MOIIM N Mbl JYMATb, YTO OCYLECTBAEHWE BbICTABOYHOIO

" 0 c " E MPOEKTA MOJ, HA3BAHWEM «[YTU PYCCKOTO MMIMPECCMOHM3MAY
BCTPETUT CTOJIbKO HEMOHUMAHMA U JAXKE HENPUSATUA? Mbl CO-

3HABANIN, KOHEYHO: 3AlYMAHHAA BbICTABKA PACXOAMTCA C

B bl cTAB KM OPUEHTUPAMM «AKTYAJIbHOCTW», MPEOBJTAAKOLLMMM B MOCTCO-
BETCKOM XYJOXECT-

EWE PA3 O PYCCKOM WMNPECCWOHNIME BEHHOM TTPOCTPAH-
CTBE. HO, BO-MEPBbIX, K HALLEW BbICTABKE BblJl BECOMbI UCTOPUYECKWI NMOBOJ; CTONIETHUIA
OBUJIEM COIO3A PYCCKUX XYA0XHWKOB. BO-BTOPbIX, C HEJABHMX MOP U CAMU PEBHUTENIN
«AKTYAJTbHOTO WUCKYCCTBA» HAYAJIM BCMOMUHATb O LIEHHOCTSIX KUBOMUCW. N B-TPETbUX,
TPETbAKOBCKASA FANIEPEA MOKA3bIBAJIA XKUBOMUCHYIO TPAAULIVIO CPX, BOBCE HE BO3BO/A EE
B MEP/T TBOPEHWS; OHA NMPEACTABAJIA B EAIVIHOM KOHTEKCTE C BbICTABKAMM MHOW HATPAB-
NIEHHOCTW, TAKMMMU, KAK «<MOCKOBCKASI ABCTPAKLINSI BTOPO MOMIOBMHbI XX BEKA» U «ABAH-
[APZ, HA HEBE»... C/IOBOM, MOXHO Bbl10 HAAESATbCA HA CO3EPLATENIbHO B3BELIEHHOE BOC-
MPUATUE «MYTEA UMMPECCUOHN3MA». OHAKO MHOTUE KPUTUKN OTO3BAJINCH OB 9TOMN 3KC-
MO3ULMN C HECKPbIBAEMbIM PA3[IPAYKEHVEM. BbICTABKA HE YCTPAMBAJIA TJIOBAJIbHO: U UM-
MPECCMOHM3M OTEYECTBEHHbI - HE UMMPECCMOHM3M, U «[TYTW» EFO AKOBbI HE NYTU, A TYMK-
KW, [AE K TOMY KE 3ATXJ10 MOTATMBAET COLIPEAZIN3MOM U3XKMUTOMO COBETCKOTO OBPA3LIA. XO-
TA B LIEJIOM PEAKLIMSA HA BbICTABKY OKA3AJIACb MOJIAPM30BAHHOW, CKENCUC KPUTUKOB, MPE-

TEHAYROLWNX ®OPMNPOBATb OBLLECTBEHHOE MHEHWE, PACXOAWJICA C BJIATOJAPHBIM BHUMA-
HUEM NYBJIMKN N HEMAJIOM YACTU BECbMA ABTOPUTETHbIX COBPEMEHHbIX XY 0>KH/KOB.

WE COULD NEVER HAVE EVEN

IMAGINED THAT WAYS OF RUS- RUSSIAN IMRESSIONISM
;’EAgET’”:V’Tf:ﬁ‘C’:’;f;U“;'SE”RT REFLECTIONS AFTER AN EXHIBITION
STANDING AND EVEN ANTAGONISM. OF COURSE, WE HAD REALIZED THAT THE PROJECT MIGHT FALL OUT-
SIDE THE MAINSTREAM TOPICS WHICH OUGHT TO BE CONSIDERED "IMPORTANT" IN THE POST-SOVIET
HISTORY OF ART. BUT, IN THE FIRST PLACE, THE EXHIBITION HAD BEEN DEVISED FOR A VERY IMPORTANT
OCCASION - TO MARK THE CENTENARY OF THE UNION OF RUSSIAN ARTISTS. SECONDLY, IT WAS ONLY
RECENTLY THAT THE ZEALOTS OF THE IDEA OF "IMPORTANT ARTS" REMEMBERED ABOUT THE IMPOR-
TANCE OF PAINTING. AND, LAST BUT NOT LEAST, THE TRETYAKOV GALLERY DID NOT MEAN TO PRESENT
THE RUSSIAN TRADITION OF PAINTING AS A PEAK OF PERFECTION. NOT AT ALL: THE PROJECT WAS

MEANT TO COMPLEMENT OTHER EXHIBITIONS COVERING OTHER TRENDS, SUCH AS MOSCOW ABSTRACT
ART 1950-2000 OR AVANT-GARDE ART ON THE NEVA RIVER AND THE LIKE.

< AAPXUMMOB. B komHaTtax. 3a pa6otoi. 1926. Xonct, macno. 106x86. Abram ARKHIPOV. Indoor Work. 1926. Qil on canvas. 106 by 86
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ernoHMMaHMe LWo, TakuM 06pa3oM, 13 NCKycCcTBOBeYeC-

