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Ampipeit Benbiit'

B nouckax coBepiieHcTBa

HBeTbI COIIPOBOXKAKOT JIIOI[Cfl BCIO XKM3HbL. OHN n3aBHA MHTCPECYIOT HAYKY': OOTaHUKM OMNUCHI-
BAarOT 9TU paCTCHUSA U CO6I/IpaIOT nx B rep6apI/H/I, MCIUKU N3YydatOT HCIIC6HLI€ cporicTBa. C ApEB-
HEMIINX BPEMCH IMOYTHU Yy BCEX HAPOJOB MHUpaA MNPUHSTO B 0Cc000 BasKHBIX Cliydadax BCTpPCYATh
M MPOBOXKATb UBCTAMM, MCIIOJIB30BAThL MX [UISI YKPALICHMS. ITomumo HpaKTI/I‘{eCKOﬁ 1O0JIb3bI,

UBETHI CTAJIM CUMBOJIAMU U BbIPA3UTCJIAMA 1YBCTB. B Pa3HbLIX KYJBTYPAaX U B pa3HOC BPEMSI 3HaA-
YCHUS, KOTOPbIMU HA[ICJISIJIN UBETbI, MCHAJINCD.

@HODOCVIMBOJ’[HK& HEPENKO BCTpeya-
ercsi B bubauu. Tak, obOpa3 pas
TpeACTacT B BUIE TAHOTO M YYIECHOTO
BeuHouBeTyllero caga. OqHo u3 ouoderi-
CKUX TIpeJlaHUii paccKasbiBaeT O JIWJIUU,
BBIpOCIIIET M3 cJe3, MpoJUThIX EBoit
rnocjae u3rHaHus u3 Onema. Bo MHorux
npousBeaeHusX Ha Temy biarosemeHust
apxaHres [aBpunn npuobmkaercs K JleBe
Mapuu, nepka B pyKax 3T0O BEJIMKOJICITHOE
pacteHue. JIpeBHEeHIIUI U3 KyJIBTUBUPYe-
MBIX IIBETOB — JUJIUs OeJOoCHEXHasl,
BCTpevammiascs B mpupone B JIuBuwu,
TManectune n Cupun, — M3AaBHA TOYU-
TaJIcsl MylesIMU KaK CHUMBOJI HEMOPOYHO-
ctu. B EBpomne B cpenHue Beka OHa cra-
JIa OJIULIETBOPATH YMCTOTY, HCBUHHOCTb,
BBICOKOE TTpOMCXOXKIeHUe. V3bICKaHHbIe
uBeTky JaHabima (anmi. Lilies of the val-
ley), corlacHO XpHMCTMAaHCKOW JIereHe,
Ha3bIBAIOT «cje3bl boxueit Matepu»: B
XPYIKHUE HEXKHbIE KOJIOKOJIbLIbI TPEBPaTH-
JIUCh CJIe3bl, TIpoJuThie boroponuieit Ha
Caaroit Kpect. B 3anmannoit Espore nan-
NI TPUHSITO TapuTh Ha MPa3IHUK
marepeil. M3 mpeBHEpycCKOro cKazaHUs
0 HOBropoackoM Kymie Camgko y3HaeMm,
YTO 3TU LIBETHI POPOCIIN U3 CJIe3 OTBEPT-
HYTOI1 UM MOpPCKO¥ 1apeBHbI. [1o apyroii
JIETeH]Ie, B JIAHABIIIHN (BCTTOMHUM MX SIPKO-
KpacHbIe KPYTJIble SITOABI C CEeMEHaMM)
MNPEeBPaTUIUCh Karuld KPOBU, IMPOJUTHIE
CBATHIM [eopruem B OUTBE C JPAKOHOM.
CHUMBOJMYECKHE W CMBICIOBBIC
Mapajyiesid 3TUX UCTOPUIN OYSBUIHBI. 3a
MHOTHMMHU LIBETAMU MTPOYHO 3aKPEMUINChH
MpUOOPETEHHBIE W TIPUITMCHIBAEMbIC MM
CMBICITBI M CBOWCTBa: KpacHasi po3a —
cTpacTHasl JIIoO0OBb; GdJjep I'opaHX —

LIeJIOMyIpUe HEBECThbl; He3adyaka —
MOCTOSIHCTBO. Jlioau HaAeNsIOT 1[BEThI
MUCTUYECKMMM KauyecTBaMU, KaK BOJI-
1IeOHBbIA  Xap-1BETOK MMaNMoOpOTHUKA,
KOTOPBIM pacuBETAET JUIlb pa3 B roay —
B HOub Ha MBana Kymana, o3apsist Bce Bo-
KPYT OCJIETIUTE/IbHBIM CBETOM, U MCIOJI-
HSIET 3aBETHBIE XXEJAaHMsI TOro, KTO ero
Haiiner. OpUrnHaIbHbIe, HETIOBTOPUMBIE
«BHEIIHUE JaHHbIe» I'MAllMHTa, ITMOHA,
Hapuucca yBeKOBeUeHbl B 3(PdeKTHbIX
AQHTUYHBIX JIJIETOPUSIX.

C nmaBHUX TOpP 1BETHI, BEHKU, THUP-
JISHABL OBUIM CUMBOJIOM YBEPEHHON
B cebe BiacTu. LiBetamu ykpatanuchs na-
panHble BbIE3[bl, OOMIbHBIE MUPIIECTBA
Kineonarper 1 Hepona, Kopons-Connana
Jlronosuka XIV u Exarepunsl II. CoBeT-
cKasl BIacTh TOXe Jobuia 1BeTbl. Onu-
ChIBasi B CBOEM JHEBHUKE BHIOOPHI TIPE-
cenaresiss YupeauTeslbHOTO COOpaHus,
3unanga [unmnuyc ormeyvaet: «A JIeHUH,
OynTo ObI, CUIUT TaM B CBOEI “LIapcKoit”
JIOKe, BUIL UMEHWHHUKA U BECh B IIBeTaX!»?
BcnomHum MasikoBckoro: «f 3Haio —
ropon Oyaer, / Sl 3Hal0 — cady LBECTb...»*
Co BpeMeHeM 3a HEKOTOPHIMU IIBeTaMU
MPOYHO 3aKPENMUINCh HMIE0JOrMYecKue,
rocyapcTBeHHbIe CMbICIbI. B KoMMyHU-
cTriyeckoii Poccum «11BETOK KpoBHM»* —
KpacHasi TBO3/IMKa — ObICTPO MpeBpaTUII-
Ccs B OIMH W3 CHUMBOJIOB DPEBOJIIOLIUU.
DTa «CMyTHULIA TPEBOT» CBsI3aHa CO MHO-
TUMU KpoBaBbIMU coObITusiMU. He cran
HWCKJIIOYEHUEM U IpeyecKuit Mud o mpo-
HWCXOXIEHUM LBeTKa: ogHaxabl [uaHa,
BO3BpAIIAsiCh C HEYNAYHOUW OXOTHI, YBU-
JleJia MWIOTO MAacTyIlIKa, HAUTPbIBABLIETO
BecesIble HameBbl. YTBEPXKIasi, YTO IPOM-

