo He paboTaeT, ToT
He ecT» CMOTPUTCH XOTb U HECKOJIbKO abcypn-
HO, HO B fyxe 3Moxu.

Yakov Pain (1898-1943)
Still life (“He who will not work
shall not eat”). Late 1910s
Oil on plywood. 52 x 47
Zh-134

The paintings of Yakov Pain continued
the direction shaped stylistically and
ideologically by David Sterenberg. This
trend combined a particular under-
standing of the constructive basis

of non-figurative art with a devotion
to the object in its material exist-
ence, with a tactile perception of the
surrounding reality. Although the Still
life is not dated, the moment of its
execution can be detected immediate-
ly. The agitprop tone of the first years
after the revolution is apparent in the
subject (though still life has sometimes
been regarded as a genre that has no
subject). Attached to this arrangement
of kitchen tools, the anti-bourgeois
slogan “He who will not work shall not
eat” seems to be absurdly but abso-
lutely in the spirit of the time.
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28.

Monosa JTio60oBb CepreeBHa
(1889-1924)
YXuBonucHasa apxuTeKTOHUKa. 1918
bymara Ha kapToHe, akBapenb,
TyLWb, 6enuvna, ryawb. 33,7 x 24
M-122

Jlio60Bb NonoBy otnuuan ocobbi Nogxoq

K 6ecrnpeqMeTHOMY TBOPUECTBY, B KOTOPOM
rnaBHOE MeCTO, MOMMUMO JSIMHUU U LBETA, OT-
BOAM/IOCb NPOCTPAHCTBEHHDbIM COMPSXXEHUAM

U LEHTPOCTPEMUTESNIbHON 9HEPIUN, — UMEHHO
TOMY, UTO BKJ1a4blBasiOoCb XYAOXHULLEWN B MOHS-
TUe apXUTEKTOHUKMN. [larke B HE60IbLLIOW aKBa-
penu uyBCTBYeTCsl NPOCTPaHCTBEHHAs LLeloCT-
HOCTb Y KOMMO3ULMOHHAsA 3aBEPLLUEHHOCTb, UTO
npugaeT el NopasuTesibHyIO BHEMaCLUTa6HYO
MOHYMEHTasIbHOCTb. PasoMKHyTOMY «6e3Becuio»
cynpemMaTusMa Xy4o>KHULa NpoTUBONOCTaBNaeT
OTUYET/INBO OLLLYTUMYIO MOLLIHYIO FpaBUTaLUIo.

Lyubov Popova (1889-1924)
Painterly Architectonics. 1918
Watercolor, India ink, whites,
gouache on paper/cardboard
33.7x24
G-122

Lyubov Popova developed her own
unique approach to non-objectivity,
which privileged a sense of inter-
locking space and centripetal energy,
in addition to line and color. This is
what the artist understood as archi-
tectonics. Even in this small water-
color one can feel the spatial integrity
and compositional completeness that
contribute to its striking monumental-
ity. In contrast to Suprematist princi-
ples of “weightlessness”, Popova cre-
ates a powerful impression of gravity
in her non-figurative compositions.
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26.

MpycakoB Hukonam NeTpoBuu
(1900-1952)
HaTiopMopT co ckpunkon. 1919
Lepeeo, xoncT, macno. 103 x Q0
XK-486

YXusBonucHbix npouseegeHuit Hnkonaa Mpycako-

Ba COXpaHUJ10Cb UpesBbluaiHo Mano. OH nsBe-

CTEH, CKopee, KaK XyAoXXHUK-opopMUTesnb n nna-

KaTUCT. «<HaTiopMOpPT CO CKpUNKon» NpoaosiKaeT

pa4 No3gHEKYObUCTUUECKNX KOMMO3ULLUKI, 06bl-

rpbiBaloLLUX, KaK U B NponsBepeHusax Jbea tOgu-

Ha n A6pamMa MuHUMHA, KNaccUUecKnin o6beKT

Ky613Ma — CKPUIKY.

Nikolay Prusakov (1900-1952)

Still life with Violin. 1919
Qil on canvas/wood. 103 x 90
Zh-486

Only a small portion of Nikolay Prusak-
ov’s paintings has been preserved. He
is better known as a designer and a
poster-artist. His “Still life with Violin”
is one of a group of late Cubist paint-
ings, along with works by Lev Yudin
and Abraham Mintchine, that portray

the typical object of Cubism, a violin.
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27.

PoxpgecTtBeHckun Bacunum Bacunbesuu
(1884-1963)

Mensax. 1919

Xonct, macno. 70 x 56,5

X-128

Bacunumn PoxxgecTBeHCKUMN, KaK U 60SIbLLIMHCTBO
€ro copaTHUKOB Mo o6beguHeHuio «by6HOBbIN
BasfieT», NposBus ceba BepHbIM NocneposaTe-
nem CesaHHa. B «[esa)ke» MmacTep pasBuBaeT
BCE Te )Ke Ce3aHHOBCKME MPUHLMMbI BbICTPau-
BaHUA LLeNTIOCTHOM YXMBOMUCHOM MOBEPXHOCTH,
NMPOHMU3aHHOMW MAFKUM pPafy>XHbIM CBETOM, UTO
npuaaeT MosIOTHY NPO3PaYHOCTb U IpUYECKOE
3ByuaHue. BMecTe c TeM 3gecb BO3HUKaeT oLy -
LLLeHMEe YCMOKOEHHOCTU U OTUACTU YTpaTbl Npex-
HEero >XMBOMUCHOIO Hamnopa, YTo CTasiIo 3aMETHO
B Npou3BefeHNax HEKOTOpbIX uneHoB «by6HoBo-
ro sasnieta» K KoHuy 1910-x rogos, Korga camMmblii
Hanpsa)XeHHbIM MOMEHT UX 6yHTapcTBa ocTasica
nosagu.

Vasily Rozhdestvensky (1884-1963)
Landscape. 1919
Oil on canvas. 70 x 56.5
Zh-128

Like many of his fellow artists in the
“Jack of Diamonds” union, Vasily
Rozhdestvensky proved himself to be
a devoted disciple of Paul Cézanne.
In “Landscape”, he continued to de-
velop the same methods of creating
a unified painterly surface infused
with tender rose-colored light, which
introduces transparency and lyricism
to the painting. At the same time,
there is a feeling of complacency

and decline compared to the former
rebellious spirit, which corresponded
to a notable change in the activity of
some “Jack of Diamonds” members in
the late 1910s, when the peak of their
rebellion had passed.
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23.