KOW cpeAbl, B OCHOBHOM (POPMMPpYIOLLEe KOpnyC Kputu-

KoB. /1 06BACHNMO OHO, CKOpee BCero, To 0CO0BEHHOCTLI

Hallero LeXOBOro CaMOCO3HaHWSA, KOTOPYID XOYeTcs Ha-

3BaTb KPW3VICOM €ro UCTOPUKO-XYAOXKECTBEHHOIN COCTaB-

nALwei. Kak nHaye NoHATb ABHOE HeCoBMajeHNe OXMUAa-
HWI 1 peanbHOCTY, CBA3AHHbIX C YNIOMAHYTON BbicTaBKoW Ha KpbiM-
ckoMm Bany? CTOMT HaNOMHUTb NPEeX/ie BCEro, YTO BbICTaBKa, 00bAB-
NeHHas Kak nocsslweHne ctonetuio Colo3a pyCCKMX XYAOXKHUKOB,
B yacTu Matepmana pybexa XIX-XX BB. He coziepana HU eAMHON
BeLK, KoTopan He ABnAnachb Obl BNOAHE TUMNWYHON AN BbICTABOK
CPX nnbo thaKTMyecKn Ha HUX He 3KCMOHWpoBanach. Mexay Tem
Hac ynpekanu: otyero 3gecb BpybeneBckas «CupeHb», «XopoBog»
PabywkuHa, nei3axu u uHTepbepbl BanenTtuHa CepoBa 1 aaxe pa-
60Tbl rops Mpabaps. Bonpockl 6bi1m 6bl yMECTHbI K €CO3HUKaMY,
0TOMpaBLIMM BCe 3TO MO CBOEMY pa3yMeHMIo, HO He K KypaTtopam
BbICTaBKMW, OTpaxatoLell NpaKTUKy AaHHoro obbeanHeHus. Mpun-
LMNUanbHbIN e BONpoC 0 ToM, YTo 3cTeTrka Coto3a AeicTBUTENbHO
HeoHO3HauHa, 0TYACTK Aaxe Kak ByATo pasHoHanpasieHHa, Honee
NpaBOMEPEH, HO U OH He eAVHOXAbl 06CYKAaNCA UCTOPUKaMU OTe-
4eCTBEHHOTO MCKYCCTBa.

HayuyHas Tpaanums AaBHO BbiSBMUNA ABONCTBEHHYIO NMPUPOAY
TBOpYecKMx yctaHoBoK MacTepoB CPX Kak B yactu ¢opmanbHoi,
)XaHpOBOM, CTUNEBOW NpobnemMaTnKK, Tak U B CUCTEME KOOPAMHAT
«OT peanusMa K MOAEPHM3MY», 0XBaTblBaloLlell BCIO 3BOJOLMIO
€BpOMenCcKoro NcKyccTea Ha nepenome BekoB XIX n XX. B otau-
4me OT CUCTEMbI BbIpaXeHWs, KyNbTUBMPYEMO aKaeMU3MOM U B
G0oNbLION Mepe NMPUHATON NepeaBVKHUKAMU, €CO3HMKOBY Aena-
N0 HOBaTOpPaMW, MOAEePHUCTaMU — «MMMPeCcCUOHUCTaMK» NpeBanu-
pyloLLee XMBOMUCHOE BUAEHME C aKLLEHTOM Ha KoJlopucTUYecKue,
LIBETOBblE U CBETOBble KauecTBa 3puMoro Mupa. Ho nHterpauus
3TMX KayecTB paBHO BO3MOXHa ANA HUX U B (hopMe JOCTAaTOYHO
61IM3KOr0 K HaType MJEH3PHOrO 3TAA, KAMEPHOTO MO pa3Mepy, U
B (hopMe 60/bLLOI eKOPaTUBHOM KapTUHbI-MaHHO. B TakoM wnpo-
KOM Jnana3oHe }aHpoBO-KOMMO3MLMOHHbIX MOAVUGBUKaLMIA HaxXo-
AAT NpOABNEHNe N BECbMa HECXOAHbIE CMbIC/I0BbIe BEKTOPbI: MO~
TVBbI IMPUYECKOW UCMOBEAM, MO3TUYECKME MeUYTaHNA, pedieKcum
tdurnocodcKoro, penMrMo3HOro 1 UCTOPMYECKOro NopALKa, NOMbIT-
KU CUMBOJINCTCKOTO MOCTUXKEHWUA TallH MUpo3AaHusa. 3aecb 06b-
ACHEHWe, KaKk MO COMTUCh Ha COIO30BCKUX BbICTABKaX He TOMb-
ko CepoB v KopoBuH, Ho n MockBa c MeTepbyprom, «peanusm» c
«cumBonusamom» - Anagxanos unu Cepreii MiBaHoB ¢ Bpy6enem,
BopucosbiM-MycaTtoBbiM, HectepoBbiM, a Takke ®uaunn Mans-
BUH, *KykoBckui, [pabapb 1 HoH.

370 HaM 1 x0TeNnochb NoKa3aTb BbICTABKON C NepBOHAYabHbIM
Ha3BaHueM «KuBas Tpaamuma», npuypoyeHHon K 100-netunio CPX.
Otcloaa 3aMbicen ee NapuTETHOrO HacblleHns paboTtamu pybexa

1. J1.C.BAKCT. Noptpert JL.M.Tpuuenko. 1903. Xonct, macno. 142x101,5
Leo BAKST. Portrait of L.P.Gritsenko. 1903. Oil on canvas. 142 by 101,5

2. H.ATAPXOB. PuiHok B npeamecTbe IMapwka. 1907. Xonct, macno. 112x76
Nikolai TARKHOV. Market on the Outskirts of Paris. 1907. Qil on canvas. 112 by 76

3. K.AAKOPOBWH. Moptpet aptucta ®epopa MsaHosuya WananuHa. 1905.
Xoncr, Macno. 65x46,1

Konstantin KOROVIN. Portrait of Fyodor Shaliapin. 1905. Oil on canvas. 65 by 46,1

1890-1920-x rr, cepeauHbl 1 Aaxke 0TYaCTVM BTOPOM MONOBUHbI
XX B. Mbl CXOAMNN U3 OLYLLEHNA W YOEXAEHUSA, 4TO AMANOT C Tpa-
anumeii CPX (BHyTpy ceba BecbMa MHOronuKoiil) coxpaHsan Teop-
YECKW CTVMY/IMPYIOWMI CMbIC/ BMIOTb A0 MOKOMEHWNA COBETCKUX
XYAOXKHWNKOB-CLIECTUAECATHMKOBY, TeX, YTO HaYMHalOT Ha MCxoae
1940-x rr., gocturatoT 3penoctv B 1960-e 1 npofomKaloT akTUBHO
pabotatb B 1970-1980-e rr, a MHbIE 1 O CEr0 BPEMeHU; BO3MOX-
HY!0 AVICKYCCMIO O TOM, UMeeT I Ha3BaHHasA TPaaULMA NepcnexkTu-
BY B C/IefyIOLMX MOKONEHUAX POCCUMCKNX XYLOXHWUKOB, aBTOpbI
MpoeKTa OCTaBWUIW 3@ ero pamMKaMu. YMeCTHO Noj4YepKHyTb: KOraa
Hac ynpeKanu, 4To BbicTaBka B [ Tl npowuna nocne nokasos pyccKo-
ro MMNpeccroHnsMa B nuTepckom Pycckom Mysee u npouv3sBsepe-
HWI «COl03HUKOB» B My3ee nuyHbix Konnekunin FTMUN mnm. Mywkun-
Ha, YyTb /M He MOBTOPAA WX B «ocnableHHOM» BapuaHTe, CoBep-
LIEHHO YNyCKanoch M3 BUAQ, YTO CTOSb pa3BepHYTOr0 COnocTaBe-
HWA «CTaporo U HOBOTO» Te 3KCMO3MLMMN OTHIOAb He AaBanw. Bos-
MOXHO, UTHOPMPYA NOAO0OHBI MOMEHT, KOCBEHHO HaM XOTeNN cKa-
3aTb, YTO 3TO CaMOe HOBOEe» HecocToATeNbHO. Beab HasbiBanach
K€ OfIHa 13 CaMbIX TEHAEHLMO3HbIX (MIOC K 3TOMY, NoHasA rpybbix
OLWNBOK 1 AaXKe UHCWHYaLWIA) cTaTeid Mo NOBOAY ranepencKoi Bbl-
CTaBKMW, — KCTaTW, onyb6iMKoBaH 3TOT TEKCT aBTOpa, HallejLlero
HY)XHbIM CKpbITbCA Nog nceBgoHuMoM MaBna KuHuHa, 6Obin rase-
Ton «KynbTypa», - «TynnKOBbINA NyTbY...