TPETbSAK

)B(

KHe 3BYKM CBHMPEIM pacryrajd Audb,
0OrvHs B pOCTH HaOpocusiach Ha Oej-
HOTO IOHOIIY W BBIpBajia y HETo TIja3a.
OnomHuBIIKCH, [IlnaHa Mpulia B yXac
OT coBeplIeHHOro 3noaesiHusl. OHa O6po-
CHJia I1a3a MacTyIIKa Ha 3eMJTIO0, U U3 HUX
TOTYAC BBIPOCITU JIBE KPACHBIE TBOZIUKH
Kak BEYHOE HAlOMHUHAHWE O HEBUHHO
MPOJIUTOM KPOBU... SIpKO-KpacHasi TBO3-
KA CUMBOJIM3UPYET CTpagaHust XpUcTa,
ee MOXHO BCTPETUTh Ha M300paskeHUSIX
ManonHubl ¢ MaangeHueMm. OTpoMHYIO
pOJIb CBITPAJl 3TOT IIBETOK BO DpaHIINM.
Hanoneon bonanapt uz0pai 11BeT SIpKO-
KpacHOIt TBO3MKU [IJIsl OpieHa, KOTOPO-
My CYXJI€HO OBIJIO CTaTh TJIAaBHOM TOCY-
IapCTBEHHOU Harpamoit M®paHIy3cKoi
pecnyonuku. ToJIbKO ¢ TeUeHUEM BpeMe-
HUM KpacHasl «IBO3JIMYKa» IpeBpaTuiIach
B po3eTKy opaecHa [loyeTHOTrO JIeTHOHa...
[B0O3IMKY MbITAaCh «O0CTUTHE» MamaM
Kanmuc®, npocnaBuBiiasica cpoeit «JIn-
TepaTypHOil M UCTOPUYECKOU OOTaHU-
KOWi» M TOJKOBAHUSIMU <«IIBETOYHBIX»
cMbicoB. [lucatenbHuUlla npeacTaBisiia
IBO3IMKY BbIpAa3uUTEJeM TOpPSYEro, Mc-
KpeHHero yyBcTBa. He momorno. U ceii-
yac Bo OpaHIIUU 3TU LIBETHI HE TIPUHSITO
NapUTh POJACTBEHHUKAM W JPY3bsSIM —
CUYUTACTCS, YTO OHM TIPUHOCIT HETIPUSIT-
HocTtu. Ho ecnu BbiOupaelb OykeT uist
ce0s1, KYITUTb 5TU BEJIMKOJIEITHbIE U CTOJIb
pa3HOOOpa3Hble pAaCTEHUsS HE TOJbKO
MOXHO, a BecbMa XeJaTeJIbHO — OHU
MPUHECYT CYACTEE. ..

Betouka xenToii MUMO3bI BOILIOTU-
Jlach B OJIHY M3 COBETCKMX aMOJieM Mex-
JIyHaApOJHOTO KEHCKOro aHsa — 8 Maprta,
BMPOYEM, KaK U XOPOIIO MPUKUBILIUIACS
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world outlook. Moscow,
Respublika publishers, 1994,
p.329.

2 Gippius, Zinaida. Diaries.
Moscow, NPK Intelvap pub-
lishers, 1999, p.42.

3 Mayakovsky, Vladimir. Khre-
nov’s Story of Kuznetsktroi
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“Flowers in legends and
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s (Comtesse de) Genlis,
Stéphanie Félicité Ducrest de
St-Albin (1746 - 1830).
French writer, the author of
numerous books and novels,
including “Théatre d'éduca-
tion” (1779), “Adéle et
Théodore” (1782), “Les
fleurs, ou les artistes™ (1810).
Konstantin Batushkov called
her works “a catechism for
young ladies”.

6 TPETbAKOBCKAA TANEPEA THE TRETYAKOV GALLERY

. THE TRETYAKOV GALLERY

Yekaterina Selezneva

CURRENT EXHIBITIONS

“Russia is a big meadow — a green one with flowers breaking

into bloom”

Andrei Bely'

In Search of Perfection

Flowers accompany us throughout our lives. They have long been a focus of scholarly interest:
botanists describe and collect them to form herbariums, while medical researchers study the
useful and salutary properties of these exceptionally diverse plants. Nearly all nations of the
world have traditions, dating back over history, to greet guests and see them off on special occa-
sions with flowers, and to use flowers for decoration. But apart from their aesthetic properties
and practical use, flowers also became symbols and tokens of sentiments; their meaning often
varies from one nation or period to another.

he Bible, for one, has many instances

of floral symbolism. Paradise is
imaged as a secret and mystical, forever
blossoming garden. One of the biblical
fables tells about a lily which grew from
the tears of Eve driven out from the Gar-
den of Eden. In many paintings treating
the subject of the Annunciation the Angel
approaches Mary holding in his hands this
marvelous flower — one of the most
ancient cultivated in Libya, Palestine and
Syria kind of flora. The white lily was a
symbol of purity to the Jewish people. In
Europe the white lily became a symbol of
purity, chastity, and aristocratic origin.
According to another Christian legend,
lilies of the valley are called “tears of the
Mother of God” — the tears shed by the
Virgin upon the Holy Cross turned into
these tender little bells. The elegant lilies
of the valley, are usually presented [to
women] in Western Europe on Mother’s
Day. The old Russian legend about the
Novgorod merchant Sadko tells us that
lilies of the valley grew out of tears of a sea
queen he had rejected. According to
another legend, lilies of the valley —
remember their scarlet round berries with
seeds — were the result of a metamorpho-
sis of blood drops spilled by St. George
when he fought the dragon.

The symbolic and semantic parallels
of these stories are obvious. Many flowers
have long-standing attributed meanings
and properties: the red rose — for passion-
ate love, the fleur d’orange — for the bride’s
virginity, the forget-me-not — for loyalty,
and the like. People attribute mystical
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qualities to flowers — take for instance the
magic fire-flower of the fern that blooms
only once, on the eve of Ivan Kupala Day,
illuminating everything around it with a
dazzling light and fulfilling the dearest
wishes of those who pick the flower. Nar-
cissus and hyacinth became spectacular
symbols of ancient Greek allegories.

Flowers, garlands and wreaths were
symbols of strong power: they formed the
royal decorum of ceremonial and festive
processions, and of fabulous feasts of
Cleopatra and Neron, Louis XIV, France’s
Sun King and Catherine II.

The Soviet authorities indeed were
fond of flowers. It is astonishing to read a
January 5 1918 entry in Zinaida Gippius’
diary describing the election of the chair-
man of the constituent assembly: “And
Lenin, they say, is seated there in his
‘royal’ pew, beaming like a child on his
birthday party, flowers all around!”?. Just
remember Vladimir Mayakovsky’s “I know
the city will come about, I know the gar-
den will blossom...”. Sometimes flowers
became bearers of political, and state-
hood-related meaning. In Communist
Russia, “the flower of blood”,* the red car-
nation, quickly became one of the symbols
of the Bolshevik revolution. And indeed,
the “companion of troubles” has been
linked to many bloody events.