PoxpgecTtBeHckun Bacunum Bacunbesuu
(1884-1963)
Mensaxx. 1918
Bymara, yronb, kapaHgawu. 39,1x 47,9
-485

Mensa)kHbIM pucyHok Bacunusa PoxkgecTBeHCKo-
ro 1918 ropga octpee U gUHaAMUUYHEE YXUBOMUCHO-
ro NpousBefeHUs, UTo 06bsCHAETCH B NepBYIo
ouepenb TEXHUKOMN NCMOJTHEHUS, €r0 SCKU3HDBIM,
HaTypPHbIM XapaKTepoM.

Vasily Rozhdestvensky (1884-1963)
Landscape. 1918
Charcoal pencil, pencil on paper
39.1x47.9
G-485

This landscape drawing by Vasily
Rozhdestvensky is sharper and more
vivid than his painting, which may be
explained by its technique of execu-
tion as a sketch and its naturalistic
character.
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PosaHoBa Onbra BnaguMmuposHa
(1886-1918)
3eneHas nonoca. (PacnbisiIeHHbIN CBET)
1917-1918
XoncT, Mmacno. 71,5 x 49
XX-371

B kapTnHe Onbru Po3saHoBoun «3eneHas noso-
ca» HaxoAuT CBOE OTpaXKeHMe CoOBEPLUEHHO
opurnHasnbHas KoHuenuma 6ecnpegMeTHOro
TBOopuecTBa. PozaHOBOM, €QMHCTBEHHOM U3
uMcna nocneposaTtenen Manesuua, yganocb
OCYLLLeCTBUTb OCO6bIN BbIXOA U3 CynpeMaTu-
UECKOM CUCTEMbI U peasiu3oBaTb Ugeko Bonso-
LLLeHWUS YUCTOrro LBETa KaK TaKOBOro. 3eseHbin
TOH B KAPTUHE YXUBET CBOEN YXN3HbIO, CITIOBHO
pacnupas U3HyTpu NpuagaHHyto eMy ¢opMmy,

a 3aTeM CXXMMasICb B ee rpaHuuax, cosgaBasi TeM
caMbiM addeKT PnyopecumpyoLLen cnmpanmu.
3T0 0AUWH U3 caMbiX PaHHUX — U 6nUcTaTesIbHbIX
npMMepoB MMHMMaNM3aMa B xusonucu. KaptmHa
PoszaHoBOM ABNAETCA HECOMHEHHbIM U abConNIoT-
HbIM LLeAeBPOM KONNeKUUn Mysest «kPOCTOBCKUM
KpeMnb».

Olga Rozanova (1886-1918)
Green Stripe. (Sprayed Light)
1917-1918
Oil on canvas. 71.5 x 49
Zh-371

“Green Stripe” reflects an utterly
original and inventive understanding
of non-figurative art. Olga Rozanova
was the only one of Malevich’s follow-
ers who managed to find a distinctive
way out of the Suprematist system
and put into practice the pursuit of
pure color in and of itself. The green
tone seems to have its own existence
within the structure of the painting,
as if it was expanding out of the form
it was given, then contracting back,
creating the effect of a fluorescent
spiral. One of the earliest and most
brilliant examples of Minimalism, this
painting is without a doubt one of the
absolute masterpieces of the museum
collection.
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SO.

CrteH6epr Bnagummp ABryctoBuu
(1899-1982)
Pa6ouui y mawimHbi. KoHer, 1910-x
Xonct, macno. 107 x 107
K-149

«Pabouunit y MaLumHb» Bnagummpa CteHb6epra
SIBNAETCH BEJSIMKONENHbIM 06pasL,0M KOHCTPYK-
TMBM3Ma B XuBonucu. Komnosunumsa BoicTpoeHa
HaCTOJIbKO OTTOUYEHO U 6€3yNpeYHo, UTo U dun-
rypa, v CNoXXHble MeTansiMyeckmue KOHCTPYKLUHN
Ka)KyTcsl eAuHbIM LenbiM. A6puc ronosbl, nneva,
JIOKTS UesioBeKa crimBaeTcs ¢ GyHKLMOHab-
HbIMU JeTansMu MaLLMHbI, C/IOBHO BonJioLL,as
YXUBOMUCHbIMWU CpeAcTBaMU OHY U3 3agau
HauepTaTesibHOW reOMEeTPUU — COMPSXKEHUE
OKpy>XHocTen. NpobneMa cnmaHnsa BoeguHo
«OpPraHUYecKoro» u «TexHuueckoro» (Npobriema
He CTOJIbKO U306pa3mnTENbHOrO0, CKOJIbKO MUPO-
BO33pPEHUYECKOro XxapakTtepa) gocturna npepesib-
HOM N1aCTUUECKOM peanusauum, asnas npmMep
CBOE06Pa3HOro «KUBOMUCHOMO TEXHULU3Ma».

Vladimir Stenberg (1899-1982)
Machine-Man. Late 1910s
Oil on canvas. 107 x 107
Zh-149

This painting is a magnificent exam-
ple of Constructivism in painting. Its
composition is so precise and perfect
that the male figure and the complex
metal constructions seem to belong
to a single entity. The contours of the
man’s head, shoulder, and elbow coa-
lesce with the functional parts of the
machine, as if providing an illustration
for a problem of descriptive geome-
try, using painterly means to depict
interlocking circles. The question of
merging together the organic and

the technical — more a question of
ideology and philosophy than of visual
representation — found an ideal ex-
pression in this example of “painterly
technicalism”.
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CrenaHoBa BapBapa ®epoposHa (1894-1958)
ABoe 3a cronom. Okono 1919
bymara, ryawb, nak. 39,5 x 34
r-219

Bapeapa CtenaHoBa HaLusla CO6CTBEHHYIO
CTUSIUCTUKY BHYTPU NPEeOMETHOro MCKYCCTBa,
NepeHsIBLLEro 1 yCcreLlHO UCMosib30BaBLLEro
3aKOHbI 6ecnipegMeTHoro. NpepnaHHada cnoga-
BMWXHULa AnekcaHgpa PogueHko, cospaTte-

J19 COBEPLLEHHO OPUIrMHasIbHOM KOHLUEeNL UK
a6CTpaKTHOro UCKYCCTBa, OT/IMUHOM U OT CY-
npemMatunsmMa, 1 OT KOHCTPYKTUBU3MA, XOTA U
VIMeIOLIJ,eﬁ TOYKM CONPUKOCHOBEHUA U C TEM,

