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Hatanna BoickyHckas

«OKYHanum KucTu

B KaXKayl0 OaHKy

KPacKu...»

B aKktMBHO pabotaioliem B Hbio-Mlopke YKpanHckom my3see
cocroanacb BbictTaBKa «llepekpectkn. MogepHusm B Ykpau-
He. 1910—1930». OHa nepeexana Tyaa 13 YMKarcKoro Kynbtyp-
HOrO LeHTpa. JKCNo3uumMa BKIYana 6onee 70 pabot 21 xy-
AOXHUMKa. Cyaa no KonmyecTsy nocetutenen 1 0T3biBam npec-
Cbl, BbICTaBKa YKPaMHCKOro MoAepHM3Ma Bbi3Bana Hemasblu
MHTEpPeC y amepuKaHCKom nybavKku, a peakuuei cneymanmc-
TOB ABUJICA «HACTOALLMA NUBEHDB» BOCTOPXKEHHbIX PeLeH3NN.
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CMenioch MpeanosioXuTb, YTo No-
O AobHaA 3Kcno3numA AnA poccu-

AH He MeHee 3Ha4YMMa, YyeM AnA
yKpavHueB. Kak-HWKak M 3amMaHuuBan
npenectb yBNeYEHUS MOAEPHU3MOM, U
3a4acTylo neyvasbHble, Aaxe Tparmyec-
Kue nocneAcTBUA TaKOro yBeyeHns ann
ero TBOPLOB Ka3ajiucb W OKasanucb
0AMHaKOBbIMUY, 0OWMMUN — He3aBMCKMMO
OT BEeJMKOPOCCUICKOro WMAN Manopoc-
cunckoro npoucxoxaeHua. pu atom
TaK No/y4ymoch, 4YT0 BO BCEM MUpe 3Ha-
10T M NPU3HAIOT MMEHHO PYCCKUI Moaep-
HWU3M: B MeHbLUen CTeMNeHn PyCCKU Mo-
JepH, B Gonbluien - pyccKuii aBaHrapg.
YKpauHcKuii MoaepHUsM Boneto cyneb
nepeceKaeTcs C pyCCKUM (MOXeT, u npa-
BuibHee Obl10 Obl FOBOPUTb «pOCCUIA-
CKMUM», HO Befb Y4eBHWKM Mo ncTopuu
WCKYCCTB eABa /N Mepejenaellb, Aa U
ANA BCEro Mmpa «pycCcKum» n «poccui-
CKWIA» = OZLHO C/I0BO).

A BOT MOXHO N1 roBopuTb 06 yKpa-
WHCKOM MOJepHU3Me, OTAE/IbHOM U OoTAe-
JIEHHOM OT MoaepHuU3Ma pycckoro? Otge-
NIEHHOM He KOPHAMY CBOUMM, YXOAALLMMU
B WCKYCCTBO HapoaHoe (poccuiickue
XYLOXKHUKWN Befb TOXe Yepnanu BAOXHO-
BEHMEe B [OCTAaTOYHO pa3fiMyaloLmxca
Mexay co6oit GonbKIOPHBIX TPAAULIMAX U
HapoAHbIX MpoMbIciax), a no cytn?
HaBepHoe, faHHasA BbiCTaBKa C ee XyAo-
)KECTBEHHbIMU OTKPbITUAMMK, BMecTe C
npegluecTsylW MMM (Hanpumep, npose-
neHHol B 3arpe6e B 1990-1991 rogax
BbICTaBKOM  «YKpPauvHCKWA  aBaHraps
1910-1930-x rofoB», MIOHXEHCKOW BbIC-
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TaBko 1993 ropga «ABaHrapa u Ykpau-
Ha», coctoaBuweiica B KaHage B 2002 ro-
Zy BbicTaBKoN «DeHOMeH yKpanHCKoro
aBaHrapga» wau npowegwenn B Pamar-
laHe (M3pawnb) B 2006 roay BbiCTaBKOM
«OpeccKre napwkaHe») U nocneaylowm-
MM BbICTaBKaMu cnocoOCTBYHOT onpeje-
JIeHUI0 no3uuuin B 3TOM Bonpoce. Beap
€aMo HavMeHOBaHVe «YKpanHCKUI aBaH-
rapa» 6bino BBeAEHO, COMNacHO MHEHUID
[Omutpus lopbayesa - opraHv3aTopa npak-
TUYECKN BCEX 3KCMO3ULMIA aBaHrapAHO-
ro UCKyccTBa YKpauvHbl, UICKYCCTBOBEOM
A.HaKoBbIM B peLeH3Un Ha BbICTaBKY
«Meuta TatnvHa» (JloHgoH, 1973). 3Tum
TEPMUHOM MONb3YIOTCA U Apyrve aBTopu-
TeTHble CreuuanucTbl, Takue, Hanpumep,
Kak BanentnH n Xan-Knog Mapkage
(PpaHuma), OxoH boynt n Mwupocnas
Myapak (CLUA), Wumon Boiiko (MonbLua),
OmuTpuin Topbaues (YkpauHa). Bot u
peueH3MpyeMaa BbICTaBKa M03BoNAeT
[laTb BMOJHE YTBEPAWTENbHbIA OTBET Ha
BOMPOC O CaMOM CyLLeCTBOBaHNMN YKpauH-
CKOro aBaHrapza.

Ecnn ocHoBHas 3ajja4a BbICTaBKU —
npeAcTaBUTb MepBOKIAcCHble Mpou3Be-
LleHVs, To onpejeneHve mMecta cobCcTBeH-
HO YKpPavHCKOro MOAEpPHU3Ma B KOHTEK-
cTe Gonee n3BecTHOro 1 bonee pecnekra-
6efbHOro, BCEMUPHO MNPOCIaBIEHHOIo
MoJziepHM3Ma pOCCUIACKOrO — 3aAaya Toxe
JlOCTaToyHO BaxkHas. Ha BbicTaBKe oHa
cneuunanbHO He aKLeHTUpoBanacbh, 4TO
Jlenaet 4yecTb opraHu3aTtopaMm: Befb HeT
HWUYero npoLue, YeM 3aHATb OZHY M3 Kpail-
HUX MO3MUMIA MO 3TOMY BOMpoOCy, a BOT

Bcesonoa »
MAKCMMOBWM
Asmonopmpem. 1913
Xoncr, Macno. 142x105
HauuoHanbHbin
XYAOXEeCTBeHHbI My3ei
YKpauHbl

Vsevolod »
MAKSYMOVYCH
Self-portrait. 1913
Oil on canvas

142 by 105 cm

National Art Museum of
Ukraine

ocTaTbcA nocepeaviHe — Hernpocto. B aan-
HOM c/lyqae NponTK nocepesnHe 03Hava-
N0 MpeAcTaBUTb Ha BbICTaBKe 3HaMeHU-
TbIX MacTepoB, Ybs Kapbepa CloXunach B
Poccuun unn 3a pybexxom (npu 3ToM OHM
nmbo poanaMcb U yumnucb B YKpauHe,
160 KaKoe-To BpeMs TaM Xunm u pabota-
nn), ¥ OAHOBPEMEHHO MOKasaTb Manous-
BeCTHble, Aake COBCeM Hen3BeCTHble
ny6ivKe 1 cneumanucTaM NponsBefeHns
XYLOXHUKOB, He MOKMHYBLWMX YKpauHy.
OKCMNOHUpPOBaNUCh TakXKe HeJaBHO Halt-
AeHHble paboTbl, 3abblTble MAN cYMTaB-
LMecs yTpayeHHbIMMU.