The Greek myth about the origin of
the carnation was no exception: once
Diana, returning home after an unsuccess-
ful hunt, saw a beautiful young shepherd
playing cheerful tunes. Seeing that the
loud sounds of the reed had scared away

her game, the infuriated goddess assaulted
the poor lad and pulled out his eyes. When
Diana recollected that event herself, she
became horrified by the evil thing she had
done and was overwhelmed by remorse.
The little shepherd’s gentle eyes haunted
her everywhere. She threw them on the
ground, and two red carnations grew out
of that as an eternal reminder about the
unnecessarily spilled blood... Scarlet car-
nations symbolize the sufferings of Christ,
and are featured in some images of the
Madonna and the Child. In France this
flower played a very important role.
Napoleon Bonaparte chose the colour of
the scarlet carnation for an order which
was to become the top state award of the
French Republic. And it was only after a
while that the red “little flower of carna-
tion” turned into the “rosette” of the
Order of the Legion of Honour...
Comtesse de Genlis®, famous for her “Lit-
erary and Historical Botany” (La
botanique historique et littéraire) and
interpretations of the meanings of flowers,
tried to “bleach” the carnation. The writer
represented the carnation as an emblem of
profound and genuine sentiment. Howev-
er, this did not help: today in France peo-
ple do not normally present carnations to
relatives or friends — it is believed that
these flowers bring misfortune. However, if
you buy a bouquet for yourself, you can,
indeed would be very well advised to buy
these beautiful and variegated plants —
they will bring good fortune...

Meanwhile, a twig of yellow mimosa
became one of the Soviet emblems of the
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“International Women’s Day the 8th of
March”, as, incidentally, did tulips, which,
having naturalized in Russia very well,
emblematize many things too. As Vadim
Sadkov noted, in the 17th century “the
Dutch not just saw this flower [the tulip] as
a symbol of quickly fading beauty — many
even believed that cultivating it was one
of the most futile occupations.”® The
French romantic writer Aloysius Bertrand’
maligned tulips through one of his charac-
ters: “among flowers, the tulip is what the
peacock is among birds. One is without
fragrance, the other is without voice. One
is proud of its robe, the other of its tail.”
Bertrand claims that the tulip, “the symbol
of man’s pride and lust produced
Luther’s ... odious heresies!” But soon the
tulip became so popular that the price of
the bulbs was set at a special tulip
exchange. Much time would pass before
this splendid flower became “the face” of
the Dutch kingdom. What a difference
from the chrysanthemum, the flower of
the sun, which from times immemorial
had been an emblem of the Japanese
imperial family.
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Yet we think of flowers above all as
the embodiment of the essence of natural
beauty, the epitome of the fine art of
florists, which has evolved and developed
together with human civilization. In 1844
an enthusiastic orchardist and writer
Alphonse Karr? in his introduction to J.J.
Grandville’s book “Flowers Personified”
(Les Fleurs animées)® wrote with irony:
“We may love flowers in several ways. The
naturalist flattens and dries them. He then
inters them in a sort of cemetery, called a
herbarium, and then underneath them
writes pompous epitaphs in a barbarous
language. Amateurs love only rare flowers
... But there are others of a happier turn,
who love all those flowers ... Such derive
from flowers their purest and most unfail-
ing enjoyments.... Happy they who love
flowers! Happy, indeed, if they love flowers
alone!”"

Thanks to poets, musicians and of
course painters, flowers have a different
and perhaps the fullest, longest and most
beautiful life, eternal life, in art.

In art flowers do not fade, and all the
traits of their real-life examples — beauty,
symbolism, and ornamentality — only
intensify. Live flowers appear to be a
reflection of the genius of the Creator of
Nature, and when they are represented by
a painter, they become an embodiment of
“art for art’s sake”, becoming doubly artis-
tic. The word “creator” is most appropri-
ate for this sort of imagery: the Creator had
made flowers, and the artist created a still-
life or a landscape...

Not every Russian artist painted
flowers. “For the first time in my life I
regretted that I can paint neither flowers
nor fruit...,” wrote Alexander Ivanov to
Karl Rabus in 1829." Karl Briullov did not
paint flowers either. The “Peredvizhniki”
(Wanderers) artists did not pursue such
opportunities either. And yet “the flower
theme” reflects quite well the history of
Russian art. Icons and frescoes in church-
es already had images of flowers and floral
ornaments. The visions of the pastures of
Heaven are impressive and diverse in the
icons centered around themes such as “In
Thee Rejoiceth”, “Abraham’s Bosom”,
“The Penitent Thief Rakh in Paradise”,
“The Mother of God Enclosed Garden”.

The rose, which came to Russia in
the 16th century, became the Mother of

God’s flower for Russian Christians as
well. One legend tells about a red rose
which grew from the drops of blood of the
crucified Jesus Christ, the rose’s colour
forever reminding people about the Sav-
iour’s atonement for their sins and His
blood spilled for them: such is the icon
“Eutropius Mother of God”. Interestingly,
Russia’s most important icons such as
Simon Ushakov’s “The Tree of the
Moscow State” features Metropolitan
Pyotr and Prince Ivan Kalita planting a
huge wide-branched mystical rose shrub-
tree which produces marvelous red roses.
The image of the Mother of God of
Vladimir (Vladimirskaya), in the centre of
the composition, is surrounded with large
flowers. Over time, the theme of the
“Mother of God the Fadeless Blossom”
gained circulation. This theme most likely
originated in the 17th century on Mount
Athos, inspired by the Byzantine Akathis-
tos hymns.

Roses gained a prominent place in
secular art as well, over the years figuring
more and more prominently in still-lifes.
During the three centuries that the Russ-
ian school of secular art existed, flowers
often became the main, or at least equal,
character in different works. In the age of
the “Europeanisation” of Russian pictori-
al art flowers often became one of the
attributes of portraiture. One example of
this is a portrait of Empress Elizabeth
Petrovna by Georg Caspar Prenner. Look-
ing at it, one is tempted to quote the
above-mentioned M-me Genlis, who,
through one of her characters, advised an
artist beginning their career: “A garland of
flowers sometimes can help explain the
content of a picture, and even the per-
sons... this would be more valuable than
captions.” Elaborating on this idea, the
adviser proposed to create pictures “con-
sisting of flowers alone, which would
replace ‘different sentimental phrases,
fanciful slogans and even beautiful
verse’.”"? Here one is reminded of the
superb works of the remarkable still-life
painter Ivan Khrutsky and the “brilliant
dilettante”'"® Fyodor Tolstoy. Both artists
shared Goethe’s belief that the “simple
imitation of easily perceived objects — like
flowers and fruits — can be brought to the
utmost perfection ... The craftsman will
become more talented and outstanding if

o

Sadkoy, Vadim. About still-lifes in the art of old Flemish and Dutch masters. Catalogue of exhibition "Language of Flowers." Triumph Gallery. Feigen Aaron Ltd, p.5.

Bertrand, Louis, known as “Aloysius Bertrand™ (1807-1841). Poet, writer. Author of prose poems “Gaspard de la nuit. Fantaisies a la maniére de Rembrandt et de Callot™ (published in

1842), which were praised by Charles Baudelaire and inspired Maurice Ravel to compose three ballads for piano. Bertrand is considered an ancestor of surrealism.

[

Karr, Alphonse (1808-1890). French writer and journalist. In 1839 he became editor of the magazine “Le Figaro™. He published a satirical journal “Les Guépes™ (Wasps). After his retire-

ment in 1849, he moved to the Cote d’Azur, where he engaged in his favorite pursuits — gardening and the writing of plays and novels.

©

Grandville, Jean Ignace Isidore Gérard (generally known by the pseudonym of J.J. Grandville) 1803-1847. French graphic artist. He made illustrations for the works of La Fontaine,

Béranger, Swift, and Defoe. Shortly before his death he published “L'Autre Monde™ (1844) and “Les Fleurs Animées™ (1847). “Grandville is interesting for the crazy aspect of his talent,”
wrote Baudelaire about him. He was praised by surrealists.