M C O4pYruM, OHa 6bina He CTosb paguKasibHa

M nocnegosartesibHa. B cBomMx koMnosuumax
CrenaHoBa 6pana 3a OCHOBY He3aMbICJIOBa-
Tble »XaHPOBble CLLIeHKU, KOTopble noasepra-
eT cBoeobpa3HOM reoMeTpm3aLlmu, Tak, UtTo
NpeaMETHDbIN KKOCTAK» 6bIBaeT Jake He cpasy
pasnuuum. MMeHHO 3To NpoucxoauT B ee rya-
wmn «[lBoe 3a CTONOMY®, I[Oe MY>XCKasi U XXeHCKas
dUrypKU, a TaKk)Ke OKpyXKaloLLme UX NpeaMeTbl
npeob6pasyloTca B pPUTMUUECKU GUHAMUUHYIO
KOMMNO3nuuiko, CTpodLLyroCcd Ha coveTaHnn Tpe-
YrOJSibHbIX, MPAMOYTOJIbHbIX U LLIAPO06pasHbIX
3/1EeMEHTOB.

Varvara Stepanova (1894-1958)
Couple at the Table. Ca. 1919
Gouache and varnish on paper
39.5x34
G-219

Varvara Stepanova was able to define
her own style within figurative art by
accepting and practicing the principles
of non-figurative art. Though she was
the devoted associate of Aleksandr
Rodchenko, who founded the original
concept of Abstract art (distinct from
both Suprematism and Constructiv-

ism while also overlapping with both)
Stepanova was not so radical or con-
sistent. In her compositions, she began
with simple genre scenes which were
then transformed by means of harsh ge-
ometrization until the primary figurative
framework can hardly be detected. That
is the case in her gouache “Couple at
the Table”, where the male and female
figures, as well as the surrounding
objects, are transformed into a dynam-
ic rhythmical composition combining
triangular, square and round elements.

«JleBbie» Xy[OXHUKMU
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YaanbuoBa Hagexxna AHgpeeBHa
(1886-1961)

KpacHas ¢urypa. 1915

Xonct, macno. 70 x 70

XK-136

OT0 NpounsBedeHUe MOXKET CUUTaTbCA Kraccu-
UYECKUM NPUMepPOM Kyb6odpyTypusmMa B pycCKom
»xmponucu. Kybmnsm, nsyuyatb KOTOPbIN XYQOXKHU-
e gosesiocb HenocpeacTBeHHO B Mapuxe,

B MacTepckux MeTtueHxke u Jle PokoHbe, He cTan
Onsa Hee abconoTHOM formon. B ero ynopsgo-
UEHHYIO CXeMY OHa BHOCUT U CBO€ MOHMMaHue
KOMMO3ULMOHHO-NPOCTPAHCTBEHHbIX COOT-
HOLLIEHWUI, N CBOIO KOSTOPUCTUUECKYIO FraMMY,

M cBOM TeMnepaMeHT. IMeHHO K aToMy cTpe-
MUnach XygoXKHuua, kotopas (npu BceM nueTe-
Te nepepn CBOMMMU GpaHLLY3CKUMU YUUTENAMM)
cuuTana, Yto «Haao 6biTb cMesiee U CaMOCTOS -
TenbHee <...> Haao 6bITb caMoW CO60M».

Nadezhda Udal’tsova (1886-1961)
Red Figure. 1915
Oil on canvas. 70 x 70
Zh-136

This painting is a typical example of
what is called Russian Cubo-Futur-
ism. Udal’tsova studied Cubism first
hand, in Paris, in the studios of Jean
Metzinger and Henri Le Fauconnier, but
it was not an absolute dogma for her.
To this orderly system, she added her
own understanding of compositional
and spatial relationships, her own color
scheme, and her own temperament.
With all due respect to her French
instructors, she privileged her artistic
freedom first of all, and wrote that

“it is necessary to be bolder and more
independent <...> to be my own self”.

«JleBbie» Xy[OXHUKMU
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dasopckuii Bhagumup AHapeeBuu
(1886-1964)
MopTtpet Bopuca Hukonaesuua dauHra
1915 wnn 1918
KapToH, macno. 98 x 70
»K-143

XynoxHuk-rpadpuk Bnagummup QaBopckuit He
npyvHagnexan K pagukasbHO HaCTPOEHHbIM
«J1EBbIM», U €ro paboTa CTOUT OCO6HAKOM B pagy
NnpeAcTaBfIeHHbIX Ha BbICTaBKe MPOU3BedeHUN.
OpHako U306paXKeHHbIN Ha NopTpeTe ero Apyr,
UCTOPUK UCKYCCTBa U CNeLUnasiucT no gpeBHepyc-
ckomy 3oauectBy bopuc Hukonaesuu ¢oH DanHr
(1889-1919) 661N yporxkeHueM PoctoBa Benukoro,

a TaKkke MyxkeM JTio6oBu CepreesHbl [Tonosowu,
KOTOpas, Kak MU3BECTHO, MPUHMMaJIa aKTUBHOE yua-
cTue B nepepave PoCTOBCKOMY My3€l0 KOJINTEKL MU
HoBeuLLen xusonucu. MopTpeT Mor 6biTb HanNUcaH
nuéo B nioHe 1915 roga, korga PaBopcKum BCTpe-
varnca ¢ 3AauHroM Bo BpeMsi He[OMro NO6bIBKU

B Mockse, Kyfa npu6bbin ¢ pyMbIHCKOro ¢poHTa,
nuéo B aHBape 1918 roga, korga Xy[OMHUK NOCTY-
MU aCCUCTEHTOM XXMBOMMUCU U PUCYHKA BO 2-e
locypnapcTtBeHHble CBO60gHbIE XYA0XKECTBEHHbIE
MacTepckue.

MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka

Vladimir Favorsky (1886-1964)
Portrait of Boris von Eding
1915 or 1918
Oil on cardboard. 98 x 70
Zh-143

Vladimir Favorsky, a famous graphic
artist, never belonged to a radical
“left” wing, and his work stands apart
from the paintings on view in the pres-
ent show. The sitter, a good friend of
the artist, an art historian and an ex-
pert on Old Russian architecture, Boris
von Eding (1889-1919) was a native of
Rostov and Lyubov Popova’s husband.
Lyubov Popova played an active role in
delivering the collection of avant-gar-
de art to the Rostov museum. The por-
trait may have been executed in June
1915, when Favorsky met with Eding
during his short visit to Moscow from
the Romanian front, or in January 1918,
when the artist worked as an assistant
in the State Free Art Studios.