OT6op NpousBeseHWin ocylecTBAA-
nn npodeccop AmuTpuii fopbayeB n ns-
BECTHbIN KONNeKuMoHep, BeMKoenHo
3HAKLWMIN XyA0XKECTBEHHble coOpaHuA
YKPanHCKMX My3eeB, KHA3b HukuTa Jloba-
HoB-PoCTOBCKMIA, KOTOPOMY W MpuHaane-
XWUT nAea opraHv3aumm 3TOW BbICTaBKMW.
K coxxanenuto, Bbi6op y HuX Bbin cpaBHU-
TeNIbHO HeBenWK: M3 Korga-To Boratoro
HacneamA ocTanacb Nvwb Hebonbluas
yacTb - MO OL|eHKaM creLuanmcTos, 60/b-
wuHcTBo pabot nponanu B 1930-e rogpl.
Ha BbicTaBKy 6b1v 0TO6paHbI camble Ny4-
lwne, npeacTaBfieHHble HaunoHanbHbIM
XY[LOXKeCTBEHHbIM My3eeM YKpauHbl, locy-
AapCTBeHHbIM My3eeM TeaTpasbHOro,
My3bIKaJIbHOrO M KMHOMCKyccTBa YKpau-
Hbl, My3eeM yKpamHCKOro HapoAHOrO
AeKopaTMBHOro McKycctBa, [lHenpone-
TPOBCKMM XYAOXECTBEHHbIM My3eeM, a
TaK)Ke YaCTHbIMU KONIEKLMOHEpaMMm.

Ha yKpanHcKoM nepekpecTke BCTpe-
TUANCH XYLOXHWUKKW, COCTaBMBLUME BMO-
CNeACTBMM CNaBy pycCKOro M MMPOBOIO
nckycctBa. MeHOMEH «MpPUCBOEHMA» Xy-
AOXHMKOB-BbIX0ALeB M3 Poccuitckon
MMNepun ApyrumMmn cTpaHamu, B KOTOpbIX
OHW OKa3anucb No Bofe CyAabObl, fAB-
NAETCA XapaKTepHbIM 1A NCKYCCTBa Npo-
wnoro croneta. Bnpoyem, 3to He ymcto
poccuiicknin deHoMeH. Tak, Becb Mup
3HaeT (hpaHLy3CKUX XyA0XHUKOB 13 Poc-
cum (a Ha camoM fJene - 3 benapycu n
YkpauHbl) - Mapka Larana, Xauma Cytu-
Ha, CoHlo [lenoHe, ns Utanum - Amegeo
Moaunbaun, n3 Wecnanum - Mabno Mu-
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Natella Voiskounski

“They Dipped Their
Brushes into Virtually
Every Paint Can”

“Crossroads: Modernism in Ukraine, 1910—-1930”, the first major exhibition of early 20th cen-
tury Ukrainian art was shown in Chicago at the Chicago Cultural Centre, and in New York at the
new Ukrainian Museum. Featuring the best of high modernism from Ukraine, the exhibition
included more than 70 rarely seen works by 21 Ukrainian artists; each of the works was shown
for the first time in the United States. The avant-garde, art nouveau, impressionism, expres-
sionism, futurism and constructivism movements were presented in a new light. Americans —
the general public and art critics alike — were equally enthusiastic about the exhibition.

!
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SOHR ,ﬂEn109|—1|g_ his show of the Ukrainian art of f
EiﬁﬁM}yambe I the 20th century appeared of i
31,4x24 great importance not only for

YactHoe coGpaHue, Kues

Sonya DELAUNAY
Orphism. 1930s
Gouache on paper
31.4 by 24 cm

Private collection, Kiev
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Senia Delastnay

Ukraine but also for Russia. The
painters who followed, developed and
proclaimed avant-gardism shared the
same fate were they “velikoross” or
“velikoruss” - Great Russian - or “mal-
oross” (or “maloruss”) - Little Russian
(the term that has been used to name
Ukraine since the middle of the 17th
century); they were stigmatized as “for-
malists”, deemed harmful and ideologi-
cally hostile, forbidden, with artists per-
secuted and in not at all rare case exe-
cuted during the Stalinist purges in the
gloomy 1930s.

It should be noted that it is Russ-
ian modernism that is recognized in the
world - Russian moderne to a lesser
extent, and the Russian avant-garde, to
a greater extent. As a result - as pub-
lished data shows - nearly 2,000 works
by Ukrainian artists were confiscated in
the late 1930s, and only 300 remain
extant today - of which the best were
shown at this exhibition, some for the
first time outside Ukraine. The selection
was made by Professor Dmitry Gor-
bachey, an international expert on this
period, and Nikita D. Lobanov-Rostovski
- the latter being the initiator, the mov-
ing force and the organizer of the exhi-
bition.

The show was organized by the
Foundation for International Arts and
Education with the National Art Muse-
um of Ukraine. The exhibits were given
from private collections, the National
Art Museum of Ukraine, the Theatre

. =

Bacunuin EPMUJIOB
Penveg «a». 1920-e
®aHepa, aepeso,
macno. 48,8x52,7

YacTHoe cobpaHue, Kues

Vasily YERMYLOV
Relief “a”. 1920s
Plywood, wood, oil
48.8 by 52.7 cm

Private collection, Kiev

Museum, the Museum of Folk Art of
Ukraine, and the Art Museum of
Dnipropetrovsk.

For a long fime Ukrainian avant-
garde art was looked at in the contfext
of the Russian avant-garde. To distin-
guish Ukrainian from Russian avant-
gardism is very often really not an easy
task. And the problem lies far from its
roots and origin - both were to a cer-
tain extent inspired by folklore tradi-
tions and native art. Nevertheless the
exhibition “Crossroads: Modernism in
Ukraine, 1910-1930" alongside other
exhibitions like “Ukrainian Avant-garde
of the 1910s-1930s" (Zagreb, Croatia,
1990-1991), “The Avant-garde and

Ukraine” (Munich, 1993), “The Phenom-
enon of the Ukrainian Avant-garde,
1910-1935" held in Canada in 2002 or
“The Odessa Parisians” in Israel (2006)
give answers to the question. ... Accord-
ing to Dmitry Gorbachev - a key figure
organizer of the “Crossroads: Mod-
ernism in Ukraine, 1910-1930" exhibi-
tion, the notion of “Ukrainian Avant-
garde” was infroduced by the Parisian
art critic, Andrei Nakov, in reference fo
the exhibition “Tatlin's Dream”, held in
London in 1973. For the first time ever,
the West saw at this exhibition world-
class works by Yermylov and Bogoma-
zov, two obscure avant-gardists from
Ukraine. Thus some Western historians

of Russian art became historians of the
Ukrainian avant-garde as well (the Mar-
cades and Nakov from France, Boiko
from Poland, Bowlt and Mudrak from
the USA).

In spite of a large number of such
representative exhibitions “Crossroads:
Modernism in Ukraine, 1910-1930" -
according to John Bowlt, editor and a
key contributor to the catalogue, it is
“the first comprehensive exhibition of
the Ukrainian avant-garde in the United
States - a surprising record, given the
substantial number of exhibitions
devoted to the Russian avant-garde that
American museums and galleries have
organized since the late 1970s ... But

TPETbAKOBCKAA TAJIEPEA / THE TRETYAKOV GALLERY / #3'2007 73



International Panorama

74 TPETbAKOBCKAA TANIEPEA / THE TRETYAKOV GALLERY / #3'2007

Muxaun BONYYK
MonoyHuya

Hauano 1920-x
XoncT, Temnepa. 95x45
HauuoHanbHbIi
XYZL0XeCTBEHHbIN My3eil
YKpauHbl

Mikhail BOYCHUK
Dairy-maid

Early 1920s
Tempera on canvas
95 by 45 cm

National Art Museum of
Ukraine

®egop KPUYEBCKUW »
Cembs. LienTpanbHasn
Yactb TpUnTMXa GKN3HBY
1927

XoncT, TeMnepa
148,5x133,5
HaunoHanbHblin
XYAOXKECTBEHHbI My3ei
YKkpauHbl

Fedor KRICHEVSKY »
Family. Central part
of the triptych “Life”
1927

Tempera on canvas
148.5 by 133.5 cm
National Art Museum

of Ukraine

until this moment exclusive exhibitions
of the radical concepts that trans-
formed the cultural physiognomy of
Kyiv, Odessa, and Kharkiv in the 1910s
and 1920s have taken place in many
[European - N.V] cities ... but not in the
United States.”