10 Quoted from “Ozhivshiey tsvety” (Animated Flowers), Moscow, Tritona publishers, 2008, p.6.

" Quoted from Irina Bolotina. Problems of Russian and Soviet still-lifes. Representation of inanimate objects in the pictorial art of the 17th-20th centuries. Moscow, Sovetsky Khudozhnik

(Soviet Artist) publisher, 1989, p.99.

12 . . . . .
Quoted from Klara Sharafadina. Floral codes in the poetics of Genlis’ prose (the novel “Les Fleurs, ou les artistes™)

nAccording to Pavel Muratov. Quoted from Irina Bolotina. Problems of Russian and Soviet still-lifes. Representation of inanimate objects in the pictorial art of the 17th-20th centuries.
Moscow, Sovetsky Khudozhnik (Soviet Artist) publisher, 1989, p.88.
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B Poccuu TionbnaH, KOTOpOMY TOXeE MpH-
XOIUTCST 0003HAUaTh MHOTOE. CrieLIMaIucT
o royimaHackoMy uckycctBy B.A.Cankos
orMevaeT, yto B XVII Beke, «coriacHo
MpeICTaBICHUSIM TOJUIAHMIIEB, 3TOT lIBe-
TOK ObLT HE TOJBKO CHUMBOJIOM OBICTPO
yBSIAlOILEl KPacoThl, HO U €ro pasBejie-
HUE BOCIPUHUMAJIOCH... KaK OTHO U3
CaMBIX CYCTHBIX M TIIETHBIX 3aHSATHII»®.
DpaHiy3ckuii mucaTeab-poMaHTK Jlyn
beptpaH’ KiIelMMT TIOJbMAH YCTaMU
OJTHOTO M3 CBOMX repoeB: «Cpeau 1IBETOB
TIOJIbIIAaH — TO K€, 4TO TaBJUH Cpeau
ntuil. OAuH JMIIeH apoMara, APYro —
rojioca, OJWH TOPIUTCS CBOMM HapsIIOM,
JIpyroil — xBocToM». bepTpaH 0OBUHSIET
TIOJIbIIAH — «CHMBOJI MOXOTU M TOPJbI-
HU» — B TOM, YTO TOT MOPOIWJI «Mep30-
cTHyI0 epech JItotepa». Ho Bckope 11BeToK
CTaJl TIOJIb30BAaThCs TAaKOU TOIMYJISIpPHO-
CTBIO, UTO 1IEHbI Ha JTYKOBULIbI YCTaHABIIU-
BAJIMCh Ha CIIELUAAIbHON TIOJbIAHHOM
Ooupxke. MHOTO BOJBI YTEKJIO, MPEXkIIe YeM
TIOJIbIIAH YIOCTOWJICS CTaTh «JIALIOM» TOJI-
JIAHJCKOTO KopoJieBcTBa. B otimuume ot
XPpU3aHTEMBbI — LIBETKA-COJIHIIA, — CYMTAIO-
1Ieiicst aMOJIeMOit SITOHCKOTO UMIIepaTop-
CKOTO JIoMa C He3araMsTHbIX BpEMEH.

W Bce-Takm, B MepBYIO Ouyepenb,
LIBEThI BOCIIPMHUMAIOTCSI KaK BBIpa3HTe-
JIU KBUHTICCEHLMU TMPUPOAHOM, HATY-
paJbHOM KpacoThl, KaK BOILIOIICHME
M3SIITHOTO MUCKYCCTBA (hJIOPUCTUKH, TIPO-
LIEAIIEero JOJTUA IMyTh CTAHOBJIECHUST W
Pa3BUTHUSI BMECTE C YeJOBEUYECKON 1IMBH-
mm3auneit. B 1844 romy cTpacTHBII camo-
Box mmcaresib Anbdonce Kapp® B mpenu-
cnoBuK K KHure IpanBmis® «OxXuBIIME
LBETBI» ¢ UpoHUEi 3amevan: «CylecTBy-
€T MHOTO CMOCOOOB JIIOOUTH LIBEThI. Yye-
HbI€ WX CYILIAT U XOPOHSIT B MECTaX, Ha3bl-
BacMBbIX TepOapusiMU, a IMOTOM TOMellla-
0T CBepxy snuTaduyu Ha BapBapCKOM
si3pIKe. JIIOOUTeNU LIEHST JIUIIb peaKue
usetel. <..> Ho ectb npyrue, Gosee
CYACTJINBBIC JIIOJM, KOTOPHIE JIFOOST BCE
LIBETHI... OHU O0s3aHbI LIBETAaM CaMbIMU
YUCTBIMU M HaleXHbIMU YIOBOJIbCTBU-
M. ...CUHacTIMBBI T€, KTO JIIOOWUT IIBE-
Tl! CUacTIMBBI T€, KTO JIIOOWUT JIMIIb
LBETHI» '

Bbnaromapsi mostam, My3bIKaHTam
¥, KOHEYHO, XyIOXHHMKaM IIBeTaM Iapo-
BaHa WHasl, BEpOSITHO, camasl ITOoJiHasl
U MpeKpacHasi BeUHasl K1M3Hb.

Ocmamucsa MONCHO 8 NAMAMIU AHOOCKOI
He yuxaamu cmuxoé u He momamu nposbl,
A autub 0OHOU-eOUHCIMBEHHOU CMPOKOU:
«Kax xopowu, kak ceexcu 6o posvi!»"

ZKuBble 1BETHI KaXyTcsl OTpaskKeHU-
€M reHuaabHOCTH TBopIIa, a 3arneyaTieH-
HBIE XyTOXXHUKOM — CTaHOBSITCS BOILIO-
IEHNEeM <«HCKYCCTBa paaud WCKYCCTBa»,
CBOMCTBAa WX peaJbHBIX MPOOOpPa3oB —
KpacoTa, CUMMBOJMYHOCTb, NE€KOpPaTUB-
HOCTh — TOJBKO ycmimBatorca. K aToit
HaType CJIOBO «TBOpell» Haubosiee Mpu-
MeHuMo: TBopell co3aan LBETHI, a XyT0X-
HUK — HaTIOpPMOPT WJIN TTei3axk.