Wpes cBA3aTb Ha3BaHMe 3KCNO3MLMMN C KOHKPETHBIM XyA0e-
CTBEHHbIM TeyeHneM Bo3obnagana B lanepee 6nmke K caMoMy Bep-
Hucaxy. OHa Oblna NpUHATa M3 CO0BpaXKeHUI, 4TO OTChbI K PYCCKO-
My WMMPEeCCUMOHM3MY MOCIYKWUT MpuBIeYeHnto 3putensd. Moxer
ObITb, B 3TOM NJaHe OH Kak-To cpaboTan; B 1t06OM ciyyae, oTcyTCT-
BMeM NybiMKK B CBOMX 3anax Mbl 06MxeHbl He Bbinu: B pasrap fet-
Hel Kapbl BbICTaBKy nocetuno 6Gonee 27 Tbic. Yenosek. OaHaKo
B UTOre Mbl NOAY4UAM cneumduyecKyto cutyaumio. Myseii okasanca
[O/MKEH He TONbKO MOKa3aTb MaTepualbl CBOEN KOMMEKLMN 1 aMe-
PUKaHCKUX NapTHepoB 13 MUHHeanonuca, MMeloLLye OTHOLEHWE K
3afAB/IeHHON TeMe (<BOT MMeHa M Beluy, COCTaBAAOLME ABEHNE
PYCCKOro MMMNPECcCMOHM3Ma Ha NPOTAXEHWUWN ero CTOPUMY), HO OA-
HOBpPeMeHHO NPOBOLMPOBaN AVNCKYCCUIO C KaXKAbIM, KTO ronaraer,
YTO PYCCKMIA MMMPECCHOHM3M COBCEM He TaKOB, YTO 3TO U He UM-
MpeccrMoHn3M BOBCe, U BOODLLe BKEHNE B HUKY/A.

XoTA, MO WCTOPUYECKOW NOTWKe, 3TO AMCKYCCUA HECKONIbKO
CTpaHHas, He ByAeM yKNoHATbCA oT cropa. CTepKHEBOW apryMeHT,
MO3BONAOLLNI COOTHOCUTbL 3aHUMaloLLLee Hac AB/EHVE C MMMNpeccu-
OHW3MOM, Mbl npuBeny Bbilwe. OH KacaeTcA rMaBHOMO MHCTPYMEHTA,
OCHOBHOro (hopmManbHOro MpUHLUMNA, CTWNEBON MHHOBAaLWK, NO-
cpencTBoM KoTopbix MacTepa CPX peanusytoT nx BocnpusaTve Mupa.
Mpuaetca HaNOMHUTB M KaXyLLeecs XOPOLLO U3BECTHBIM: PyCCKYIO
KMBOMUCb MOTAHYNO K 3TOMY «A3bIKY» M0 NPAMbIM BAWAHUEM
(paHLy3CKoro MNpeccmoHn3ma, Hanbonee oveBUAHbIM y PennHa
n MoneHoBa nocne ux napwxckoro neHcuoHepcersa 1870-x rr. n
no3aHee - eBponenckux Bosikeit monogbix CepoBa 1 KoHcTaHTMHa
KopoBuHa. A HepBbl, nayLme oT Ha3BaHHbIX NpapoauTenei Yyepes
PYCCKy'0, NPenMyLLEeCTBEHHO MOCKOBCKYIO, XMBOMMCHYIO LUKOAY K
KaXX[,OMy 13 nepcoHaxen BbicTaBku [T coBeTCKOM nopebl, - AOKY-
MeHTaNbHO MOATBEPXAEHHbI MOMEHT MX TBOPYeCKMX Guorpaduii.
Mpuyem KntoueBas ponb B nepesaye TPAAMLIMK, U 3TO TOXe U3BECT-
HO, NpUHagNexana 3ecb TaKNM BblIJAIOLMMCA XyA0XKHUKaM-Neaa-

hus, there had been hope that Ways would be received with

deliberation and measured appreciation; sadly, many art

critics spoke about the show with unveiled irritation. Every-

thing was thought wrong: Russian impressionism was

thought not to be impressionism at all; its ways were

believed no way but rather dead ends. And it seemed to
smell of the outlived fusty socialist realism of Soviet tradition. But the
general response proved to be quite polarized: the scepticism of art
critics, who claimed to be moulding public opinion, was countered by
the grateful attention of the public itself, as well as qualitative judg-
ment of some prestigious contemporary painters. Thus, it was the art
critics whose judgment provoked misunderstanding. That can only be
accounted for by the type of their specific professional mentality,
resulting from a kind of "crisis" of history of art. There cannot be any
other explanation for the mismatch between what had been expected
and what actually proved the aftermath of the show presented in the
Krymsky Val Exhibition Hall.

Moreover, they should not have forgotten that our exhibition,
announced as a tribute to the centenary of the Union of Russian
Artists, did not include a single picture that had not been either exhib-
ited in, or was very typical of, the Union’s shows from the turn of the
19th and 20th centuries. Thus, their rebukes at the inclusion of "Lilac”
by Mikhail Vrubel, or "The Girl's Dance" by Andrey Ryabushkin, or
landscapes and indoor scenes by Valentin Serov, or even some can-
vases by Igor Grabar, seem groundless. Why this or that canvas was
selected was a question that might have been put to those "Unionists"
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who initially did the job, not to the curators of the current exhibition.
What is more important is that, although the selected pictures do
reflect the practices adopted by the Union, their aesthetfics seems
really ambiguous and even sometimes controversial. This matter has,
rightly, caused many disputes among historians of Russian art. Long
ago scholars already agreed on the versatile nature of the artistic
aspirations of the masters who belonged to the Union. In terms of
form, genre, stylistics as well as orientation - from realism to mod-
ernism - they followed all the trends displayed in European art at the
turn of the century.