To group all the artists in this
showcase, those who were born and
lived in Ukraine should be named first
(Bogomazov, Yermilov, Boichuck, Petfryt-
sky, Palmov, fo mention just the most
important); and those who were born in
Ukraine but then left it fo start an All-
Russian and/or international life, who
were until recently regarded as Russian
artists (Malevich, Archipenko, Exter,
David Burlyuk, Sonya Delaunay). As for
the artworks, there were some real dis-
coveries of national and international
level.

The inclusion of the word “cross-
roads” in the title of the exhibition
proved a happy idea, since “the term
‘crossroads’ appropriately describes the
modernist period of Ukrainian art histo-
ry,” writes Professor Myroslava Mudrack.
“In the early 20th century, Ukraine’s ter-
ritories became the site of thriving cen-
tres for what was then generally called
‘New Art’ - centres of practice, training,
exhibition, and debate. Here, the pro-
gressive frends of Western art were
reevaluated and reinterpreted in terms
of local experience, and a vital, unprece-
dented artistic environment took shape
that underscores the autonomous nature
of art” John Bowlt develops the same
idea: “... matters are complicated by the
ethnic and geographical density of
Ukraine bordering on Russia, Poland,
Slovakia, Hungary and Romania and by
the density of her culture, affected by
both Western and Russian trends, from
the Neo-baroque of Oleksa Novakivsky
to the Constructivism of Vasyl Yermiloy,
from the Byzantine legacy of Mikhailo
Boichuk to the Art deco of Mykola
Kasperovich.”

Just that Ukrainian “crossroads”
became the meeting place for the cos-
mopolitan artists who then gained
Russian and international art fame.
Here we come across an international
phenomenon of the “arrogation” of the
artist by the counfries of their settle-
ment. Everybody knows the French
artist of Russian (to be exact,
Byelorussian) origin Marc Chagall,
another French artist Sonya Delaunay
of Russian (to be exact, Ukrainian) ori-
gin, or Pablo Picasso of Spanish origin,
or Amadeo Modigliani of Italian origin,
etc. - the list can easily be continued.
The names of Malevich, Exter, Burlyuk,
Archipenko, Rodchenko, Lentulov,
Sonya Delaunay, and Tatlin have not
until recently been associated with
Ukrainian art. The fact is that the best
and most well known works of these

Kacco, U CN1COK HeTPYAHO MPOJOIMKUTD.
TaK 4To f,0 CMX NOp CPaBHUTENbHO PeAKo
accouMmpoBanucb ¢ YKpauHoin TaKkue
rPOMKMe MMeHa, Kak AnbTMaH, Manesuy,
Okctep, bypniok, ApxuneHko, PogueHko,
JNenTynos, Konuanosckuin, CoHsi [enoHe,
bapaHos-Poccuna, Jincmukun wvnn Tat-
nuH. bonee Toro, ux nyuwve paboTbl, Kak
npaBuo, HaxXoAATCA 3a NpeAenamn Ykpa-
WHbI. BOT 1 nonyyaercs, 4to ocobyto LieH-
HOCTb 3TOW BbICTaBKe MpUAAIOT — MO MHe-
Huto Iperic Mok (“The New York Times”) -
BbICOKOXY/ZJ0)KECTBEHHbIE TNPOV3BEAEHNA
MeHee W3BECTHbIX WAWN MPaKTUYecKn He-
N3BeCTHbIX aBTOpOB. M 3T0 BbIMAAMT 3a-
KOHOMepHbIM. Ho HayHeM ¢ MacTepoB 3Ha-
MEHUTBIX.

PoauBwwiics B YkpauHe, cBo60aHO
rOBOPUBLUMIA NO-YKPAUHCKM 1 N0OUBLINIA
YKpPauHCKOe HapojHoe WMCKYCCTBO — U
XMBOMUCHOE, N My3blKaNbHoe - Kasumup
ManeBuny npeacTaBfeH Ha BbICTaBKe y3Ha-
Baemoin «CynpemaTuyeckolri KOMNo3uuu-
ei» 1920-x ropoB 1 HabpockaMu WH-
Tepbepa BceykpanHcKoi akageMun Hayk
B Kuese. CbiH npodeccopa Kuesckoro
YHUBEpCUTETa CKYNbMTOP-3KCMEpVMeHTa-
Top AnexkcaHap ApxuneHKO - 3HaKoBas
¢durypa n pyccKoro, N yKpauHCKoro, u
amepukaHckoro (oH nepeexan B CLUA B
1923 ropgy) nckyccrea XX Beka. bonbuas
N BreyaTnAlLwasn BbiCTaBKa ApXMNeHKO
yXe npowna B YKpauHcKoM mysee B Hbto-
Vopke B 2005 rogy. Ceituac xe 3KCnoHU-
pyeTcA Hebonblan Kybuctnyeckas pabo-
Ta MacTepa «XKeHckas durypa» (1914).

AneKkcaHzapa JKcTep OpraHu30BbIBa-
na ctyamm B Kuese n B Opecce. Knesckyto
CTYAVIO nocewianu, K npumepy, nteparo-
pbl inbAa SpeHbypr, beHeankT JlvBwmu,
Ocun Manpenbiutam, Bukrtop LUknosckuit
1 HataH BeHrpos, byaywme KuHemaTorpa-
¢wuctbl Cepreit HOTkeBMY 1 Tpuropuin Ko-
3MHLEB, @ B YYEHMKAX XOAWIIN XYAOXKHUKMN,
COCTaBMBLUME BMNOCNEACTBMM CNaBy COBET-

Anekceit
HOBAKOBCKWW
Asmonopmpem. 1934
Bymara, HakneeHHas

Ha KapToH. 89x58
YactHoe coGpaHue, JIbBoB

Alexei NOVAKOVSKY
Self-portrait. 1934
Paper pasted

on cardboard, charcoal
89 by 58 cm

Private collection, Lvov

CKoro uckycctBa, — Anekcangp Tbiwsep,
Anatonuii Metpuukunin, Mcaak PabrnHosuy,
KnumeHT Peabko 1 MHorue apyrue. B Ku-
eBe JKcTep TecHo obuanacb U ¢ AHHOW
AxmatoBoii (torga euwwe lopeHko). B gome
Ne 6 no YHuBepcuTeTcKoi ynuue, rae xuna
B Knese Anekcangpa 3KcTep, oHa nuwet
noprtper AXMaToBON - BWAUMO, CaMblin
nepBbli B aXMaTOBCKOW NMOPTPETHOW rane-
pee (ero cyabba HeusBecTHa). [Mo3aHee, B
1911 ropy. B ctuxotBopeHun «Crapbiii
nopTpeT», nocesAlleHHOM AnekcaHgpe K-
crep, AxmatoBa nucana: «B ybmx 310 nanb-
Lax Apoxana nanutpa..»
HeyanBuTenbHo, 4to Ha JaHHOW
BbICTaBKe TBOPYECTBO JKCTep BbIMMA[NT
BECbMa pa3HOOOpasHO M upe3BblYaiiHO
nHTepecHo. TyT n «Tpun XeHcKne purypbi»,
co3paHHble B 1910 rogy (MMeHHO dury-
pbl, W60 NMLAa HaMepeHHO CcTepTbl A0
TaKoW CTeneHu, YTO WX MPOCTO HeT), U
KOJIOPUCTUYECKN CAePXKaHHbIA N3bICKaH-
Hbln nesax «Moct. CeBp», B KOTOPOM 1
ropbl, U peKa, 1 MOCT BbICTPOEHbI MO C/OX-