He Bce pycckue macrtepa nzobpaxa-
Ju 1uBeThl. «[lepBblii pa3 B KM3HU cOXa-
JIeJI 51, 9YTO He YMEIo TrcaTh HU 1IBETOB, HU
I0a0B», — coobmian B 1829 romy Asek-
cannp Msanos K.M.Pabycy'. He mucan
1BeToB U bprosioB. HeMHoro xxuBomnucu
TaKoTO pojia y rMmepeaBmkKHUKOB. U Bce ke
«I[BETOYHAs» TeMa BechbMa IOJHOIEHHO
OTpaxkaeT UCTOPUIO PYCCKOTO MCKYCCTBA.
Ve B MKOHax M (peckax BCTPEUYAIOTCS
n300paXkeHUsT IIBETOB M DPACTUTEIbHBIE
OpHaMEeHTHI. BrIpasuTesIbHbI U pa3HO00-
pa3HbI MPEACTaBICHUST O PaCKUX KyIllax
B TTaMATHHMKAX IPEBHEPYCCKOM KMBOITUCH
Ha ctoxeTbl «O Tebde pamyercsi», «JloHO
ABpaamMoBO», «byiaropazymHbIii pa30o0ii-
Huk Pax B pato», «boromareps Beprorpan
3axkiroueHHEI». Po3a, 3aBe3eHHast B Poc-
cuto B XVI Beke, CTAHOBUTCS U JIJIST pyC-
CKUX XpUCTHAH I1IBETKOM boroponuiisl.
B omHOIM U3 JlereHI TOBOPUTCS O KpaCHOM
po3e, BEIPOCIIIeii U3 KaIleJIb KPOBU PACTIsI-
toro Ha kpecte Mucyca. Ee uBer momkeH
CIIYXXWTb JTIIOISIM BEUYHBIM HATTOMUHAHUEM
o MmydeHuueckour cmeptu Cracutens
paau MCKYIIeHUs] uX rpexoB. MMeHHO
TaKylo po3y Mbl BUIUM Ha UKOHe «boro-
matepb EBTpombeBckas». WHTepecHO
OTMETUTh, UTO B BaxkHeleM st Poccuu
obpase «JlpeBo rocymapctBa MOCKOB-
ckoro» CuMmoHa YIIakoBa MUTPOTIOJIUT
Tletp u xHs3p MiBan Kanura caxaioTt or-
POMHBII BETBUCTBIA MUCTUYECKUI KyCT-
JIEPEeBO, 3alBETAIONINI BETUKOJICTTHBIMU
KpacHBIMU po3aMu. PacroyioxeHHBIN B
LIEHTpe KOMIMo3uliuu oopa3 boromatepu
Bnanumupckoil okpy:XeH caMbIMM KpYy-
mHbIMU I1BeTaMU. Co BpeMeHEM TToJTydaeT
Bce OoJblliee pacrmpocTpaHeHWE KO-
Horpadusi «boromarepp “HeyBsimaemblit

6
Caokoe B.A. O HaTIOPMOpTE B TBOPYECTBE CTAPhIX (DIAMAH/ICKMX U TOIIAHICKMX MacTepos // Karasor BbicTaBky «SI3bIK 1BeTOB». M., 2006.

C.5.

7 JIyu Beprpan (1807-1841), cpaniy3ckuii noar, micarens. ABTop nosm B npose «[acnap u3 Tombl, hanTasuu B Manepe PemGpanjra n Kamno»
(omy6nukoBanbl B 1842 rojy), Kotopble Gbuti ormeuets! Hlapnem Bopnepom, Broxxosim Mopuca Pasesst Ha cosanue Tpex 6anaj st (op-

Tenuaxo. Beprpana cunTaloT npejireyeii cloppeanmsma.

8 Anbonc Kapp (1808-1890), chpairysckuit nucaTesb 1 KypHamicT. M3aTens exeMecsHOro caTupuyeckoro xypHana “Les Guepes”
(«Ocb1»). B 1839 romy 6bL1 Ha3HAYEH [MABHBIM pefJaKTapoM >KypHana «Purapo». Beriiis B orcraBky B 1849 rojy, yexan Ha JlasypHbiit Geper,
rjie npefasics JIHOOUMbIM 3aHSITHSIM — CaJIOBOJICTBY U COYMHEHUIO MMbEC U POMAHOB.

® pauBmIb, HacTosiee umsi — 2Kan Mnbsic snpop 2Kepap (1803-1847), cpaniry3ckuit pucoanblyk i rpaep. MIumocTpupoBan countenns
Kana nie JTacpontena, [Thepa 2Kana Beparke, pomanbt Ixkonarana Cendra, Hannans [Tedo. Hesazonro 1o cMepTH 0my6GIMKoBan cepiu
hanTacTHUeCKUX prcyHKoB «MHoit Mup» (1844) n «Ozxusime upetsl» (1847). Ero nenum croppeanictbl. «[paHBHIb HHTEPECEH CyMacIle/eit

CTOPOHOIT CBOETO TajlanTa», — mucan bopep.

leMTA no: OskuBiune usetsl. M., 2008. C. 6.

" “
Cruxorsopenne 51.A Xenemckoro o noare XIX seka M.IT.MsaTnése.

12
Iy, no: Boaomuna M .C. TIpoGlieMbl PycCKOro i COBETCKOro HaTIopMopTa. M3o6paskenue Bew B skuBoric X VII-XX Bekos.

M., 1989. C.99.

Teopr Tacnap Mocud
¢oun [TIPEHHEP

Tlopmpem umnepampuiyot
Eauzasemuvt [lemposrot

1754
Xouicr, Maciio
202,8 x 1572

rTr

BbICTABKWN

Georg Caspar Joseph von
PRENNER Topmpem umnepampuybt
Portrait of Empress Eausasemot AnexceesHol
Elizabeth Petrovna. 1754 1802

Oil on canvas Xorner, macio. 130,5 x 99
202.8 x 157.2 cm rr

Tretyakov Gallery

Kan Jlopan MOHBE

Jean Loran MONIER
Portrait of Empress
Elizabeth Alexeevna. 1802
Oil on canvas

130.5 x 99 cm

Tretyakov Gallery
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he adds to his talent the education of a
botanist.”"

At first glance, the flower images by
the renowned masters of the Russian art
school, such as Isaac Levitan, Ivan Kram-
skoy, Vasily Polenov, and Viktor Vasnetsov,
seem almost botanical. But these painters’
intimate, “low-key” still-lifes and sketch-
es speak more about feelings than repre-
sentation. The small-size picture “Gali-
lean Anemone” (1883) by Polenov pro-
vokes essentially the same feelings as the
red roses or carnations in the iconography
of Christ. Whereas the origin of Ivan
Kramskoy’s “Phloxes” (1884) is linked by
some researchers to his work on the pic-
ture “Inconsolable Grief” (1884) ™.

Such “flower art” truly came to blos-
som at the turn of the 20th century, a time
that saw the rise of special symbolic plants
which sometimes surpassed their natural

counterparts. In pictorial art, artificial
flowers were on an equal level with their
real-life equivalents and became a part of
the “World of Art”. The “Scarlet Rose”
gave way to its “blue” counterpart, which
for a while remained the key flower in that
artistic mindset. What an unbelievable
“medley of grasses” was created by Viktor
Borisov-Musatov, Nikolai Sapunov, Alex-
ander Golovin, Konstantin Korovin,
Nikolai Kuznetsov, and Martiros Saryan!
However, the “floral” landscape of Russ-
ian pictorial art would not be complete
without lilac, which began to be cultivated
in Russia in the last quarter of the 18th
century. Lilac, or “syringa”, was at first a
modest extra in the melancholy realistic
pictures from everyday life such as “Every-
thing in the Past” or “Grandmother’s
Garden”, but later, thanks to Mikhail
Vrubel, it occupied a major role.

M.C.CAPbSIH

Leemwvt Cambera. 1914
Xorncr, Temnepa

60 x 71

T

Martiros SARYAN
Flowers of Sambek. 1914
Tempera on canvas

60 x 71 cm

Tretyakov Gallery

B.J.IIOJIEHOB
Tanuneiickasn
anemona. 1883
Xoricr, Maciio
16,5 x 10,8

ITr

Vasily POLENOV
Galilean Anemone. 1883
Oil on canvas

16.5 x 10.8 cm

Tretyakov Gallery

H.A.AHJIPEEB
Bakxanka. 1911-1912
durypa nomynexaras
Kepamuka, aHro6s!,
r1a3ype. Beicora 34
rTr

Nikolai ANDREEV
Bacchante. 1911-1912
Reclined figure
Ceramics, engobe, glaze
Height 34 cm

Tretyakov Gallery

As Osip Mandelshtam poetically for-
mulated it, its “lilac fit of faintness”
enthralled, thrilled, and cast a spell. It
became a favourite pictorial object for
many artists. Lilac was pictured by Mikhail
Larionov, Natalya Goncharova, and Pyotr
Konchalovsky. The “Knaves of Dia-
monds” of course drew inspiration from
other plants too — the artists seemed to be
eager to decouple flowers from their
botanical nature and relocated them into
the “colourings” of Modernism. Their
flowers are nothing like the famous Russ-
ian poet Valery Bryusov, “Miserable little
flower of the northern spring, You are
redolent of the meekness of peaceful
silence!”