Q90 91
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®anbk Po6ept Padannosuu
(1886-1958)
MopTpeT B po3oBoM. 1914
XoncT, macrnio. 108 x 83
K-141

Ha nopTtpeTte nsobparkeHa, cCKopee BCero, HUUEM
He npuMeuaTtesibHasa geBuua. OgHako Bosien

U TaslaHTOM XYOO>XHUKa ee o6pa3 OKasbiBaeTcs
HaCTOJIbKO OMO3TU3UPOBAHHbIM, UTO OaXKe B 30H-
TUKe, Ha PYUKY KOTOPOIro OHa onupaeTcs JIeBon
PYKOM, HEKOTOPbIM UCClieQoBaTeNIAM XOTENTOCh
BUOETb KUCTb U, CriegoBaTesibHO, yragaTb B HEU
HEeMU3BECTHYIO MoJioAyIo XygoxKHuuy. MopTtper
o61aropo)eH caMomn >KMBOMUCDbIO, KPaCcUBbIM

M 3BYUHbIM COUYETaHUEM MMyH6OKMX 6apXaTUCTbIX
U KaK 6yATO CBETALLMXCA USHYTPU, Nepenuea-
IOLLIMXCA LLIESTKOBbIM 6/1eCKOM Kpacok. [Nepepq
HaMU pesysibTaT O4yXOTBOPEHUA TBOPLLOM CBOEWN
Mogenu (6bITb MOXKET, TOFO He 3aC/y>KMBalo-
LLel), NpuMepoB ueMy — co BpeMeH lNurmanmo-
Ha — TaK MHOro B UICTOPMU MUPOBOIO UCKYCCTBA.

Robert Falk (1886-1958)
Portrait in Rose. 1914
Oil on canvas. 108 x 83
Zh-141

The portrait depicts a young woman,
most likely unremarkable. Due to the
painter’s will and talent, her image
was so poeticized that some art histo-
rians have been inclined to see a brush
in her left hand instead of an umbrella,
and to consider her an unknown artist.
The portrait has become more noble
and refined by the way it is painted,
with a beautiful and resonant combi-
nation of deep velvet and seemingly
radiant, iridescent, and silk-like colors.
The result is a transformation by the
artist, infusing the model (perhaps
undeservedly) with spirit — just one
example of many such cases since
Pygmalion in the history of art.

«JleBble» Xy[OXXHUKMK
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®anbk Po6ept Padannosuu
(1886-1958)
MopTpeT aambl B KpacHoMm. 1915
XonceT, Macrno. 139 x Q6
XK-152

B «lMopTpeTe gaMbl B KpacHOM» PanbK Takxe
npeo6pa)kaeT HAPY>XHOCTb MO3UPYIOLLLEN eMY
»XeHbl, EnnsaBeTbl [loTexMHON, ogHaKo yke B
MHOM KJlloue. Becb ee 06/1MK MakcMMasibHO gpa-
MaTtusupyeTcs. Pe3kaa ouepueHHOCTb cunyaTa,
BblOeNeHHOro SPKUM TEMHO-KPACHbIM TOHOM,

C UepHbIMUK 60pO34aMn CKNa4OK, MAaCCUBHOCTb
Kak caMoM ¢Urypbl, TaK U MOMELLLEHHbIX BOKPYT
Hee NpegMeToB, NogYEPKUBAIOT €€ MOHYMEH-
TaJIbHOCTb U CKY/bNTYPHOCTb, TAXKEYIO ee
HeABWXXHOCTb, NOrPY>XeHHOCTb B CBOWN BHYTPEH-
HUIA MUP, 3aKPbITbIN N OT 3pUTESIA, U OT CaMOro
XYOOXXHUKaA.

Robert Falk (1886-1958)
Portrait of a Lady in Red. 1915
Oil on canvas. 139 x 96
Zh-152

In this portrait, Falk again transformed
the appearance of the sitter, his wife
Elisaveta Potekhina, but to a differ-
ent effect. Her entire appearance is
dramatized as much as possible. The
sharp contours of her silhouette are
accentuated with a bright, deep-red
color. Black pleated lines accentuate
the monumentality and sculptural
quality of the figure and her surround-
ings, and highlight her immobility and
absorption in her inner world, which
remains inaccessible to the viewer and
to the artist himself.

«JleBbie» Xy[OXHUKMU
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LLleBueHko AnekcaHgp BacunbeBsuu
(1883-1948)
MopTtpeTt Hiopouku ApxusoBom
Okono 1913
XoncT, macno. 101 x 1
K-144

KapTtuHa AnekcaHppa LLleBueHko npuHaane-
YXUT K Hanboriee 3HauMTebHbIM U UHTEPECHDBIM
NMosioTHaM B KOJI/1IEKU MK aBaHrapga. «[lopTpet
Hiopouku Apx1M3oBOMN» MOXKHO cCUUTaTb OGHUM
M3 NporpaMMHbIX NPOU3BEAEHMN HaNpPaBeHUs,
NpuUHUMMbI KoToporo LLleBueHko coopmynm-
poBan B cBoen 6poLutope 1913 rona «Heo-npwu-
MuTuBuaM: Ero Teopusa. Ero BosamorxHocTu.

Ero poctu)xkeHus». B nonoTHe aBHO owyLaeTcsa
BnvsHue Muxauna JlapnoHoBa, NpyM3HaHHOIo
nupepa HeonpuMntusmama. OHo ckasbiBaeTcs
He TOJIbKO B YXMBOMUCHbIX NpUemMax, HoO U B rpy-
60BaTOM, a BMECTE C TEM U OUEHb TporaTeslbHOM
OTHOLLIEHMU K CaMOMY CIOXKETY, K 3TOWN CBeTS-
Lencsa 6e33aLLMTHON HAaroToM HaTypLumLe, Ube
nackoBoe nMa — Hiopouka Apxmnsosa — XyOox-
HMK BbINUCbIBAET 3[€ECb XKe, Ha NpucobpaHHOM

B CKJ1aQKYy U YKpaLLeHHOM 6aHTOM NnopTbepe, Kak
6bl foBEpPUTENbHO coobLLLasa ero sapuTenio.