MexayHapogHas naHopama

HOMY anropuTMy fABWKeHua ¢opM. 310
MOJSIOTHO M3 MOCTOAHHOM 3KCNO3MLMUK
HauvoHanbHOro XyaoxecTBeHHOro My3es
YKpaviHbl - He nepBbiii pa3 B AMepuKe,
paHee OHO coBepLUKO BonbllOe MyTelle-
CTBME BMecCTe C BbICTaBKOM «AMasoHKMU
aBaHrapaa». KoHeuHo, 3KkcnoHupyloTea n
ApKMe, AUHAMUYHbIe 3CKW3bl TeaTpalb-
HbIX KOCTIOMOB XyA0XHMLbI. KcTaTy, Bechb-
Ma 3aMeTHOe MecTO Ha BbICTaBKe 3aHANN
paboTbl 1 APYrMX BbIAAIOWMXCA CLEHO-
rpagos: AHatonus [etpuukoro, Bagnma
Mennepa, AnekcaHgpa Toiwnepa un Anek-
caHapa XBOCTeHKO0-XBOCTOBa — Nocnefo-
BaTesel IMpuYecKoro Kybusma Anekcan-
Apbl KeTep. K cyacTbio, He Bce NopTpeThl
COBPEMEHHVKOB, BbIMOJIHEHHbIE B CBOE
BpeMs [leTpULKMM, OKaszanucCb YHUYTO-
YKEHHbIMW, TaK YTO Yy 3puTenein bbina BO3-
MOXHOCTb YBUJETb €ro BelNKONenHble
aKBapesnbHble MOPTPETbl KOMMO3MUTOpa
MN.Ko3nukoro n nucatena A.CaByeHKo.
YKpauHckuin «otel, pycckoro ¢yTy-
pusma» [asug bypniok, y Kotoporo, no

TECDOP. METHCNENE
=y -
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artists are far beyond Ukraine’s bor-
ders. Therefore it seems quite natural
that at the core of the exhibition are
many high-quality works by lesser
known, or completely unknown artists.

It is only natural o start the review
of the exhibition with the most
renowned artists. Kazimir Malevich, the
quintessential painter of the 20th cen-
fury, came to teach at the Kiev Academy
in 1928. It is of partficular importance
that in Kiev he switched from abstrac-
fion to figurative art, which made a dra-
matic change in his style. At the exhibi-
fion he is represented with “A Composi-
fion in Suprematism” of the 1920s and a
sketch of interior design for the All-
Ukrainian Academy of Sciences in Kiev.
Alexander Archipenko - a son of the
professor of the Kiev University - moved
to the USA in 1923 and is one of fore-
most sculptors of the 20th century. With
his solo-exhibition “Alexander Archip-
enko: Vision and Continuity” the Ukrain-
ian Museum in New York in 2005 cele-
brated the opening of its newly complet-
ed building, making this exhibition an
inaugural show. The “Crossroads” shows
Archipenko’s bronze “Female Figure” of
1914,

Alexandra Exter, a magnetic figure
in Kiev artistic life and a toast of the
tfown - her studio was crowded with
men of letters (Ilya Ehrenburg, Benedikt
Livshits, Osip Mandelshtam, Viktor
Shklovsky and Natan Vengrov), future
film-makers (Sergei Yutkevich and Grig-
ory Kozintsev), artists and theatre
designers, and figures who later
became “glorified” Soviet artists
(Alexander Tyshler, Anatoly Petritsky,
Isaak Rabinovich, and Kliment Redko,
to name only a few). Exter also organ-
ized her studio in Odessa. It is noted
that in Kiev Exter - though no por-

AnekcaHap
BOrOMA30B
Mopmpem douku. 1928
PaHepa, macno. 59x59
YactHoe cobpaHue, Knes

Alexander
BOGOMAZOV
Daughter’s
Portrait. 1928
Qil on plywood
59 by 59 cm

Private collection, Kiev

AnekcaHapa SKCTEP
BakxaHka.

3cKu3 Kocmoma K
cnekmaxsio «@amupa
Kugpaped» no noece
. AHHeHcKoeo. 1916
KapToH, ryauwb
45%36,5
locyaapcTBeHHbIN My3eit
TeaTpasibHOro, MysblKaibHOro
U KNHOUCKYCCTBa praVIHbI

Alexandra EXTER
Bacchante.

Scetch of Costume for
“Phamira Kiphared”
(by Innokentii
Annenskii)

1916

Gouache on cardboard
45 by 36.5 cm

Ukrainian State Museum of
Theatre, Music and Films Arts
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fraitist - made evidently the first of the
many portraits of Odessa-born Anna
Akhmatova (then Gorenko). Exter is pre-
sentfed at the exhibition with a variety of
artworks, both oils and graphics: the
cubist “Bridge. Sevre”, futurist “Still-life
with a Bofttle’, and abstract “Objectless
Composition”, and “Abstraction”. The
famous canvas “Bridge. Sevre” is one of
the major attractions. Alexandra Exter’s
“Three Female Figures” (1910) depicts
“an unsettling trio of blank-faced
women who look resigned to the fact
that a brisk wind has just made off with
their facial features”, states Stephanie
Murg in his article published in “The Vil-
lager”. There are also her sketches -
dynamic and colourful - for ballerina
Bronislava Nijinska (“Spanish Dance”),
for “Romeo and Juliet” (“Figure with a
Dagger”), for “Phamira Kiphared” (“Bac-
chante”). These sketches are shown
alongside the graphic works of Exter’s
students - followers of her lyrical
cubism style: Anatoly Petritsky, Vadim
Meller, Alexander Tyshler and Alexan-
der Khvostenko-Khvostov. Visitors had
a good chance to see brilliant water-
colour portraits by Petritsky (“Compos-

er's Portrait: P. Kozitskiy” of 1930, and
“Portrait of the Writer: Y. Savchenko” of
1929) - happily not all of his portraits
of the Ukrainian intellectual elite were
destroyed, following the executions of
its elite members.