Compared to the way of expression adopted by the academi-
cians and more characteristic of the peredvizhniki the "Unionists"
gave preference fo the tableau vivant impression accentuating the
bright palette and the play of colours and lights that we see in reality.
That made the "Unionists" look like trailblazers, modernists, "impres-
sionists". Such characteristics could manifest themselves equally in a
small plein-air study of a landscape or in a huge ornamental canvas.
A wide range of genres and compositions allows a great diversity of
implications: from lyrical avowal to poetic reverie, philosophic con-
templation or religious apprehension, or some sort of analysis of a his-
torical event, or a symbolic perception of the riddles of the universe.
That accounts for the great variety of the works and names brought
together at the Union’s exhibitions: Valentin Serov and Konstantin
Korovin, the Moscow and St. Petersburg schools of painting, realism
and symbolism, Alajalov alongside Sergey Ivanov and Mikhail Vrubel,
Victor Borisov-Musatov and Mikhail Nesterov alongside Philip
Malyavin, Stanislav Zhukovsky, Igor Grabar and Konstantin Yuon.

That was what we infended to say in our exhibition, which was
originally named The Living Tradition and dedicated to the cenfenary
of the Union of Russian Artists. That explains its particular interest in
works painted in the period 1890-1920, around 1950 and, partly, in
the years 1950-2000. Our assumption was that a creative dialogue
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LAUE 1)

roram, Kak Ceprein lepacumos, Kpbli-
moB, MounTanos, ®aBopckas n Yek-
Ma30B.

Tenepb 0 ToM, CX0Xe i BCe 3T0 C
(paHLy3CKMM 3TaNloHOM MMMpeccuo-
HU3Ma. A MOXHO 11 Boo6pasmnTb TBOp-
4ecTBO, OT Hayana u Ao KoHua cneay-
\ fowee B (apsaTepe NOPOXAEHWUN
y ,1” NHOW Kyﬂb‘l;ypbl 1 noysbl? 3auem Poc-

cuu BTopoit Sayapa MaHe B nuue, Ao-
nyctum, Banentuna CepoBa, a rnas-
Hoe, Mor nu, xoten nn CepoB 6bITh
BTOpbIM MaHe? 370 e nonHbli ab-
CYpA - pasrnarosbCTBOBaTb O «BKIIIO-
7*! ! YeHWM pYCCKOro WCKyccTBa B MUpO-
iiv, ¥ BOI XYAOXECTBEHHbIN KOHTEKCT» Noj
Al BM/OM KaKoii-TO perinku (hpaHLy30B,
UTanbAHLEB, HEMLEB UM aMepuKaH-
ueB. H1 oAMH 13 cepbesHbIX poccui-
CKMX KPUTUKOB NPOLLIOro BONpOC TaK
M He CTaBuWN, 3TO XMMepa HOBOpYC-
CKMX WHTEerpaTtopoB oT apTbusHeca.
KoHeyHo, poccuiickas BeTBb UMMpec-
CUOHU3MA A0MKHa Bblna NPUHECTU U NPUHEcna MNoAbl, OTMeYeH-
Hble HEKOTOPOI CaMOBOBITHOCTBIO.

Ha Halwein noyBe MMNpeccMoHM3M 3aKOHOMEpPHO CTaHOBUTCA
NMo3MOI N0 MpeuMyLLeCTBY JEPEeBEHCKON, KPECTbAHCKOM, a 3aTeM
NPOBUHLMaNbHOM 1 ycafebHO-AauHON XU3HU 1 MeHee BCEero - ro-
pOACKoW arnoMepaumu nmbo cronnuHoi 6orembl. Haw «vmnpeccu-
OHWUCTUYECKNIA» NEeH3P BNEKO He CTONbKO K XapKoMy MapeBy Jie-
Ta, CKO/IbKO K CepeHbKMM HebecaM 0ceHU, a ecnn K ApkocTu KpbiMa
WAV CUSAHWIO BeCEHHEN Na3ypy MW XKe, HaKOHeL, NecTpoMy AeiicTBy
APMapKw, TO KaK K MrHoBeH1AM npasgHuka. U ewe. Hawwe «mckycct-
BO BMeYaTIEHNA», Kak NpaBuio, 04eHb HeBEe3pasnyHO K TeMe U
uyBcTBY Poccum, nuHOMy aBTOPCKOMY MocTuxeHuto ee cyaeb; co-
CTaBAAiOLLee BaXKHYI0 4YacCTb BHYTPEHHEN XW3HWU XYAOXHWKA, OHO
BbIIMBaeTCA B XMBoONucU. Bo3MOXHO, 3T0 HEKOe 3X0 MOLLHOrO Ha-
LIMOHANbHOIO MeHTaNuUTeTa NepeaBUKHIKOB, BCE PYCCKOMN KynbTy-
pbl BTOPOW MONOBWHbI AeBATHaALaToro cronetus, Ho y CepoBa, Kak
ny Yexosa, PaxmaHnHoBa 1 VX HacneAHNKOB, B TOM YMCAe JTyHLLNX
XUBONUCLIEB, NpUHaanexawmx Tpagnumm CPX, 6binas «HapoaHuye-
CKasn», «peBOJIOLMOHHO-1EMOKpaTMYecKan» coumanbHocTb 06pas-
HbIX MpeACTaBfeHUiA nepepacTaeT B IMpUYECKoe YyBCTBO CepAey-
HOV NPUBA3aHHOCTU K POAHLIM MeHaTaM, noyse, npupoge. BuHe-
BblIll Caj POOBOro rHe3Aa He yBAAaeT B ra3ax J1lo6oBu AHApeeBHbI
PaHeBcKol 1 oxmBuBLLero ee YexoBa. CxoAHOe YyBCTBO B lOMOTKa-
HoBckmx Buaax Ceposa, KaptuHax KykoBckoro n BuHorpagosa,
«3eneHoM Luyme» PbinoBa; No-cBoeMy - B rpe3ax BpybeneBcKoi cu-
peHu, a NOTOM elLe 1 eLle pa3 3aHOBO CTOJb e MCKpeHHee NocTu-
YKEHVe POAMHbBI Mbl YIOBUM B LLYMe MOXalCKMX BeTeN, LBETEHUM KO-
nokonbumkoB Cepresa BacunbeBuuya lepacrMoBa, B U3HypAIOLLEM
Kpaco4HoM OyiicTBe neTHero nyra MnactoBa («CeHoKoc»).