Aleksandr Shevchenko
(1883-1948)
Portrait of Nyurochka Arkhizova
Ca1913
Oil on canvas. 101 x 111
Zh-144

Shevchenko’s “Portrait of Nyurochka
Arkhizova” is among the most inter-
esting and important canvases in the
collection of Russian avant-garde. The
painting can be regarded as a man-
ifesto of the Neo-Primitivist move-
ment, outlined by Shevchenko in his
brochure “Neo-Primitivism: Its Theory.
Its Perspectives. Its Achievements”
(1913). The influence of Mikhail Lari-
onov, a recognized leader of Russian
Neo-Primitivism, is quite apparent
here, revealed not only in the han-
dling of the paint but in the coarse yet
tender attitude towards the model, a
defenseless naked girl whose tender
nickname Shevchenko inscribes on
the decorative curtain, as if telling it
intimately to a viewer.

«JleBble» Xy[OXXHUKMK
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LLUtepeH6epr laBug MeTpoBuu
(1881-1948)
Konocbs (flekopaTuBHO€E NaHHO)
Konew, 1910-x
XoncT, Mmacno. 81 x 65
X-374

MNsniobneHHbIM »XaHPOM Xygo>kKHUKa JaBuaa
LLITepeH6epra 6bin HaTiopMOpT. Ero nsbickaHus
B APYrvx o651acTax, 3a UCK/IIOUEHNEM, MOXKaNyK,
nopTpeTa, MeHee u3BecTHbl. BoT nouemMy Tak
MHTepecHa kapTuHa LLITepeH6epra, npeacras-
NeHHas Ha BbicTaBke. Ee »xaHp ¢ Tpygom nogaa-
eTca onpepgenenuio. HassaHue «JekopaTtuBHoe
naHHo», faHHOE NMpu NOCTYNSIEHUN B My3€el, BpaL
JIN MOXXHO cuMTaTb yaauHbiM. C 60/1bLLION HaTS)K-
KOM ee MOXXHO 6b1510 6bl OTHECTU K NMEN3aXKy, eC/in
6bl B HEM He Npeobnagan anneropuyecknn 3a-
MbICES, UUTAIOLLIUIACH B U306 parKEHUU XPYNKUX,
JIOMKMX KOJIOCKOB, C KAaKOW-TO NPOH3UTESNTIBHOM
06peuUeHHOCTbIO TAHYLLIMXCH K rofly6oMy npocse-
Ty B TSXKEJIOU, HEMPOHMLLAEMOMN TbMe, NOKpPbIBa-
lowen u Hebo, u 3emnio. NMoaNuHHBIN gpaMaTn3M
JocTturaeTcs 3gecb abconoTHbIM MUHUMYMOM
cpeacTB — LBETOM, CBETOM U paKTypoMu.

David Shterenberg (1881-1948)
Spikes (Decorative Panel)
Late 1910s
Oil on canvas. 81 x 65
Zh-374

Still life was David Shterenberg’s
favorite genre. His efforts in other
spheres are lesser known, with the
exception of portrait painting, making
this painting of particular interest. It
is difficult to determine its genre. The
title “Decorative Panel”, assigned to it
when it entered the museum collec-
tion, cannot be considered a good
one. With some lenience, it could be
defined as a landscape painting, if not
for the predominance of an allegori-
cal dimension, which manifests itself
quite clearly. One can perceive a
genuinely tragic feeling in the brittle
delicate spikes that stretch up with

a piercing fatality toward the blue
clearing in the impenetrable darkness.
The artist obtains this tension with a
minimum of expressive means, using
color, light and facture.

«JleBble» XyQOXHUKMU
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LLUtepeH6epr laBug MeTpoBuu
(1881-1948)
Blanc et noir. 1920
bymara, Tywb. 33,8 x 23,7
M-957

CospgaHHbIM B Tparmueckue rogpl Npa>kgaHCKon
BOMHbI rpadUUecKum JIUCT, cofeprKaHne KoTopo-
ro CKpbITO 3a HEUTPasibHbIM U He OTHOCALLMMCS
K CIOXKETY Ha3BaHMEM, OTpa)KaeT CMATEHHOE COo-
CTOSIHME XYOOXXHUKa, NpeaoLLyLleHue rnobanb-
HOM KaTacTpodbl M BMeCcTe C TeM HafdeXxay Ha
BO3POXOEeHUEe U BOCCUSHUE HOBOIoO MUpa, HOBO-
ro cosiHua. 9710, cKopee, ¢paHTa3UsA XyLOXKHUKA,
roe cMeLumBaloTca 6ubnierckme, anokanmnTm-
ueckue BuaeHusa (yxogsLLas BBbICb JIECTHULA,

C KOTOPOM HM3BEpralTcs Ngu) — u o6pasbl
MUPHOM YXU3HU (FOPLLIOK C LLBETKOM U KPYXKEB-
HOM 3aHaBECKOM Ha OKHe).

David Shterenberg (1881-1948)
Blanc et noir. 1920
India ink on paper. 33.8 x 23.7
G-957

This black-and-white drawing, whose
content is hidden behind the neutral
title, reveals the distraught mood

of the artist during the tragic times

of the Civil War. One can feel the
premonition of an imminent global
cataclysm, and at the same time, the
hope for revival, for the new birth of
the new Sun. This is a kind of phan-
tasmagoria combining biblical and
apocalyptic visions, including the
“Ladder of Ascent” from which people
swoop down, along with the images of
a quiet peaceful life, represented by
the window with a flowerpot and lacy

curtains.

«JleBble» XyQOXHUKMU
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AKcTtep AnekcaHapa AsnleKcaHgpoBHa
(1882-1949)
HatiopMopT. Basa u 6ytbinku. 1914
Xonct, macno. 89 x 72
K-142

Ona AnekcaHpgpbl DKcTep, Kak 1 ana YganbLo-
BOM, Ky6u3sM cTasn, npex<ge BCero, CpeacTBOM
O6HOBJIEHUS YXMBOMUCHO-MN/1aCTUUECKOIO A3blKa,
HO OTHIOOb HEe HEMPESIOXXHbIM MUPOBO33PEH-
YeCKNM KaHOHOM. B HaTiopmopTe «Basa u 6y-
TbISIKU», XapaKTEPHOM MPUMepe ee XXUBOMUCH
cepeauHbl 1910-x rogos., eLle oTUeTSInBEn Npo-
CNeXXuBaeTcsa OTXO[ OT CTPOro MOHOXPOMHOIO
aHaSIMTUYECKOro KybusMa B CTOPOHY 60sibLLeN
OUHAMUUYHOCTU, UMMNPOBM3aLMOHHOCTHU, Kpacou-
HOCTMW.