Another prominent exponent is the
Ukrainian “father of Russian Futurism” -
David Burlyuk whose eye-catching can-
vas “Time” is a genuine example of Cubo-
futurism. According to Myroslava Mudrak,
“Burlyuk’s orchestration of ‘Futurist’
events in Kiev, Kharkiv, Odessa and out-
of-the-way places in Crimea encouraged
colonies of experimental artists to break
all the canons of academic and bourgeois
art.” Burlyuk - an innovator, a leader by
nature and adventurer - involved his
friend, the unfortunately much less
known talented artist Viktor Palmov in
his travels in the Far East and Japan.
Their joint exhibition in Japan became
the first show of Russian avant-garde in
that country. The works of a neo-primi-
tivist and brilliant colourist Viktor Palmov
were a real revelation fo viewers (“Ren-
dezvous”, 1926; “Fishing”, 1928; “May 1",
1929; “A Smith”, 1923). Palmov's trans-
parent deep blue colour brings lyricism

ero cobCTBEHHBIM CNOBaM, «CMHee, Kpac-
Hoe, yepHoe 6btoT Huarapamu», nopaswn
Ha 3TOI BbICTaBKe 3anoMWHalLWmUMeA
Ky6odyTypuctuyecknm nonotHom 1910-x
ropoB «Bpema». C nmeHem [laBuga byp-
JIIOKa cpa3sy xo4eTcs CBA3aTb ero coToBa-
pvwa no pJanbHEBOCTOYHbIM nyTelle-
CTBUSAM, He CTOJIb, K COXaJleHWIo, N3BECT-
Horo BukTopa MNanbmoBa. Mx coBmecTHan
BbICTaBKa CTafia nepBbIM NOKa30M Npous-
BEZIeHWIA pycCKOro aBaHrapaa B AnoHuu.
Pa6otbl ManbMoBa - HeonpuMKUTMBMUCTa U
6necTAlero Konopucta - cTanu HacTos-
WKMM OTKpOBeHueM ans 3putenein («Ceu-
naHue», «Pbibak», «KysHuua», «3a Bnactb
CosetoB», «1 Mas»). TporatenbHbiM nu-
pV3MOM CBETUTCA Ha €ro NojoTHax NpoH-
3UTeNbHbIN CMHUI LBeT. [0 MHeHuo Kpu-
Tuka Bankapema Hukngoposumya, «B Kax-
noni paborte [ManbmoBa] unTaercs Konoc-
CanbHOWN CUbl BHYTPEHHUI Tparn3my.

BnonHe noHATHO, 4TO ecnu B apceHa-
Nle ycTpouTenen BbICTaBKM HangeTca xoTa
6bl ogHa pabota CoHu [lenoHe (B feBuye-
cte Capbl Tepk) — dpaHLy3CKOIM XyA0KHU-
ubl pogom u3 Opeccol, — oHa ByaeT BKIO-
yeHa B 3Kcno3uumto. Bot 1 okasanacb Ha
BbicTaBke rpaduka 1930-x rogoB «Op-
(13M» 13 YaCTHOW KOMNeKLMM — NyCTb He-
6onbluas, 0fHAKO MO Hell BMOMHE MOXHO
cocTaBuUTb npeactasnieHve 1 o CoHe [leno-
He, 1 06 opduame. OfHON KMBOMUCHON
pabotoin 1919 roga «Komnosumumsa» npeg-
craBneH n Anekcanap Poayerko. Heckonb-
Ko npou3sseneHuii 3nb Jlncunukoro n Bna-
anmunpa TaTnnHa Takke yKpallanu CTeHbl
YMKarcKoro M Hblo-MOPKCKOro BbICTaBOY-
HbIX NMOMELLEeHUA.

BHumaHwme 3puTeneii 66110 cocpeso-
TOYEHO 1 Ha Tex XyA0XKHMKax, TBopYyecKas
XM3Hb KOTOPbIX MPOXOAMIa WCKIYU-
TenbHO B YKpaunHe. Kak oTMeyaeT B cBOeN
cTatbe, Oony6iMKOBaHHON B MpPeKpacHo
W3AaHHOM KaTanore K BbICTaBKe, [KoH
BoynT, «B yKpavHCKOM MCKycCTBe NpucyT-
cTByeT U Heobapokko Onekca [Anekces]
HoBakoBcKoro, n KoOHCTpyKTMBM3M Bacu-
na [BacununAal Epmunosa, «Bu3aHTUIA-
CKue» cnefbl Mbl HaxoauMm y Muxainno
[Muxauna] boinuyka, Torga Kak TBOpue-
ctBo Mbikonbl [Hukonas] Kacneposuua
HOCWT OTMEYaTOK CTUIA MOAEPHD.

«Penbe¢ “a”™ Bacunusa Epmunosa
(paboTta 1920-x ropoB) yKpaiwaeT u 06-
NIOXKY anbboma-KaTanora, ¥ BCH 3KCMO-
3MLMI0 Hapsaay ¢ Apyrumu paboTamu
3TOro BeNWKONenHoro MacTepa, nugepa
YKPauHCKUX KOHCTpyKTMBMCTOB. Elle B
1909 roay oH BMecTe C HECKONbKUMU MO-
NOABLIMU XapbKOBCKMMU «1eBbIMU» XY~
JOXHWKaMM opraHusoBanu npocylye-
CTBOBAaBLUYIO BCEro mapy /eT rpynmny-cry-
anto «byaak» (4To B nmepeBofe o3Havaer
«4epTomnosnoxX» MM «COPHAK») N aKTUBHO
COTPYAHMWYANUN C rpynmnoi MONoAbIX NunTe-
paTtopoB-(hyTypuncToB «BbiKycb» — Ha3Ba-
HVe, KaK KaXeTcs, BNOJIHe B CTUJIe «roLLe-
4nHbI 06LLecTBEHHOMY BKyCy». Kak 1 MHo-
rme Apyrve XyfoXHUKK, B NOC/IEPEBOIO-
LMOHHble roabl Epmunos patosan 3a fe-

Mapusa CUHAKOBA
Ega. 1920

Bymara, akBapenb
28x21,5

YactHoe coGpaHue, Knes

Maria SINYAKOVA
Eve. 1910
Watercolour on paper
28 by21.5cm

Private collection, Kiev

MOKpaTM3aLMio MCKYCCTBA U aKTUBHO 3a-
HMMarca TeM, Y4To O CUX NOp UMeHyeTcs
HarnAgZHOM arvTaumen uM nponaraHAou:
pacnucbiBan arutrnoesga, cosjasan nna-
KaTbl, 3aHMMaNCA KHWKHOWN rpaduKoin,
odopmMnAn NpasAHUYHbIe LWeCTBUS, Kiy-
Obl 1 TeaTpanbHble 3aaHus, Obii An3aliHe-
POM nanupocHbIX Kopobok. Kak Hanomu-
HaeT aBTOp mnocBslWeHHo Epmunosy
cratby B Katanore Onbra JlaryteHko, 3ToT
nepuoj pasBUTUA UCKYCCTBa B XapbKoBe
Jaxe HasblBalOT «epMunoBckum». MNocne
3HAKOMCTBA C MOCKOBCKOW Konnekuuen
Cepresn WykuHa Epmunos yBnekcs Ky6us-
MOM (ABYCTOPOHHAA KapTuHa «[utapa» u

MexayHapogHas naHopama

«[ama c Beepom»), Obli 3amMeyaTeNbHbIM
rpaduKoOM-MANIOCTPaTOPOM, 3aHMMarcA
XypoxectBeHHon coTorpadumen, npeno-
naBan B XapbKOBCKOM XY[0XXe€CTBEHHOM
WHCTUTYTe, He eAVHOX/AbI Mepexun Hese-
ecTBeHHble aTaKu W «OprBbIBOAbI» C
WCKJIOYEHVEM W3 TBOPYECKUX COH30B.
Kak 3HaTb, ecnu 6bl ero MHMLMATUBA CO-
3paHuA (BMecTe ¢ b.Kpatko) B 1919 rogy
«Y4eB6HO-NPON3BOACTBEHHBIX MACTEPCKUX»
nosfyymna noAAepXKYy W pasButue, To
HOBble TanaHTbl, MOXET CTaTbCA, pBanCh
6bl yunTbCA B XapbKoBe, @ He B MOCKOB-
ckoM BXYTEMACe 1 He B repMaHCKOM
«bayxayse».
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and a special emotionally resonant effect
to his works.

There is just the only one work by
Sonya Delaunay shown - her “Orphism”
from the 1930s; it is really a revelation
enough in itself, for those ignorant of
her almost century-long creative activi-
ty, expressing as it does the idea of her-
self as an artist, and of Orphism as a
style.