Such artists were strongly drawn to
this rich, bright, alluring, and lively “flow-
ery” colour; probably it is no accident that
the words “colour” and “flowers” in the
Russian language are cognates. According
to the memoir of one of his students,
“Mashkov mostly made himself the paints
he used. He loved that diversity of madder
lakes, translucent and tenderly-pink, the
purest cadmiums, the bluest ultramarines,
the splendiferous ‘veroneses’, the golden
and translucent ochres, the ivory, the shin-
ing white, which, with a subdued hiss,
were creeping out on the polished surface
of the huge nut-tree palette.”'® All these
precious “colour” riches imbue his best
still-lifes with a splendid unique colouring,
his trademark.

1BET”», BO3HUKIIAsSI, BEPOSITHO, Ha Ado-
He B XVII Beke. Ee nurepaTypHoil ocHO-
BOM SIBJISTIOTCST TEKCTHI BU3aHTUMCKUX
akacducrtoB, B Kotopbix [IpecBsrtas /lesa
CpaBHUBAETCS ¢ HETJICHHBIMU W HEYBsIIa-
€MBIMU IIBETAMU.

Po3sbl cranu Oe3ycioBHBIMU (aBoO-
pUTaMM M B CBETCKOM XKMBOIIMCH, C TO/IA-
MU OHU Bce 0OoJiee yMPOYMBAIM CBOU
MO3UIIMY B HATIOPMOpTE. 3a TPU C JIUIII-
HUM BeKa CyIlIeCTBOBaHUS PYCCKOI CBET-
CKOM XyIOXKECTBEHHOM IITKOJIBI LIBETHI HE
pa3 ObIBaJIM TJIABHBIMU WJIM PaBHOIPaB-
HBIMU T€POSIMU MHOTHX TPOM3BEICHMUIA.
B amoxy «eBporen3annm» pyccKoi XKUBo-
TMCH 1IBETHI YaCTO CTAHOBSITCSI OMHUM M3
aTpUOYTOB MOPTPETHOIO MCKYCCTBA, Kak,
HanpumMmep, Ha nojiotHe [.I. ¢on IlpeH-
Hepa C M300pakeHUEM WMIIePaTPULIbI
Enuzasersl IleTpoBHbI. IMsiast Ha aTOT
MOPTPET, XOYeTCsl MPOIUTUPOBATh YXKe
YIIOMUHAaBIIyloCcs Magam nae Kauiuc,
KOTOpast ycTaMU OJTHOTO M3 CBOMX T'epOeB
JaeT COBETbl HAUMHAIOIIEMY XYIOXHUKY:
«[UpasgHA U3 1IBETOB MOXET MHOTAA CITy-
KWTh 71T OOBSICHEHUSI COEePXKaHUS Kap-
TUHBI, U JaKe CaMbIX JIUII... 3TO OoJiee Obl
MMEJIO 1LIEHbI, HeXelW Haanucu». Pa3Bu-
Basl CBOIO MBIC/Ib, COBETUYMK IIpejaracT
co37aBaTh KapTUHBI, COCTOSIIIINE TOJBKO
U3 1IBETOB, 3aMEHSIOIIUX <«pPa3HblE YYB-
CTBUTEJIbHBIE BBIpAKEHUS, 3aMbICIOBa-
Thle JEBU3BI M JaXe TPEKpPaCHBIC CTH-
xu»", Kak He BCITOMHHUTbL B 3TOM CBSI3M
MPEBOCXOMHbIE TPOM3BEACHUS MAITpa
HaTiopmopTta .M. Xpyukoro u «ojecTsi-
mero auietanTa»'* @.I1.Toactoro. [pu
3TOM 00a XyI0XXHUKA BIOJHE Pa3ae/sioT
B3Il [€Te, CYMTABIIETO YTO «ITPOCTOE
MojipaXkaHue JIeTKO BOCTIPUHUMAIOIINM-
cs1 00bEKTaM — BO3bMEM, K IPUMEDPY, XOTSI
OBl LIBETHI U (PYKTHI — YK€ MOXKET OBbITh
JIOBEACHO OO BBHICIICH CTEIEeHU COBEp-
IeHCTBa... MacTep cTaHeT ellle 3Ha4YM-
TeJbHEee U spye, eclyd MOMMMO CBOETo
TajlaHTa OyAeT elle MU 0OOpa30BaHHBIM
GOTaHUKOM» ",

Ha mepBblii B3I KaXyTcsl MOYTH
«OOTaHMYECKUMU» U LIBETHI Xy10XKHUKOB,
CTaBIIMX TOPAOCTHIO PYCCKOM IITKOJBI, —
W .N.JIeBurana, M.H.Kpamckoro, B./1.ITo-
neHoBa, B.M.BacHenoBa, — HO ux Kamep-
HbIE, <«TUXHE» HATIOPMOPTHI M OTIOMBI
0oJiee TOBOPSIT O YYBCTBaxX, HEXeId O
npeacTaBuTenbcTBe. Hebombinas nmo pas-
mepy «lanmuneiickast aneMoHa» (1883)
[ToneHoBa BBI3BIBAET, TIO CYTH, TE XK€ UyB-
CTBa, YTO M KPacHbIEe PO3bI WM FBO3IUKU
B uKoHorpadguu Xpucra. A MosiBIeHUE

H.H.CAIITYHOB
Basa, yeemwi

u ¢ppykmot. 1912
Xorncr, Temnepa
1472 x 1158
T

Nikolai SAPUNOV
A Vase, Flowers
and Fruit. 1912
Tempera on canvas
1472 x 1158 cm
Tretyakov Gallery

|I'Goethe, Johann Wolfgang. Simple imitation of nature. Manner, style. Works. V.X. Moscow, GIKhL (State
Publisher of Literature), 1937, p.401.

'5The motif of flowers, very prominent in the painting, led Kramskoy to tackle a genre somewhat unusual

1

3Lan'. no: Hlapagpaouna K.M. ®nopoumdpsl B noaruke nposbl C.4.2Kaumic (poman “Fleurs,
ou Artistes”). Muposas Kyasrypa X VII-XVIII BeKoB Kak METaTEKCT: IUCKYPChI, KaHPbI, CTUIIH.
Matepuanbl MexyHapoJiHOro Hay4yHoro cumnosiyma «BocbMbie JTadoHTeHOBCKME YTeHMS .

Cepust “Symposium”. Bbn. 26. CII6., 2002. C. 101.

14
To Beipaskenmto [1.I1.Myparosa. Lur. no: Boaomura M.C. TIpoGnembl pyccKOro 1 COBETCKOTO HATIOP-

Mopta. M3o6paskenue Benw B skuponnck X VII-XX Bekos. M., 1989 C. 88.

'S Feme 1 B. TTpocroe nogpaxauue npupope. Maunepa, cruib. Co6p. cou. 8 10 . T. 10. M., 1980. C. 26.