Otctofa cBoeobpa3sme XMBONUCHOTo novepka mactepoB CPX
nx nocnepoBareneii. PasaenbHblii Ma3oK, AVBU3MOHNCTCKAA TeXHU-
Ka UM B BonbLUMHCTBe Yyabl. OT 3TOro UX MaHepa MOXeT Ka3aTbeA

5.

apxaunyHoit, 61M3Koii cTapoMy «peanmamy». Ho B ocHoBe TyT Gbisi Bce
ke MHow annapat 3peHus. OH 6a3upoBanca Ha NPOCTPaHCTBEHHOM
LIBETOBMAEHUW, @ He Ha NepCreKTVBHOM pPUCOBaHMM, OTYEro UCTbIN
nepeaBMXHUK MACOeA0B U KNEMMUT MaHepy CEPOBCKUX «feBYLLIEK»
He MHaue KaK «cuhunmMcom», nocTbiaHon 6onesHbto. M Tem He MeHee
PYyCCKOMY UMMPECCUOHN3MY OCTaeTCA JOpOXKe NBUMbIA HaTypHbIN
MOTMB (IMYHOCTHO 3HAYMMas «CMMBONMYecKas hopMa» Npupoabl), a
He TeXHUKA ABUKEHWIN KUCTW, KMBOMUCHbIN NpreM, Ma3oK. AM6uLmm
KWUCTW 34eCb, TaK CKa3aTb, yMMPatoT B NPUPOJHOI opraHuKe nobrMo-
ro obpasa. 3To xapaKTepHO Aaxe AnA Hanbonee «ANBU3NOHUCTCKO-
ro» cpeam «coto3HunKkos» Mpabapa 1900-x rr, u 370 B LenoM ocnabns-
€T MOZIEPHUCTCKOEe HanpsAXeHVe pyccKoi Bepcumn MMMNPECCMOHM3Ma
MO CPaBHEHWIO C ayTeHTUYHoOW (paHuy3ckoil. MNopgobHoe «oTcTaBa-
HWe» HaLla XMBOMWNCb NPEOLONEET Ha B3/IeTe POCCMINCKOrO aBaHrap-
Aa pyoexxa 1900-1910-x rr, ofHaKo AN1si €COKO3HMKOB» U MX HOBOM
MOpOC/AU NpUMaT HaTypHOTO MOTMBA — «CBOErOY, TLLATeIbHO BblOpaH-
Horo! - ocTaetcs He3blbnembiM. Tak byger u B 1910-e, u 1930-¢, 1
1950-e roapl.

C 3TuM cBAi3aH NapafoKC TPAAMLMM PyCCKOro UMMpPecCUoHN3-
Ma, KOTOpOro, Mo CyTW, He 3aMeyaeT COBPeMeHHas KpuTtrKka. byayum
B CBOEW NpYBEPXEHHOCTM NPUPOZE YyTb /1N He aHTUTe30W aBaHrap-
Ay, 3TaKMM BOMJIOLLEHVEM KOCHOWM HaMBHOCTU, HaLla MMMNPECCUOHU-
CTUYecKas TPaAMLMA Ha YAVBIEHWE JONTO0 COXPaHAET HEKUIA NOTEH-
Lman TBOPYECKOW CBEXeCTU, faxe HOBATOPCKOW Aep3ocTu. He cre-
AyeT 3abbIBaTh, YTO (urypa XyLoXKHWKa-AUCCUAEHTa, NpeacTatoLasn

4. K.®.HOOH. Jexb bnarosewenus. 1922. Xonct, macno. 73x101
Konstantin YUON. A Lady Day. 1922. Oil on canvas. 73 by 101

5. B.KHEYUTAMNIO. Ha kyBaHckux nonax. 1958. Xonet, macno. 80x150
Vasily NECHITAILO. Fields in Kuban. 1958. Oil on canvas. 80 by 150

6. B.M.CMAOPOB. lacHet gexb. 1969. Xonct, macno. 125x140
Valentin SIDOROV. Sunset. 1969. Oil on canvas. 125 by 140

with the tradition of the Union, multifaceted as it was, had been going
on up to the generation of the Soviet painters of the 1960s, who start-
ed in the late 1940s and were sfill active in the 1970s-1980s (some
are still working today). The authors of the project did not mean to
touch upon the prospects of the Union’s fradition living on through
future generations of Russian painters.

We were rebuked for opening our exhibition at the Tretyakov
Gallery after the show of Russian impressionists at the Russian Muse-
um in St. Petersburg, and that of the "Unionists" at the Museum of Pri-
vate Collections at the Pushkin Museum in Moscow and, consequent-
ly, for being a weak copy of both. Critics, nevertheless, failed fo see
that only our exhibition focused on an in-depth comparison of the old
and new meanings of the words - the fradition of the Union of Russ-
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ian Artists. By ignoring that fact, critics were effectively saying that
"the new" was artistically bankrupt. It was no surprise, therefore, that
one of the most blatant commentaries (full of errors and slurs, by the
way), published in Kultura by a fictitious critic Pavel Kinin, bore the
headline: The Way into a Blind Alley.

The idea to change the exhibition’s original name came close to
the time of its opening. Partly, it was meant to make the name appeal
to the public; in a way, the idea worked, since, despite the hot summer
weather, the number of visitors exceeded 27,000. But the last-minute
decision left us with a critical situation on our hands: the Gallery had
to display, beside its own exhibits, those of their American partners
from Minneapolis who claimed to have been dealing with Russian
impressionism for about one hundred years. We were also involved in
all kind of arguments with anyone who believed Russian impression-
ism should look quite different, who claimed that the pictures on dis-
play were not related to impressionism in any way, and that the whole
movement constituted a road to nowhere.