Special attention was quite natu-
rally given to those artists who lived and

worked in Ukraine, given that they are
lesser known, but no less interesting
than their internationally recognized
contemporaries. Vasily Yermilov whose
“Relief a” is on the cover of the cata-
logue, is honoured with an article along-
side Mikhail Boichuk, Alexandra Exter
and Kazimir Malevich - only four of the
21 artists whose work is shown. The
ideas of Constructivism found in Yer-
milov an ideal adept. The artfist was one
of the founders of the “Educational-
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BukTop MAJIbMOB
Poibak. 1928

XoncT, Macno. 67x46
HauwvoHanbHbIn
XYA0XeCTBEeHHbI My3eit
YKpauHbl

Viktor PALMOV
Fisherman. 1928
0Oil on canvas

67 by 46 cm

National Art Museum of
Ukraine

Industrial Workshops” - something
analogous to Vkhutemas and Bauhaus.
Infected with revolutionary ideas to
make futurism a phenomenon of life
Yermilov was engaged in “street art” -
as Olha Lahutenko in her paper “Vasil
[Vasily = N.V.] Yermilov and Construc-
tivism” indicates, “Yermilov burst on to
the scene with his painted propaganda
trains, his poster designs, political
parades and agit-automobiles ... As a
result, the post-revolutionary develop-
ment of art in Kharkiv is often referred
to as the ‘Yermilov' period.” Yermilov's
reliefs and double reliefs, his cubist can-
vases (he was inspired by Parisian Post-
Impressionists after viewing Shchukin’s
collection in Moscow) are an absolute
attraction at the exhibition.

Maria Siniakova should be men-
tioned in connection with Yermiloy,
since both were members of the “Budi-
ak” (Weed) group in Kharkiv. She
accepted Futurist ideas and as many
artists of that period was characterized
by her close contacts with the intellec-
tual elite. Maria Siniakova was on
friendly terms with Velimir Khlebnikoy,
the poet-leader of Russian Futurism. He
dedicated some poems to Maria and her
sisters. Siniakova absorbed Ukrainian
folklore motifs, and the artist's water-
colours are very poetic, colourful and
narrative (“Tree of Life”, “Lovers”, “Eve”).

A Cubo-Futurist Alexander Bogo-
mazov is another notable figure of the
Ukrainian avant-garde, who, with
Alexandra Exter, united Ukrainian
avant-gardists in the group “Zveno”
(The Link). Bogomazov's art is diverse,
as it reflects numerous artistic trends of
the beginning of the 20th century. The
artist generalized his attitude to mod-
ern art and to the relation between art
and reality in a theoretical treatise in
which he “reduced the process of paint-
ing to ifs intrinsic elements - line,
colour, mass, volume, rhythm,” writes
John Bowlt. The artistic results of Bogo-
mazoV's search for the new art are rep-
resented at the exhibition. His “Daugh-
ter's Portfrait” of 1928 demonstrates
the idea of a spiral as a symbol of tur-
bulent Cosmos; “Sharpening Saws” of
1927 with its rhythmical composition
confirm the artist’s idea of the “musical”
component of painting. Some of Bogo-
mazov's works are in the collection of
the MOMA and Guggenheim Museums
in NY thanks to Nikita Lobanov-Ros-
tovsky, who bought them in Kiev in
1970.

Any panoramic review of Ukrain-
ian art of the first quarter of the 20th
century would inevitably include the
tragic figure of the artist Mikhail
Boichuk, whose legacy would have been
considerable if he had not been
accused of being an agent of the Vati-
can, arrested and executed. Many of his

CopatHuuen EpmunoBa no cryamm
«bypsk» 6bina Mapus CuHAKoOBa, KoTopas
WHTepecoBasach B TO BpeMsA nocTuMrnpec-
CMOHN3MOM, @ HECKOJIbKO M03)e BCcepbes
yBneknacb gytypmamom. OHa Apyxuna c
Benvmupom XnebHUKOBbIM, MAIOCTPUPO-
Bana npoussegeHnsa Anexkcesa KpyyeHbix
1 Hukonas Aceesa. [Toama «Mup 1 octane-
Hoe» 1920 roga nocBsweHa Benvmupom
XnebHuKoBbIM Mapuu 1 ee cecTpaM, Kak
1 «CuHume okoBb» 1922 roaa (B Ha3BaHUU
obbirpbiBaeTca Ux cemeiHaa dhamunus),
a B nosme «Tpu cectpb» 1920-1921 ro-
noB Mapusa CuHAKOBa OT/IMYHA OT CBOMX
cecTep TeM, YTO «3ayapoBaHa 6orom».
B cBoio ouepeab, M3BecTeH cAenaHHbIN
eto B 1940 rogy nutorpacumyeckuin nop-
Tpet XnebHuKoBa (BOT ee cnosa: «Kpacu-
Bee XNneOGHMKOBa A HWKOro He BuAena»).
BbictaBneHHble pabotel CvHSAKOBOW OT-
MeueHbl 60bLIO N06OBLI0 K HAPOAHO-
MY YKPauHCKOMY WCKYCCTBY U ABAAIOTCA
npeaMeToM 3aKOHHOW FOpPAOCTU KOJUleK-
unoHepoB («[lepeBo xn3Hu», «BowHa»,
«BniobneHHble»).

JloBONbHO MONHO MpeAcTaBfieH Ha
BbICTaBKe KybotyTypuct AnekcaHap boro-
Ma30B, opraHn3oBaBLwuii B Knese BmecTe
¢ AnekcaHapoi 3KcTep rpynmny «3BeHo»,
B KOTOpPO/ 00beaUHUIUCH YKpauHCKue
aBaHrapamctbl. MickycetBo boromasosa -
CN/aB aBaHrapAUCTCKMX TeYeHWIn Havana
Beka. Ewe B 1914 rogy xyaoHuK 0606-
WM CBOWM paccyaeHna ob OoTHoLeHUU
WCKYCCTBA K peanbHOCTN B TEOPETUYECKOM
TpakTaTe <KMBOMWCb N 3N1EMEHTLIY, B KOTO-
POM OH @aHanN3MpyeT COOTHOLLEHWA MeXay
BUAMMON 1 O0TOBpaXkaeMoi peanbHOCTbO
M MOWCKaMW HOBbIX MyTel XMBOMUCHOIO
TBOpYecTBa. MTorn aTux nonckos - B npea-
CTaBJIeHHbIX Ha BbICTaBKe Npoun3BefeHnAX
MacTepa, CpeAn KOTOpbIX — MpeKpacHbIN
noptpeT poyepu (1928), BonnoweHve oa-
Ho n3 ¢opmyn boromasosa o cnupanu
KaK cMMBore HecroKonHoro Kocmoca. Ha-
nMcaHHoe 3BEeHALMMY APKUMIN KpacKamm
3anoMuHatoleecs nonoTHo «[paBka nun»
(1927) - HarnsAaHaA 4eMOHCTPaUMs NoHU-
MaHWA XYAOXHUKOM «My3bIKalbHOM», pUT-
MUYeCKOW COCTaBNALWEN XKUBOMUCK.
TBopuectBo boromasoBa B pocTaTouyHOM
Mepe 13BEeCTHO aMepUKaHCKUM creuuanu-
cram: npuexaswuii B 1970 rogy B Knes
Hukuta Jlo6aHoB-PocToBCKMiA Kynun pag,
ero paboT U BbiBe3 X, MOAAPUB BMOCNEs-
ctBun Myseto ConomoHa Plyrrenxanima n
My3seto coBpeMeHHOro nckycctBa B Hbto-
Mopke (MoMA).