1

6 o
«MoTuB LBETOB, UIPAIOLLMIT CYILIECTBEHHYIO POJib B KapTite, noOymi Kpamckoro oGparntsest

«®nokcop» (1884) Kpamckoro HeKOTO-
pble UCCJIeNOBaTe CBS3BIBAIOT C €rO
paboroii Haa kapTuHoil «HeyremHoe
rope» (1884)*.

IMopnmuHHOTO pacuBeTa «IBETOYHAS
SKMBOITUCH» TOCTUTJIA Ha pyoexe XIX—XX
BeKOB. B mpousBeneHUsIXx 3TOro Bpeme-
HM TIOSIBJISTIOTCSI OCOOBIE CHUMBOJMYECKHE
pacTeHusi, TMOPOI MPEBOCXOAIIINE IO
CBOMCTBaM CBOUX COOpaTbeB U3 MPUPOJI-
Horo mupa. McKyccTBeHHbIE 1IBETHI ypa-
BHUBAIOTCS B TIPaBax C X €CTECTBEHHBIMU
MPOTOTUIIAMU U BXOHST B «MUP HUCKYC-
CTBa». «Aasi po3a» yctymnaet Mecto «loiy-
00i1», KOTOpast Ha KOPOTKOE BPeMsI CTaHO-
BUTCS MIEPBOM U TJITABHOM B ITOPOXIEHHOMN
€10 HOBOM XYIO0XXECTBEHHOI peaibHOCTHU.
Kakoe HeEBEpOSTHOE «pa3HOTPaBbe» CO3/Ia-
1 B.D.bopucos-Mycatos, H.H.CarryHoB,
A 4.TonosuH, K.A.KoposuH, I1.B.Ky3He-
noB, M.C.CapbsiH! Ho «1iBeTouHasi» Kap-
TUHA PYCCKOM XKMBOIMCHU HE OyIeT TOJI-
Holil 06e3 cupeHu, kotopywo B Poccun
CTaJIM Pa3BOAMTH B IMOCJIEAHEN YETBEPTU
XVIII Beka. CupeH, cepuHra, CUHEIb —
TMOHAYaJly CKPOMHAs CTaTUCTKAa B TpYy-
CTHOBATBIX PEATMCTUYECKUX TOCTAHOBKAX

BbICTABKWN

Baj1. OHa cTajia JIOOMMOI MOJEIbI0O MHO-
rmx xymnoxHukoB. Ee mmucamm M.D.Jla-
puoHoB, H.C.Tonuaposa, I1.I1.KoHuanos-
ckuii. ByOHOBOBaJIeTLIEB, KOHEYHO, BIOX-
HOBJISLTM M Apyrue pacteHust. Kaxkercs,
OHM CTPEMUJIMCh OTOPBATh 1IBETHl OT
0OTaHMYECKON MPUPOAbl U TEPEMECTUTh
B BEJIMKOJIEITHBIE «PACKPACKW» MOIEP-
Hu3Ma. VX 1BEThI COBCEM He TTOXOXHU Ha
OPIOCOBCKHE «IIBETUKM YOOTHE ceBep-
HOI BECHBI», BEIOLUE «KPOTOCTHIO MUD-
HOU TUIIMHBI»! Ha couHbIiA, sIpKuMii, BIe-
KLU, XUBOW «LIBETOYHBIIN» KOJIEp 3TU
XYIOXHUKHW CJIETAIOTCSI, KaK IMYesbl Ha
HekTap. HaBepHoe, HeciydailHO ciioBa
«IIBET» U «IIBETHI» B PYCCKOM SI3BIKE OJTHO-
KopeHHble. [To BOCITIOMUHAHUSIM OJIHOTO
13 YYeHUKOB MalllkoBa, KpacKu, KOTOPbI-
MM TTHCaJT MacTep «B OOJBIIMHCTBE CITyda-
€B ObLIM CTePThl [MM] COOCTBEHHOPYYHO.
Kpacky oH 110611 Bo BceM pazHoo0Opa3uu
KparuiakoB, MPO3pauyHbIX U HEKHO-PO30-
BBIX, UMCTEUINX KaaMUEB, CUHEHIINX
YJIBTPaMapuHOB, M3YMUTEIbHBIX “Bepo-
HE30B”, 30JI0TUCTBIX U MPO3PauyHbIX OXP,
CJIOHOBOM KOCTH, CUSIOIINX OCJINII, C TH-
XMM LIMIIEHUEM BbIMOI3AI0UIMX Ha TIOJIH-

K HECKOJIbKO HEOOBIYHOMY JITTst Hero XkaHpy. OJHOBpeMEHHO ¢ paboToit Hajl KapTuHoit B 1884 rojty on
HAaIica/l HECKOMBKO OykeToB». [oabowmerin C.H. ViBan Hukonaesny Kpamckoit. KusHb 1 TBOpYeCTBO.
M., 1965. C.231.

for him. Working on the picture, in 1884, he at the same time produced several pictures with flowers.” S.N.

’ n (he pi ) : tuna «Bce B mponutom» win «baOylIKMH ~ pOBaHHYIO MOBEPXHOCTh OFPOMHOI Ope-
Goldshtein. Ivan Nikolaevich Kramskoy. Life and Art. Moscow, Iskusstvo (Art) publisher, 1965, p.231

caj» 6rmaromaps M.A.Bpy0Geinto peBpaTu-  X0BO# mayuTphl»'’. Bee 310 AparoiieHHOE
Jlach B IPUMaJOHHY. Ee «IMIOBBIil 0OMO-  «KpacoO4YHOe» OOraTcTBO HACHIIIAET €ro
POK» 3aBOpaKMBaJI, BOJTHOBAJI, 3a4YapOBbl-  JIyYLIME HATIOPMOPTHI BEJIMKOJEMHBIM,

lﬁYury Merkulov. Essays about VKHUTEMAS (Higher Arts and Crafts Workshop) in the 1920s. In: “Strug-
gle for realism in the 1920s’ visual art. Documents and memoirs”. Moscow, Sovetsky Khudozhnik (Soviet
Artist) publisher, 1962, p.200.

17
Mepiyaos 0. BxytemacoBcKue 04epKH JiBaiLaThIX TojioB // bopbba 3a peamsm B 1300pasuTebHOM
uckyccrse 20-x rofoB. Marepuaiisl, JOKyMeHTbI, BocniomuHanust. M., 1962. C. 200.
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E.M.BEBYTOBA
Maznoauu. 1922

Xoumner, Macio. 66 x 73
T

Elena BEBUTOVA
Magnolia. 1922
Oil on canvas

66 x 73 cm
Tretyakov Gallery

M.H.JKOBJIEB
Kyxaa. 1907
Xorct, Macio
107,2 x 106,5
ITr

Mikhail YAKOVLEV
A Doll. 1907

Oil on canvas

107.2 x 106.5 cm
Tretyakov Gallery

17J0rge Luis Borges. The Flow-
er of Coleridge (La fleur de
Coleridge).

The avant-garde created its own
flowers, born from Mikhail Vrubel’s crys-
talline structures, and they become incor-
porated into a different world in Cubist
and abstract pieces by Aristarkh Lentulov,
Natalya Goncharova and Vera Popova.