Logically, any such argument should sound strange. But we
accept the challenge. Why the phenomenon in question can be con-
sidered impressionism seems fo have been explained above. The
means and principles, both in form and style, as well as the innovato-
ry language which the "Unionists" turned to in their works fo convey
their impression of the world, placed them among the followers of the
impressionist movement. Our adversaries should be reminded of a
well-known fact: Russian painters were directly encouraged towards
this new "language" by the French impressionists. This influence is
most conspicuous in llya Repin’s and Vasily Polenov's canvases paint-
ed after their stay in Paris in the 1870s and in the works of the young

7. C.B.TEPACKMOB. Beyep. 1950. XoncT, macno. 79x99
Sergei GERASIMOV. Evening. 1950. Oil on canvas. 79 by 99

8. B.®.CTOXXAPOB. Hosropoga. ApocnasoBo gsopuie. 1972. Xonct, macno. 100x140
Vladimir STOZHAROV. Novgorod. The Yaroslav Courthouse. 1972. Oil on canvas
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B «Otrenenn» W.I.3peHbypra (beHomeH nepsoro roga 6e3 Cranu-
Ha), ecTb ONMLIETBOPEHME TBOPYECKMX YCTAHOBOK KOPOBMHCKOW
wKonbl. Ecnv kKoMmy-To Kaxetes, 6yaTo YecTb 3cTeTMYECKOro ByHTap-
CTBa TaKOMy repoto OTAaHa He Mo npasy, OyATO 3ecb BCEro TONbKO
NTepaTopcKan WITIO3MA, — @ KaK e B HalWuW-TO AHW He nousge-
BaTbCA Haj 3TWM: «TYyNWKWM MMMNpeccMoHu3Ma»! - cmeeM Hamom-
HWTb, YTO CTOMb elle 6iM3KMIA Toraa KoHel, 40-x rofoB nNpoxoanTt
noj 3HaKoM (haHaTUyHoW 60pbObl MMEHHO C MMMPECCUMOHN3MOM,
WNHULMNPOBAHHOW cTanuHCKUMM Bepxamu. B 1946 r. H.H.MyHuH pe-
naet B JleHuHrpage poknag «MmMnpeccroHnsm n npobnema Kaptu-
HbI», yKa3blBas Ha AaHHbI TBOPYECKMNIA MPUHLMM Kak Ha cnocob 06-
HOBMIEHNA Halleln TorpawHen xusonucu. [yHUH, HecpaBHEeHHbIV
3HATOK McKyccTBa XX B, MOCBALLAET CBOEe BbICTyrieHMe [0Kasa-
TeNbCTBY [MaBHON MbIC/IW: B €r0 MOHUMaHUW MMMNPECCUOHN3M Tpe-
OyeT OT XyZLOXKHMKA W YYUT ero «ObITb UCKPEHHUM 1 BbITb COBPEMeH-
HbIMY. HenpexoasLuen KO0 HOBaTopcTBa eMy MbICIMTCA TBOP-
yecTBO Jayapaa MaHe, KOTOpoe Hy)XHO paccMaTpUBaTh He KaK 00b-
eKT MOApaxaHua, «nefaHyl0 AOKTPMHY», HO KaK PYKOBOACTBO Ha
co6CTBEHHOM MYTH K «HOBbIM 06pa3aM, HOBbIM OLLYLIEHUAMD.
Pasymeetcs, B AaHHOM C/ly4ae Mbl FOBOPMM O HOBOM Mpexae
BCEro NprvMeHWTeNbHO K COBETCKOM MMOCTAacu POCCUICKOro mc-
KycCTBa, a ellie TOYHee, COLMAMCTUYECKOMY peanusmy, opuum-
anbHo 1 6e30roBOpPOYHO B HeM HacaxaasLluemyca. Ewle oavH napa-
AOKC B TOM, YTO TaKue CTONMbI COBETCKOrO XyA0XeCTBEHHOro odu-
umo3a, kKak A.M.lepacnumos unu b.B.MoraHcoH, camn yxoaat Kop-
HAMMW B MOCKOBCKYIO XMBOMUWCHYIO LWKony, actetTnky CPX. Ho ot-
AenbHble UX paboTbl, rae HaMLO UMMNPECCUOHUCTUYECKAs FeHeTU-
Ka, eCTb CBMAETENIbCTBO Pa3fBOEHUA TMYHOCTU XYAOXKHUKA BHYT-
pV TOTaAMTapHOM CUCTEMbI, CTOSIb e FPOTECKHOr0, CKOMb, Heco-
MHEHHO, 1 ApamaTnyeckoro. I6o coBKoBoe 0NMMMUIACTBO rNaB-
HbIX €HAPOAHbBIX XYAOXHNKOBY» MOKYNanoch LieHOW BbITanTbiBaHWA
UMW TOTO CaMOro XWMBOFO «MMMPeCCMOHUCTMYECKOro» ecTecTBa,
KOTOpoe OHU npodaHnpoBanyu cob6CTBEHHBIMU MHOTOMETPOBLIMU
«TeMaTU4yeCKMMM MOSOTHaMM» AR BCeCO3HbIX BbICTaBOK. Ho ec-
N OTBJIEYLCA MbIC/EHHO OT cTanvHnaHbl AnekcaHapa lepacumo-
Ba, ero «Teppaca nocne AoxAA» BHe COMHEHWA, BblAaeT CUIbHENR-
LUY0, HEMOAKOHTPONIbHYI0 NapTUINHOWM Bone npe3upeHTa Akage-
mumn xypoxectB CCCP Hoctanbruio no KoHcTaHTuHY KopoBuHy.
A BCrea 3a TeM MOSABMBLUMECA MMMPECCUOHUCTUYECKMEY BeLum
cepeAViHbl NATUAECATbIX-Hayana LeCTUAECATbIX FO0B — 3THOAbI,
Hebonblune fepeBeHCKUe, NMPOBUHLMANbHbIE, CEBEPHbIe XaHpbl
6patbeB TkaueBbix, B.laBpunosa, B.CtoxapoBa 1 unx cotoBapu-
weit no CyprKOBCKOMY MHCTUTYTY — CTaiu yxe AeACTBUTENbHO HO-
BbIM C/IOBOM Ha MyTU NPeoAOSEeHUA HALIMM UCKYCCTBOM MAEON0-
reM TOTaNUTap13Mma, BKYCOB M HOPM CTaJIMHCKOMN «KNacCUKmY.
Ecnu cerogHa Komy-To TpebyeTcA 06bACHATb, B YeM CBEXECTb
TaKoM XMBOMWCHK, OTMETUM X0TA Obl B8 OCHOBHbIX MOMeHTa. Beab
yasHuA, a TeM Bonee Maeanbl COBETCKMX JHOAEN KECTKO pernameH-
TupoBanuck. Bonpekn aToMy, XyAoxecTBeHHasA MONOAEXb «oTTene-
nv» 3aroBopwna o Toi Poccuu, 4TO NOAHOCTBIO OTTOpranach NpoeK-
TOM rpsAgyLLero pas AnNA CTpouTeneil KOMMyHU3Ma; MoloAble BOOO-
e 06paTUINCh K YeNOBEYECKUM LIEHHOCTAM, COLMabHbIM U UCTO-
PUYECKMM peannaM, HeCOBMECTUMbIM C MUPOBUAEHUEM BonblLeBy-
KoB. / kpome Toro, cBoe 06pa3Hoe NPOCTPAHCTBO OHW MbICAWAN BHe
napagoB M AeMOHCTPaLMiA, BHe ra3eTHOro nagoca, Kak KaxaoaHes-