BbiBaloT cnyyan, Koraa otcyTtcTBME
KaKoro-To XyfloXHMKa Ha BbICTaBKe Kpac-
HopeuunBee ero NpucyTcTBuA. Tak BrnonHe
Morno cnyuntbca ¢ Muxannom borvykom,
Be/lb COXPaHMNOCb 04eHb HEMHOrO paboT
3TOro TanaHTAVBeNLWero MOHyMeHTanu-
CTa, «apxancra-HoBaTopa». BknioyeHHan B
3Kcnosvuuio Hebonbliasa KaptuHa «Mo-
NOYHWUL@» efBa v AaeT MosHoe npeacTa-
B/IEHWEe O MHOrOrpaHHoOl [eATeNbHOCTU
Borliuyka. CnnoyeHHasa rpynna 6oivyku-
CTOB - CTOPOHHMKOB W MochejoBarenei

AnekcaHapa SKCTEP
Tpu xeHcKue ¢uaypel
(A. 3kcmep, H. [lasbi-
0osa, E. [pubbinsckas
u cobayka A. 3kcmep)
1910

Xonct, Macno. 63x60
HauunoHanbHbIn
XYZOXECTBEHHbI My3ei
YKpauHbl

Alexandra EXTER
Three Female Figures
(A. Exter and her Dog,
N. Davydova and

E. Prybylskaya). 1910
Qil on canvas

63 by 60 cm

National Art Museum of
Ukraine

Muxaunna Boituyka, npodeccopa Kues-
CKOTrO XyAO0XeCTBEHHOro UHCTUTYTa, — 3a-
HAna K KoHuy 1927 ropa Beaylive nosu-
ummn B Accoumanmmn peBosiOLMOHHONO me-
KyccTBa YKpauHbl. B 3Ty rpynny Bxoaunu
ero xeHa CotbaA 1 6pat Tumodeit bonuyk,
a Takke OkcaHa lMaBneHko, MeaH lMapan-
Ka, AHTOHMHa VBaHoBa, MaHynn LexT-
MaH, Hukonan Pakuukuii n gpyrue cno-
cobHble XyA0XHMKW. BoluykucTbl onupa-
NINCb Ha HapoAHble TPaANLUW, N3y4anu 1
pa3BuBany yKpanHcKoe MOHyMeHTaslbHoe
nckycctso (Hanpumep, B 1919 rogy nmn
6bin BbiNonHeH 3aka3 Hapkomata BoeH-
HbIX el Ha MOHYMeHTa/bHble pocnucK B
Jlyuknx kasapmax). OHn geatenbHo BO3-
poxaanu hpecKoByo XMBONUCH B YKpau-
He M Mo-CBOEMY OCMbICIANN BU3aHTUI-
CKyl0 MKOHONucb. Bupammo, vmeHHo B
3Tol cBA3K Boliuyky HaBecunu ApnbiK
«areHT Batukana». Cyabby apecToBaHHO-
ro B 1936 roay v Bckope paccTpensHHOro
Muxauna bBoiyyka paspenunan MHorue
ero nocieAoBatenu.

Coero poaa rsoszem nporpammbl,
€C/IN MOXHO TaK BblpasnTbCA, €KO3blp-
HOI KapToW» BbICTaBKM CTanu npeacra-

MexayHapogHas naHopama

BUTENN YKPaMHCKOro ceueccuoHa, a
6e3ycnoBHbIM OTKpbITMEM - BceBonoa
MakcumoBuy, briecTALLe OAaPeHHbIN Xy-
L[OXHUK W, YBbl, HApKOMaH-camoybuiila.
XKn3Hb 3TOro TanaHTIMBOrO XyAOXKHUKA,
KOTOPOro C MOJHbIM MPaBOM WMeHYT
yKpavHckum beppcnn, obopsanach B
ABajuaTh NeT — 0AHO M3 NPUYMH, ObITb
MOJET, CTan MpoBaj ero nepcoHanbHOM
BbicTaBKM B Mockse. B 3akcnosunuum
npejcTaBfeH HanucaHHbIl Mac/ioMm
aBTonopTpeT MaKcumoBMYa: 4epHo-
6enbli, ApasHALe-MaHAWMNNA, AepP3KUI U
YyBCTBEHHbII, CJIOBOM, AOBOJIbHO pej-
KWl Myckoin BapuaHT homme fatal.
Ctonb ke «rpauyHoO», C lOBEINPHOW
OTTOYEHHOCTbIO, MacioM Ha XxoJjcTe
MCMNoNHEeHO NaHHO «MacKapag» - MOXHO
CKasartb, npsAMas oTcbinka k 06pu bepa-
cnn. BHyTpeHHen Bcenoxwupatowen
cTpacTblo roput ero «Mouenyi», a or-
poMHble nonoTHa «baHkeT» n «AproHas-
TbI» HaNOMMHAOT APKME WCKYCHO BbIT-
KaHHble 3K30TMYecKune KoBpbl. B cBoem
TBOpyecTBe BceBonos MakcumoBuy
npeAcTaeT ogHoBpeMeHHo 1 bepacnu, 1
Knumtom.
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followers and disciples shared his fate.
Boichuk was a talented muralist and is
considered to be the founder of the
Ukrainian school of monumental art
and monumental religious painting. His
presence at the “Crossroads” with the
painting “Dairy-maid” from the 1920s
undoubtedly attracted the attention of
the American public and art historians
fo this artist. A group of his followers
(such gifted artists as his brother
Timofii, and his wife Sofia, Pavel
Ivanchenko, Oksana Pavlenko, lvan
Padalka, Antonina Ivanova, Manuil
Shekhtman, Nikolai Rakitski and oth-
ers) was called the “Boichukists”. They
“looked back to the golden age of
medieval Kyivan Rus’ ... The Byzantine
inheritance - from fresco to iconogra-
phy - became the hallmark of Boichuk-
ism, with pronounced emphasis on the

ancient techniques and fresco,” states
Myroslava Mudrak.

The pictorial works of the represen-
tatives of the Ukrainian Secession were
an exhibition inside the exhibition itself.
It became a real sensation and brought a
number of real surprises. Vsevolod
Maksymovych became a trump card,
called the phenomenal “Ukrainian
Beardsley”. Nof only the fine large-size
filigree panneaux of the artist but his life
itself fascinated the public to a great
degree (Maksymovych committed sui-
cide at the age of 20 of a drug overdose).
At the “Crossroads” six of his paintings
were exhibited, and among them his
“Self-portrait” - a black and white canvas
with a single red spot on the subject’s lips
(from 1914, the last year of his short,
hectic and furious bohemian life) - is
a kind of a variant of “homme fatal”.
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Hasug BYPJTIOK
Bpema. 1910-e
Xoncrt, Macno, Konnax
80x75
JlHenponeTpoBcKuit
XYAOXKECTBEHHbI My3ei

David BURLYUK
Time. 1910s

0Oil on canvas, collage
80 by 75 cm

Dnepropetrovsk Art Museum

His “Kiss” resembles Klimt's passionate
painting in which a couple against the
vibrant red richly ornamented back-
ground takes the form of a heart.

The works of other Ukrainian rep-
resentatives of the moderne or Seces-
sion (Krichevsky, Novakovsky, Zhuk)
were shown next to Maksymovych.
Three works of Fedor Krichevsky: “Por-
trait of Nataliya P. Krichevska” (the
artist’s wife), from 1926; and two parts
(“Love” and “Family”) of the ftriptych
“Life”, from 1927 - a success at the
Venice Biennale of 1928, were like a
quiet Ukrainian folk song - lyrical, har-
monious and touching. The third was
Oleksa (Alexei) Novakovsky with his
expressive “Leda” (1924 ) and “Self-por-
trait” (1934). And last but not least
Mikhail Zhuk - a painter, graphic artist,
ceramist, and writer: he made a portrait
gallery of Ukrainian cultural leaders
such as Ivan Franko, Vladimir Sosiura,
Pavlo Tychina, Natalia Uzhvii. At the
exhibition he was represented with
his large-size symbolist panneau of
1912-1914 and two graphic portraits.