In the Soviet era the still-life with
flowers was seized upon by some artists as
a chance to make “art for art’s sake”, to
work for their own enjoyment, without a
feigned pathos and pretention, to tackle
“formal” painterly problems; to other
artists it offered a chance to decorate (or
add a few decorative touches to) life, for
“flowers” are always in demand with lovers
of interior décor and collectors. Contra-
dictory artistic tendencies of the 1950-s —
1980-s are demonstrated in the showy and
academic still-lifes of Alexander Gerasi-
mov and Dmitry Nalbandyan as opposed
to the low-key compositions by Sergei
Gerasimov, Georgy Nikich, Igor Obrosov
and Tair Salakhov and the subtle refined
colouristic decisions in still-lifes by Robert
Falk and Vladimir Weisberg.

The new Russian art of the second
half of the 20th century saw flowers pre-
dominantly as construction objects: parts
of a flower can be lifted from the sub-con-
scious, as in Vladimir Yakovlev’s works,
which represent an archetype of sorts of a
flower; or some artists, like Sergei Shutov,
can apply some artistic practices of recent
predecessors (such as Andy Warhol, for
example); or like Anna Birshtein be tradi-
tionally inspired by nature.

“What if, in your dream, you went to
heaven and there plucked a flower? And
what if, when you awoke, you had the
flower in your hand? Ah, what then?”
inquires one of the characters from a story
by Argentinian writer Jorge Luis Borges.
“I wonder what my reader thinks of that
imagining. To me it is perfect,” replied
Borges to his character."”

After Adam and Eve were driven out
from paradise, humankind, with flowers,
received a reminder of the lost Eden bliss,
as well as the eagerness to keep and to cap-
ture the image of this fragile, diverse and
ephemeral beauty in art.

“The remains of paradise on earth,”
was how the Russian Saint John of Kron-
stadt defined the essence of flowers, and
following these words the exhibition that is
to be opened in the Engineer Wing of the
Tretyakov Gallery on March 5 2009 has
taken the same title. This exhibition devot-
ed to the floral subject in Russian art is the
first attempt to collect, systematize and
showcase this highly interesting, impress-
ing and luxuriant visual material. The
installations made of live flowers will form
a spectacular pictorial commentary, a sort
of mirror for comparing the real objects
and their art images.

The Tretyakov Gallery express their grati-
tude to the “Society for the Encourage-
ment of the Arts” foundation and OAO
Bank VTB for their financial support of
the project.

0COOBIM, TOJIbKO MaIllkoBy MPUCYIIUM
KOJIOPUTOM.

ABaHTrap/ co3/1ajl CBOM LIBEThl, KOTO-
pble POAMIMCH U3 KPUCTALIMYECKUX
cTpyktyp Bpy6enst. OHM coemMHSIOTCS
C JIpPYyTMM MUPOM B KYOUCTUYECKUX U
abctpakTHbeIX onbiTax A.B.JleHtynosa,
H.C.Tonuaposoii, JI.C.ITomoBoii.

B coBeTckylo 310Xy UBETOYHBIN
HaTIOPMOPT CTaJI IJIST OMHUX XYITOXKHUKOB
BO3MOXHOCTbIO TBOPUTDH «MCKYCCTBO JJISI
MCKYCCTBa», paboTaTh 1JisI cebs1, 6e3 T0XK-
Horo nadoca u danbiiy, peiarb KUBO-
nucHbIE «(opMalibHbIe» 3a1auH, LIS APY-
TUX — YKpacuThb (WJIM TPUYKPACUTh)
KW3Hb, BeIb Ha <«I[BETHI» BCErIA €CThb
CIPOC cpey KOJUIEKIIMOHEPOB U JIIOOUTe-
JIel YIOTHBIX MHTEPbEPOB. XyI0KECTBEH-
Hble Kouu3uu 1950-x—1980-x romoB
OTpaxkeHbl B COMOCTaBJeHUU 3bdheKT-
HBIX, MHOTJIA CaJOHHBIX HaTIOPMOPTOB
A.M.Iepacumona u JI.A.HanGannsHa co
caepxaHHbIMU Komnosuuusmu C.B.Iepa-
cumoBa, A.FO.Hukwuua, I1.H.OGpocoBa,
T.T.CanaxoBa 1 TOHKMMU >KMBOITUCHBIMU
rammamu 11BeToB P.P.®anvka u B.I Beii-
cOepra.

HoBoe poccuiickoe MCKyccTBO BTO-
poli mooBUHBI XX BeKa YBUIEIO B IIBET-
K€ CKOpee BO3MOXHOCTH IS KOHCTPYH-
POBaHMSI: €ro YaCTU MOTYT U3bIMAThCS U3
nojaco3HaHusl, Kak y Branumupa Axosne-
Ba, JAIOLIEr0 HAaM HEKUI apXeTUII 1IBETKA,
WK 13 paboT HEeIaBHUX MpPeIlIeCTBEH-
HUKOB (DHau Yopxoja, Hampumep), Kak
y Cepres lllyToBa, 1 cHOBa U3 TIPUPOIHI,
Kak y AHHbI bupiireiiH.

«Ecnu yenoBek Obl1 Bo cHe B Paio
M TIOJTYYMJT B TOKA3aTEIbCTBO CBOETO Ipe-
ObIBAaHMSI TaM 1IBETOK, a MPOCHYBIIUCbH,
CXKMMaeT 3TOT LIBETOK B pPyKe — 4YTO
Torma?» — BONpOILNAET OOWH M3 TepoeB
Bopxeca. «He 3Hato, Kak paclieHUT 3TOT
00pa3 unTaresb, Ha MO B3IJISI, OH CaMO
COBEPILEHCTBO», — OTBEUYAET aBTOp™....

IMocne m3rHanusg u3z Duema Amama
u EBBI 4YeroBeYecTBO, TOJYYMB IIBETHI,
MOJYYWJIO U HallOMUHaHUE 00 yTpayeH-
HOW paiicKoil GnaromaTv, U CTpeMJIeHue
yIepxXarb, 3arevatieTh 3Ty XPYIKYIO pa3-
HOOOpPa3HYI0 M HEIOJTOBEUHYIO KPacoTy
B McKyccTBe. «OCTaTKM pas Ha 3eMje» —
TaK OIpEeAe]UI CYIIHOCTh IIBETOB PYC-
ckuii cesatoii MoanH KpoHiurtaackuii.
DTO U3peueHue Aaji0 Ha3BaHUeE BbICTABKE,
OTKPBITHE KOTOPOW COCTOMTCS 5 MapTa
2009 toma B MHXeHepHOM KoOpITyCe
TpeTbsikoBckoil rayepeu. IloarorosneH-
Hasl K TOKa3y 3KCIO3ULIMS, TTOCBSIILIEHHAS
IIBETaM B PYCCKOM MCKYCCTBE, — IepBas
B Poccun momnbITKa OCMBICIEHUSI 3TOrO
MHTEpeCHeliIlero u OoraTeilliero mare-
puana. VMHCTaIISIIMU U3 XUBBIX 1IBETOB
cTaHyT 3¢ ¢eKTHLIM 00pa3HbIM KOMMEH-
TapueM, CBOEOOPa3HbIM 3€pKaJoM IS
CpaBHEHUS XMBOM M 3aredyaT]eHHOM
B TIPOM3BEICHUSIX NCKYCCTBA HATYPHI.

Tpemvskosckas eanepes 6Oaaeodapum
Dond «Obwecmeo noowpenus xydo-
acecme» u OAO bank BTH 3a ¢unanco-
8YH0 N000ePIICKY 8bICMABOUHO0 NPOEKMA.
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Alexander GERASIMOV
Roses. 1940

Oil on canvas
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Tretyakov Gallery
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