HOe cyllecTBoBaHWe 0BObIKHOBEHHbIX JIIOAEN, U3 KOTOPOro «COBET-
CKWIA XYZLOXKHMK» BOBCE He A0/KeH cebs Bblaenstb. MoanvHHbIN co-
LIMaNUCTUYECKNA peann3m — BCErAa UCKYCCTBO B MyHAMpe. [lna co-
BETCKOW MBOMUCU «MyHAMPOM» CYXKUNa KpynHomacliTabHas Bbl-
CTaBOYHAA KapTWHa C ee HernpeMeHHON «3aKOHYEeHHOCTbIO» 1 Oblo-
WMMK B a3 3pdeKTaMm NoMnesHow AeKopaTMBHOCTW. HaumHato-
LmMe €LWecTUAECATHUKMY NPOTUBOMNOCTaBUIN 3TOMY ManeHbKURA, He-
HpocKuii, cBOOOAHO NMUCAHHDBI XONCT UN NPOCTO 3TIOA, FAe MaBHbI-
MU KpUTEPUAMM KauyecTBa OblM UCKPEHHOCTb B BblIGOpe HaTypHOro
MOTVBa - a[leKBaTHOCTb 3TOr0 BbIGOpa MHAVBUAYaNbHOCTU aBTOPa, —
1 ajileKBaTHasA TOMY U ipyroMy NMojIHOKPOBHOCTb XMBOMUCHO-NNACTW-
YecKOoro BbICKa3blBaHWA. VICKycCTBO TeM caMbIM MOMbITanochb CTPo-
UTb ce6s MepoI IMYHOCTM, HO He MepPOI1 IOANIBHOCTM XYLOXKHUKA KaK
(dyHKLMOHepa cucTeMbl.

3HauMMocCTb TaKoro cBura B TBOPYECKOM CaMOCO3HaHWN TpyA-
HO nepeoueHnTb. Ho, oueBNAHO, OH He CTan ANA II0AEN NCKYCCTBa B
nocnectanmickoM CCCP Bceobwmum n HeobpatuMbiM. BoT 1 Ha Ha-
et BbICTaBKe MOXHO Obl10 HabnoaaTb 3BOAIOLMIO TEX Ke «LecTU-
AECATHWKOBY OT NepBOHaYalbHOW NPUBEPXEHHOCTU pacKoBaHHOMY
CTaHKOBOMY XKMBOMUCAHMIO elle pa3 1 CHOBA K 60/bLLION BbICTABOY-
HOW KapTuHe, Tenepb ye TOro TUMa, Kakasa B XyA0XeCTBEHHOMN Xn3-
HW «3aCTOMHBIX» NIET NOAYYUT NMA «MaHexHon». K ToMy e, BCcKope
mMonogoe cBobofoMbICAME, NCUXONOMUSA HEKOHBEHLMOHANBHOCTU B
37OV cpefie YCTynaloT MecTo KoH(opMUCTCKoMy Bbibopy. Hemano Ta-
NaHTAMBBIX, elle BYepa Aep3KUX IOHLOB MO0 B XYA0XeCTBEHHble
HayanbHWKK, BAMBAACh B HOMEHKIIATypy TBOPYECKMX COIO30B, B Ty e
COBETCKYI0 AKaieMuIo XyA0XKecTB, ;0 CaMOro KOHLLa 3TOro rocyaapcT-
Ba ocTaBaBLUylocA 60eBbIM (HOPMOCTOM «MAPKCUCTCKO-TIEHUHCKOTO
MCKycCTBOMOHMMaHMA», W Bce e TAry 3aumHaTtenen «oTTenenu» B
HalweM 1306pasnTeNbHOM MUCKYyCCTBE K 60MbLLOI KapTuHe Bbiio Obl
HEKOPPEKTHO pacLeHNBaThb KaK MoJHylo caady Ux amMbuumii nog Ha-
TUCKOM JOrMaTUYecKoro coupeanusma. TyT OblM U HEKWIA BbI30B,
CTpeMieHue A0BUTLCA CBOETO pofia PEBaHLUA 1l TOHUMOTO HelaBHO
XYAOXKeCTBEHHOTO [IBMXKEHWA, KaKUM OKasanacb B COBETCKMX YC/o-
BUAX UMMPECCUOHNCTMYECKAA TeHAEHLMA.

3necb OCTAaTOYHO YKa3aTb, YTO TaKaa MONMTUKA HOCWIIA XKeCTo-
yaiiwme dhopMbl 1 Bbina YpeBaTa HeManblM KONUMYECTBOM XepTB. [o-
rpoMy MOABEPIINCH He TONIbKO U3BECTHbIE UAEU, HO cyAbbbl MHOTUX
nogen. B nx uucne, Henb3a He BCNOMHUTb, U [yHMHa, BCKope nocne
YMOMAHYTOro A0KNaja penpeccrpoBaHHoro v norubiwero B [YJ1ATle.
MHbix KopudeeB pycCKoro MCKyccTBa NbITannch youTb rpaxaaHCKu.
MactepoB c Takumu umMeHamu, Kak Cepreii [epacmoB, OcMepKuH, B
n3zeBaTeNbCcKol popMe OTCTPaHANM OT NOATOTOBKN MOJTOAEXM B Be-
JyLIMX TBOPYECKMX BY3ax CTpaHbl... M BOT Bonpeku BceMy, ByKBasb-
Ho cpasy nocne cMepty CTanvHa Ha BbICTaBKax CTanu NoABAATLCA
MaJleHbKMe XMBOMUCHbIE BeLW, BblepaHHble B, Kazanocb Obl,
AaBHO 1 Ge3HafexHo pa3obnayeHHOW XyAoXecTBeHHON MaHepe.
Y70 OHM 03HaYanu B ToraallHeM KoHTeKcTe? CeroaHA 3HaTOKM roTo-
Bbl CYECTb UX YKpaLUeHWEeM MPecTUXHbIX KoNneKkuui. A B nopy co-
3[aH1A TaKne NPou3BeAeHNA BOCTIPUHUMANNCD, CKOPEee, BCE e KaK
MapruHanum Ha 0604YMHe OCHOBHOTO MYTU COBETCKOrO MCKYCCTBA.
lMpvyeM, B MOHATME 3TOTO OCHOBHOTO MYTW MOXHO ObINO BKNaAbI-
BaTb 04eHb HECXOAHbIN CMbIC].