The search for national identity and
an artistic language of self-expression in
Ukraine and in Russia led to the inter-
connection of different tendencies and
trends of art: West and East, Past and
Present, folklore, native and foreign - all
could be found in the creative efforts of
the artists at the beginning of the 20th
century. Both Ukraine and Russia - due
to the historical and geopolitical situa-
tion - were at a crossroads of Place and
Time, and the crossroads became a cru-
cible in which the art of the 20th century
was born. According to Kevin Nance
(from the Chicago Sun Times), “They
dipped their brushes into virtually every
paint can of the avant-garde, from
Cubism and Futurism to (belatedly) Art
Nouveau and (early on) Constructivism.”

The exhibition “Crossroads: Mo-
dernism in Ukraine, 1910-1930" was
no doubt informative and not only inter-
esting for American viewers little famil-
iar with the Ukrainian avant-garde and
modernism, and for those Russians who
happened to be in Chicago or New York
and who did not miss the chance to visit
it. Such exhibitions of national artistic
heritage are universally informative
since it is always interesting to come to
know the unknown artworks of world-
renowned painfers. In addition, it
proved a really lucky chance to discover
new names of outstanding masters and
to realize what was kept hidden behind
the Iron Curtain, and how many iron
curtains and iron bars existed inside the
great Soviet power. Such an exhibition
as “Crossroads” is another proof of the
destruction of any such barriers on the
way of cross-cultural communication on
the international and intra-national
level.

Mpoun3BeaeHna yKpauHcKux nocne-
JloBaTesiell CeLeCCMOHa OKasalncb Kak
Obl BbICTaBKOW B BbicTaBke. Hapsagy c
MakcvMMoBMYeM B 3TOM pasgene npej-
cTaBsieHbl Tpu pabotbl Pepopa Kpuues-
ckoro: «lMopTper Hatanun Kpuuesckoi,
XKeHbl XyfoxHUKa» 1926 roja wn ABe
yactn Tpuntuxa «KusHb», C ycnexom
3KcnoHupoBaBlueroca Ha BeneuunaH-
cKoi 6ueHHane 1928 roapa. TpeTbum
yyacTHuKoM ctan Onekca HoBakoBCKun
(«Jlepa», 1924 wn rpaduyeckmii «ABTO-
noptpe™, 1934). N HaKkoHeu, Muxaun
XyK - He TonbKoO *usonucew, 1 rpaduk,
HO 1 KepamucT, 1 nucatenb. OH co3pan
MOPTPETHYIO rafnepelo YKpPamHCKUX Aes-
Tenei Kynetypbl - MiBaHa ®paHko, Bna-
anmumpa Coctopbl, MaBno TeiumHbl, HaTa-
NN YKBUN N MHOTUX APYrUX He3aypas-
HbiX ntogei. Ha BbicTaBke Obuio npeg-
CTaB/I€EHO €ro CMMBOJIMCTCKOE MaHHO
«benoe n yepHoe» (1912-1914), Hano-
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MUHalolee CTUIMCTUKY ero y4yuTens
CraHucnaBa BbicnaHbckoro, n ABa rpa-
dunyecknx noprpera.

Mownck nHaMBMAYanbHOro A3biKa AnA
CaMOBbIPaXeHNA, KaK U MOUCK Haumo-
HaNbHOW WAEHTUYHOCTK, NpyuBen B YKpan-
He n Poccum K cAMAHMIO MHOXecTBa
BAMAHWI. 3anag u BocTok, npownoe v Ha-
cTosilee, honbKAOpHOE 1 ypbaHucTyec-
KOe, HaTVBHOE N MHOCTPaHHOe — BCe Ha-
W0 OTPaXeHne B TBOPYECKMUX MOMCKaX,
nbo caMu XYAOXKHMWKW, Kak U YKpauHa,
Kak n Poccua, okasanucb Ha nepekpect-
ke BpemeHu, B ropHune Kotoporo poxaa-
Nnocb MCKyccTBO XX BeKa. AMeprKaHCKUI
nckyccreosey, KeBuH HaHc Hanucan npo
YKpauHcKmx xyaoxHukos B “Chicago Sun
Times": «OHM OKyHanu CBOM KUCTW B KaX-
nyto 6aHKy Kpacku — oT Kybusma u oyty-
pvi3Ma 10 MOZlepHa U KOHCTPYKTVBU3MaY.

BbictaBka «lepekpecTtku. Mopgep-
H13M B YkpauHe. 1910-1930» Heobbik-

AnekcaHap
XBOCTEHKO-XBOCTOB
Omenb Ha nedHuUKe.
ScKus K onepe

3. KweHeka «/xoHHU
Hauepblsaem»
1929-1930

Bymara, ryaub,
annavkauua. 77,7x54
LleHTpaneHbIin rocysap-
CTBEHHbI apxuB-My3eit
nutepaTtypbl U UCKyccTBa
YKpauHb!

Alexander
KHVOSTENKO-
KHVOSTOV

Glacier Hotel.

Scetch for “Johnny
Plays on” opera by Ernst
Krenek. 1929-30
Gouache, appligue on

paper. 77.7 by 54 cm
Central State Archive-
Museum of Literature

and Art of Ukraine

AnekcaHap
APXUMEHKO
MeHckaa pueypa. 1914
BpoHsa. 12x15%x67,5
MpaMopHbIi LoKoNb.
15,5x18,3

HauuoHanbHbIin
XYZIOXEeCTBEHHbIN My3eit
YKpauHb!

Alexander
ARCHIPENKO
Female Figure. 1914
Bronze. 12 by 15

by 67.5 cm

Marble base.

15.5 by 18.3 cm

National Art Museum of
Ukraine

MespayHapoaHas naHopama

HOBEHHO Mo3HaBaTenbHa Kak ANnA ame-
PVYKaHCKOro 3puTens, BO3MOXHO CpaBs-
HUTENIbHO MaNo 3HaKoOMOro C TBOpYe-
CTBOM YKPaWHCKUX aBaHrapAaucToB W
MO/ZIePHMCTOB, TaK U ANA POCCUAH, OKa-
3aBlumxcA B Yukaro unv B Hblo-Mopke
nocetmswmx ee. OHa yHMBepcanbHO No-
3HaBaTesNbHa: Mpex/je BCero noTomy, uTo,
BO-NepBbIX, BCErAa WMHTEPecHO YBUAETb
Hen3BecTHble paboTbl N3BECTHbIX BCEMY
MWUpy aBTOPOB, @ BO-BTOPbIX, PaAOCTHO
OTKpbITb ANA cebA HOBble MMeHa U NuLL-
HWIN pa3 cKasaTb cebe, CKONbKO e npe-
KPacHbIX XYAOXHWKOB CKpbIBanoCb 3a
«©KenesHbIM 3aHaBeCOM» 1 KaKoe Xe Ko-
NNYeCcTBO 3TUX 3aHaBeCcOB-3aCOBOB MO~
BECWN BHYTPU BEIMKON JiepXaBbl, noja-
pviBLIe MUpY MCKyccTBO aBaHrapga. U
KaK XOpOLLO, YTO OHU PYXHY/W, ABUB MUPY
MHOXeCTBO TanaHTIMBbIX WUMEH, B TOM
yvcne 1 3ameyaTeNbHbIX NpeAcTaBuTenemn
YKpPauHCKOro aBaHrapaa v MojepHun3ma.
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