Aleksandra Exter (1882-1949)
Still life. Vase and bottles. 1914
Oil on canvas. 89 x 72
Zh-142

Alexandra Exter, like Nadezhda
Udal’tsova, accepted Cubism as a
means of renewing the painterly
lexicon rather than as an ideological
conceptual paradigm. Her still life
“Vase and Bottles” can be considered
a typical example of her painting from
the mid-1910s. It reflects the artist’s
departure from a strictly monochro-
matic mode of analytical Cubism, in
favor of increased dynamism, improvi-
sation, colorfulness and brilliance.

«JleBbie» Xy[OXHUKMU
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AKcTtep AnekcaHapa AsnleKcaHgpoBHa Aleksandra Exter (1882-1949)
(1882-1949) Ballet-Dancer (Sketch for
BbanepuHa (9ckus3 KocTioMa U3 cepum a Costume from the “Dances
«TaHubl Dnb3bl Kplorep»). 1920 by Elsa Krueger” series). 1920
KapToH, ryawub, 6enunna, 6poHsa. 49 x 34 Gouache, whites, bronze on
r-m37 cardboard. 49 x 34
G-137

OyTypunsmM B 60nbLLEN Mepe, UEM Ky6U3M, OTBE-
yas aMOLMOHAaSIbHOM U aPTUCTUUECKOM HaType Futurism was better suited to the

AnekcaHgpbl DKcTep, TeM 60siee UTo ero oHa emotional nature and artistic temper-
BOCMPUHANA «13 NEPBbIX PyK», obLiasach B UTa-  ament of Alexandra Exter than Cub-
ninu ¢ YM6epTo bouuonu, c ApgeHro Codpoduum. ism, especially as she had learned it
OKoHuaTesnibHO $yTYPUCTUUECKUMMU, — U MO straight from the source in exchanges
AyXy, U Mo XapaKTepy NCNOJIHEHUSA, — K TOMY XXe, with Umberto Boccioni and Ardengo
C APKO BbipaXXeHHbIM KOHCTPYKTUBUCTCKNM Ha- Soffici during her stay in Italy. These
yasioM, MOXXHO cunTaTb 3CKU3bl KOCTIOMOB, Bbl- sketches of costumes for the bal-
nosiHeHHble AnekcaHgpon BkcTep B 1920 rogy let-dancer Elsa Krueger, completed by

Ona TaHuoBLMUbl Dnb3bl Kptorep. CtpeMutenb-  Exter in 1920, are resolutely Futuristic
HOCTb U 3KCLLEHTPUUYHOCTb OBMXXEHUI NOAUYEPKMU- in spirit and execution, while also root-
BaeTCs B HUX OUHAMUUYHbIMU «cABUraMu» $opM,  ed in clearly Constructivist origins.
B3pbIiBHbIMU LLBETOBbIMU KOHTpPacTtaMu, — U 31O The impetuous and eccentric charac-

co3pgaeT BblpasuTesibHbIN 06pas «rocTbU U3 6y- ter of the movement is emphasized by
AyLero», cBoero poga «pochopuuecKom KeH- dynamic shifts of forms and bursts of
LLLUHDbI». contrasting colors, contributing to an

impressive image of a “guest from the
Future”, a new kind of “phosphores-

cent woman”.
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AKcTtep AnekcaHapa AsnleKcaHgpoBHa
(1882-1949)
BbanepuHa (9ckus3 KocTioMa U3 cepum
«TaHubl Dnb3bl Kplorep»). 1920
KapToH, ryawb, 6enunna, 6poHsa. 49,5 x 35,3
M-138

Aleksandra Exter (1882-1949)

Ballet-Dancer (Sketch for

a Costume from the “Dances by
Elsa Krueger” series). 1920
Gouache, whites, bronze on
cardboard. 49.5 x 35.3

G-138
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XBOCT KOMETbI I'Ipowaae,qumq «eBbIX» XyOQOXXHUKOB Havana XX Beka 1 O 8 1 09

B cob6paHnm My3esi <POCTOBCKUI KpeMb»

42,

OauH JleB AnekcaHgposuu (1903-1941)
Ckpunka. Okosno 1920
XoncT, macno. 105 x 70,5
XX-146

B npegenax «nabopaTtopHoro» kyéusma, nosy-
uUMBLLIErO pacnpocTpaHeHue B KoHue 1910-x — Ha-
vane 1920-x rogos, oco60e MecTo 3aHUMaeT ae-
ATeNbHOCTb yYyeHUKoB ManeBuua, B YaCTHOCTH,
JlbBa FOguHa. ManeBuu cepbesHo noaxonus K
U3yuyeHUlo Kybuama B CBoeM negarormyeckomn ge-
AITeNbHOCTU, CTaBU/ Nepen yYeHMKaMU NpaKTm-
UecKue 3a[aum rno BbiABSIEHUIO 3aKOHOB NocTpoe-
HUS KY6UCTUUECKOM KOMMO3ULLUM U UCMOb30Basl
09 3TUX LeNnen Tak HasbiBaeMble «peLenTyp-
Hble» HaTiopMopTbl. KapTuHa «Ckpunka» oTHoO-
CUTCH K HanboJsiee paHHEMY U3 goLueqnLInX 4O
Hac nepuopos TBopyecTBa KOguHa, cBAzaHHOMY
c o6byueHuneM B Buteb6ckoM YHOBUCe (xymorke-
CTBEHHOE 06beauHeHUe «YTBEPAUTENN HOBOIO
MUCKYCCTBa»), U, Cyad No BCceMy, ABNIAeTCA KaK pas
TaKUM «peLenTypHbIM» HaTiopMopToM. Mokasa-
TesIbHO U TO, UTO B AasibHENLLIEM, COTPYAHUYad

¢ ManesuuemMm B TMHXYKe (FTocygapcTBeHHbIN
MHCTUTYT XyOOXXeCTBEeHHOM KynbTypbl), KOguH
paspabaTbiBasl TEOpUIO NPUHGABOYHOrO a1eMeHTa
MMEHHO Mo pasgeny Kyébusma.

Lev Yudin (1903-1941)
Violin. Ca 1920
Oil on canvas. 105 x 70.5
Zh-146

The most interesting experiments and
achievements of “laboratory” Cub-
ism in the late 1910s and early 1920s
were associated with the activity of
Malevich’s students, and most of all,
with Lev Yudin. Malevich took these
pedagogical studies quite seriously:
he set practical exercises to determine
the main laws of Cubist construction
and used so-called “prescribed” still
lifes to bring the principles to light.
“Violin” belongs to the earliest period
of Yudin’s artistic career, and ap-
pears to be such a “prescription” still
life. It is important to note that later,
collaborating with Malevich at the In-
stitute of Artistic Culture (GINKhUK),
Yudin worked on the theory of the
additional element, particularly for the
section concerning Cubism.

«JleBble» XyQOXHUKMU
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XBOCT KOMeTbI MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka

B cob6paHum My3es «PocToBCKuiM Kpemnb» 112 11 3

BoeHHbI ny60kK. 1914

I.

«B cnaBHOM nece ABrycCTOBOM...»
ABTOP TeKCTa U OpUrnHasibHoro
pucyHka B.B. MaskoBcKui
Bymara, xpomonutorpadusa “In the pleasant woods of August...”
38 x 55,7
M-1230

Text and original drawing
by Vladimir Mayakovsky
Chromolithograph on paper
38x55.7

G-1230
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XBOCT KOMeTbI MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka 11 1 11 5

B cob6paHum My3es «PocToBCKuiM Kpemnb» BoeHHbIN ny60|(. 1914

2. S.

«3dX U rpo3Ho, 3X U cunbHO / XKUpHbIA HemeL,

«Cpan aBcTpuey, pycckum JIbBoB, /
wen Ha BunbHo...»

Fae M 3auaM NpoTuB NbBOB!..» “The Austrians delivered up L’vov

ABTOp TEeKcTa U OPUrMHasIbHOro “Oh how wildly, oh how mightily / ABTOp TeKcTa U OpUruHasibHoOro to Russians, / Have rabbits ever
pucyHka B.B. MaskoBckum A fat German attacked Vilno...” pucyHka B.B. MagkoBckum hit the lions?..”
bymara, xpoMonutorpadus Text and original drawing bymara, xpomonutorpadus Text and original drawing
37,6 x55,8 by Vladimir Mayakovsky 37,7 x55,8 by Vladimir Mayakovsky
[-1486 Chromolithograph on paper M-1489 Chromolithograph on paper

37.6x55.8 37.7x55.8

G-1486 G-1489
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XBOCT KOMeTbI MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka 1 1 6 11 7

B cob6paHum My3es «PocToBCKuiM Kpemnb» BoeHHbIN ny60|(. 1914

4. S.

«AHrnuuaH y lenbronanpa / «Bblea)xan kasak 3a MpyrT...»
Cropo)kuna HeMueB 6aHga...» ABTOp TEeKCTa U OpUrMHasibHOro
ABTOp TEeKcTa U OPUrMHasIbHOro pucyHka B.B. MaskoBckuit
pucyHka B.B. MaskoBckum Bymara, xpomonutorpadusa
bymara, xpoMonutorpadus 59,5x40,5
58 x 40,5 r-1519
M-1491

“British troops near Helgoland / “A Cossack rode across the Prut...”

Were driven by a German band...” Text and original drawing

Text and original drawing by Vladimir Mayakovsky

by Vladimir Mayakovsky Chromolithograph on paper

Chromolithograph on paper 59.5x40.5

58 x 40.5 G-1519

G-1491
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XBOCT KOMeTbI MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka 11 8 11 q

B cob6paHum My3es «PocToBCKuiM Kpemnb» BoeHHbIN ny60|(. 1914

6. /.

«Y COIO3HMKOB ¢paHLLy30B / «Hy n Tpeck Xe, HY U TPOM Xe...»

BUTbIX HEMLLEB NOJIHDbIN KY30B...» “The French Allies had enough / ABTOpP OPUIrMHAIbHOIrO PUCYHKA
ABTOpP OPUrMHasIbHOro pPUCYHKa Beaten Germans — all-up staff...” K.C. ManeBuu “What a crackle, what a thunder...”
K.C. ManeBuu Original drawing by Kazimir ABTOp TekcTta B.B. MasgkoBcKum Original drawing by Kazimir
ABTop TekcTta B.B. MasikoBckum Malevich bymara, xpomonutorpadus Malevich
bymara, xpomMonutorpadus Text by Vladimir Mayakovsky 38,5 x 57 Text by Vladimir Mayakovsky
40,5 x 57 Chromolithograph on paper M-1523 Chromolithograph on paper
M-1521 40.5x57 38.5x57

G-1521 G-1523

Hy m TOBOHmE, W I [ 3 8 B
¥ COKIHANOAS TDAHUYIOBETS Ay Spatuess AHFAH4YAHD B:n:. ::‘ :h-“;-: :a,u_:-: ﬂ-:u:d
BrTeizs WEMULEDE NOAHDA HYZO0R. Opanwxs rEmuess uBIA 9845



XBOCT KOMeTbI MpousseneHUs «nNeBbix» XyOOXXHUKOB Havana XX Beka 12 O 121

B cob6paHum My3es «PocToBCKuiM Kpemnb» BoeHHbIN ny60|(. 1914

3. 9.

«ABcTpusiku y Kapnar...» «Macca HeMLeB neLumnX, KOHHbIX /
ABTOP OPUrMHaJsZibHOro puMcyHkKa EAYT C NyulKaMM1 B BaroHax...» “Mass of Germans hiking, riding with
K.C. ManeBuu (?) “The Austrians near Carpathians...” ABTOpP OPUrMHaJsIbHOro pPUCYHKa cannons in their cars...”
ABTOop TeKkcTa B.B. MasgkoBckumn Original drawing by Kazimir A.B. JlenTynos Original drawing by Aristarkh
bymara, nutorpadus upeTHas Malevich (?) ABTop Tekcta B.B. MasgkoBckum Lentulov
37 x55,3 Text by Vladimir Mayakovsky bymara, xpomonutorpadms Text by Vladimir Mayakovsky
-3068 Color lithograph on paper 37,7 x 55,6 Chromolithograph on paper
37x55.3 M-1458 37.7x55.6
G-3068 G-1458
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XBOCT KOMeTbI MpownsBeneHMs «neBbix» XyOOXHUKOB Hayana XX Beka 12 1 12 5
B cob6paHum My3es «PocToBCKuIM Kpemnb»

I.

HeunsBecTHbIN Xy[A0XHUK
HaTiopMopT ¢ rutapou
Monnpenka nop XK. Bpaka (1882-1963)
2-ga non. XX B. (He paHee 1960-x rr.)
®aHepa, Macno, necok. 45 x 65
MHuB. NO HBD-6861

Unknown Artist
Still-life with guitar. Forgery
of George Braque (1882-1963)
Second half of the 20t century
(not earlier than 1960°)
Oil and sand on plywood. 45 x 65
NVF-6861




XBOCT KOMeTbI MpounsBeaeHUs «1eBbix» XyAOXKHUKOB Hauana XX Beka 126 127
B cob6paHum My3es «PocToBCKuiM Kpemnb»

2.

HeunsBecTHbIN Xy[A0XHUK
Ackus aekopauum «EguHas yctaHoBKa».
Mopnpenka nog o4gHOUMMEHHDIA 3CKU3
A. M. NaBuHckoro (1893-1968) k nbece
«Muctepusn-6yédé» B.B. MasikoBckoro

XX B. (He paHee 1939r.)

Bymara, akBapenb, 6enuna, KapaHgaLl, nepo

49,5 x b5 Unknown Artist

MHB. N@ -3210 Forgery of a theatre sketch

“The Universal Set” by Anton
Lavinsky (1893-1968) for
“Mystery Bouffe” by Vladimir
Mayakovsky

20* century (not earlier

than 1939)

Watercolor, whites, pencil,
pen on paper. 49.5 x 65
G-3210




XBOCT KOMeTbI MpownsBeneHMs «neBbix» XyOOXHUKOB Hayana XX Beka -I 2 8 129
B cob6paHum My3es «PocToBCKuIM Kpemnb»

S.

Heun3BecTHbIN XY4OXHUK
CawmoBap. Nognenka nog K.C. Manesuua
(1878-1935)
2-ga non. XX B. (He paHee 1960-x rr.)
XoncT, macno. 89 x 61
M. NQ XK-131

Unknown Artist
Samovar. Forgery of Kazimir
Malevich (1879-1935)
Second half of the 20t century
(not earlier than 1960°)
Oil on canvas. 89 x 61
Zh-131




XBOCT KOMeTbI MpounsBeaeHUs «1eBbix» XyAOXKHUKOB Hauana XX Beka 1 3 O 131
B cob6paHum My3es «PocToBCKuiM Kpemnb»

4.

Heun3BecTHbIN XY4OXHUK
HaTiopMopT ¢ KamenuamMm, ppyKTamm
u BuHoM. NMogpenka nog U.U. MawLuxkoBa
(1881-1944)
2-a non. XX B. (He paHee 1960-x rr.)
XoncT, macno. 121 x 101
Nue. NC HB®D-6862

Unknown Artist
Still-life with camellias, fruit and
wine. Forgery of llya Mashkov
(1881-1944)
Second half of the 20* century
(not earlier than 1960%)
Qil on canvas. 121 x 101
NVF-6862




XBOCT KOMeTbI MpounsBeaeHUs «1eBbix» XyAOXKHUKOB Hauana XX Beka
B cob6paHum My3es «PocToBCKuiM Kpemnb»

S.

HeunsBecTHbIN Xy[A0XHUK
BecnpenmMeTHas KoMno3uuus
Mongenka nopg J1.C. MNonoey (1889-1924)
2-ga non. XX B. (He paHee 1960-x rr.)
XoncT, macno. 71,5 x 49
MuBe. N2 >K-135

132

Unknown Artist

Non-figurative composition
Forgery of Lyubov Popova
(1889-1924)

Second half of the 20 century
(not earlier than 1960%)

Qil on canvas. 71.5 x 49

Zh-135

133




XBOCT KOMeTbI MpounsBeaeHUs «1eBbix» XyAOXKHUKOB Hauana XX Beka
B cob6paHum My3es «PocToBCKuiM Kpemnb»

6.

Heun3BecTHbIN XY4OXHUK
A6cTpaKTHasi KOMMO3ULMUA C KPACHbIMM,
rosiy6biMM M XKENTbIMU NONYLLAPUSMMU
NMognenka nog A.A. DkcTtep (1882-1949)
2-a non. XX B. (He paHee Hauana 1960-x rr.)
XoncTt, macno. 90,5 x 70
Nue. N@ HB®D-6860

134

Unknown Artist

Abstract composition with red,
blue and yellow semiballs. Forgery
of Aleksandra Exter (1882-1949)
Second half of the 20 century
(not earlier than 1960°)

Qil on canvas. 90.5 x 70

NVF-6860

135




XBOCT KOMeTbI MpounsBeaeHUs «1eBbix» XyAOXKHUKOB Hauana XX Beka
B cob6paHum My3es «PocToBCKuiM Kpemnb»

/.

Heun3BecTHbIN XY4OXHUK
SCcKU3 KOCTIOMOB K CMEKTaKJ1Io
«Pamupa-kudpapen» U. AHHeHcKoro
Mognenka nog A.A. DkcTtep (1882-1949)
2-a non. XX B. (He paHee 1960-x rr.)
bymara, ryaws. 51,7 x 45,7
Nue. N@ HBD-5998

136

Unknown Artist

Forgery of a costume

sketch for “Famira Kifared”

by Aleksandra Exter (1882-1949)
Second half of the 20 century
(not earlier than 1960°)

Gouache on paper. 51.7 x 45.7
NVF-5998
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XBOCT KOMeTbI MpounsBeaeHUs «1eBbix» XyAOXKHUKOB Hauana XX Beka
B cob6paHum My3es «PocToBCKuiM Kpemnb»

3.

Heun3BecTHbIN XY4OXHUK
DCKMU3 KOCTIOMa TaHLIOBLLIMLLbI B TYHUKE
K cnektakmo «®amMupa-kudbapen»
WU. AHHeHcKoro
Monpenka nop A.A. dkctep (1882-1949)
2-a non. XX B. (He paHee 1960-x rr.)
bymara, ryaws. 46,5 x 39,5
MuB. N HBD-5999

138

Unknown Artist

Forgery of a costume sketch for
“Famira Kifared” by Aleksandra
Exter (1882-1949)

Second half of the 20 century
(not earlier than 1960°)

Gouache on paper. 46.5 x 39.5
NVF-5999
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