Cnepys «reHepasbHO NMHWMM» MPOLLOrO, €ro MOMN npea-
CTaBNATb KaK pasBWTME «peanuCTUYecKO TeMaTU4ecKoW KapTu-

Valentin Serov and Konstantin Korovin from their European and post-
European periods. Their impact on each of the Soviet painters whose
pictures were displayed at the exhibition can be formally confirmed by
their artistic biographies. A key role in the succession of the tradition,
as is also well known, belonged to such outstanding academicians as
Sergey Gerasimov, Nikolai Krymov, Vasily Pochitalov, Vera Favorskaya
and Ivan Chekmazov.

A few words must be said about the extent to which Russian
impressionism resembles its French prototype. Is it possible for a cre-
ative art to be the spitting image of a model born in another culture
and derived from another background? Why should Russian art have
its own Eduard Manet, in the figure of, say, Valentin Serov? And more-
over, was Serov able or willing to act as a second Manet? Does it not
sound absurd fo try "to include Russian art in the world art context"
in the form of some kind of replica of the French, Italian, German or
American models? No serious Russian critic would put the question
this way. This is rather the empty talk of the new Russian art-business,
pursuing the idea of world integration. Of course, the Russian branch
of impressionism would bear fruit - and did so - but only of a kind
marked by national identity.

Our national background made impressionism look more rustic
and peasant-like or provincial, akin to "cherry orchards". Least of all
was it urban, or connected to the metropolitan bohemia. It was not the
heat haze of summer that Russian plein-air strived for, but rather the
grey pea-soup sky of autumn. The bright colours of the Crimea, the
sunny Paris-blue skies of spring and the bespeckled fancy of a fair
were reserved for rare moments of joy and festivity. Besides, the Russ-
ian art of "impression” has never been far removed from Russia’s
social problems and spirit: the "impressions" have always been a
reflection of the artist's apprehension of Russia’s destiny. As an impor-
tant part of the painter's individuality, that apprehension is most like-
ly to be visible in his works. It might have echoed the powerful aspira-
tion for national identity brought about by the peredvizhniki, as well
as by the entfire Russian cultural community of the 19th century. As
for personalities such as Valentin Serov, Anton Chekhov, Sergei Rach-
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maninov and some outstanding painters of the Union, the revolution-
ary and social attitude of others turned in their works info a personal
attachment to the lares and penates, to one’s birthplace, fo the Russ-
ian landscape. The beauty of the cherry orchard symbolizing the old
family seat will never fade in the memory of Ranevskaya, the heroine
of Chekhov's play. Similar memories are evoked by Serov's landscapes
of Domotkanovo, in pictures by Stanislav Zhukovsky or Sergei Vino-
gradov or in "Wind in the Trees" by Arkady Rylov. Those memories
become sweet reveries in Vrubel's "Lilac". The same penefrating nos-
talgia seizes the viewer again and again when looking at the graceful
white willows or rustling bluebells of the canvases of Sergei Gerasi-
mov, or at the riot of colour in the hot summer field of Arkady Plas-
tov's "Haymaking".

That senfiment led to the peculiar brushwork which was charac-
teristic of the masters of the Union and their disciples. Most of them
rejected divisible brushstroke, or divisionism. That could make one
think that their manner of painting looked archaic, resembling the
academic paintings of the realists. On the contrary: they adopted
another attitude which was based on a spatial vision of colour, rather
than on perspective drawing. It was for that reason that the true
peredvizhnik Grigory Myasoedov criticized the brushwork of Serov's
"girls", calling them "infected with syphilis". Notwithstanding that crit-
icism, Russian impressionism remained inclined to "natural motif" (the

9. EMN.3BEPbKOB. CeBepHas BecHa. 1969. Xonct, macno. 100x190
Yefrem ZVERKOV. Spring in the North. 1969. Oil on canvas.100 by 190

10. B.I.LUbITIJIAKOB. Berywue teHn. 1982. Xonct, macno. 50x100
Victor TSYPLAKOV. Running Shadows. 1982. Oil on canvas. 50 by 100
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Hb». Vinu, Ha BO/THe yBIeYeHHbIX MOUCKOB «COBPEMEHHOTO CTUAAY,
KaK 1 B AyXe NepBbIX MaHW(ecTaLMii CTUAA «CypoBOro», 0TAABaTh
npeAnoYTeHNe pasHoro poja 13onybanuMcTMKe C LWMPOKUM Npu-
B/lIeYeHNEM BbIpa3uTe/IbHOW IeKCUKM MofepHu3Ma. B niobom cny-
yae «BpeMsA» — HalUW rPaXaHCTBEHHO pacKaseHHble LecTUaecs-
Thl€ XXaXAanu B MepByto 04epeAb MOHYMeHTaNbHOWM hOpMbI, LWIMPO-
Kol Ny6aMYHOCTM Ananora, UX no33us He TONbKO He Gosnack «ac-
Tpaabl», Ho Bblna BceMepHO ycTpemnieHa K Heid. TakoB Obin TOHYC
3MOXM, U 3TO OKasblBaNOo BAUAHME Ha NOBOro XynoXHUKa, Aaxe
€CNIN MHTYUTUBHO OH Bblfl OPMEHTMPOBAH Ha COBCEM WHOW, CKa-
eM, BNoJiHe KaMepHbIN TN KOMMYHUKaLun. He yauBuTenbHo, 4To
B 3TOI Cpefie MONOAbIE «MMMPECCUOHMCTbI» PAaHO MU MO3AHO YyB-
CTBOBA/IN UCKYLUEHME NMOKOPUTb MpocTpaHcTBO MaHexa, ecnu He
no6oBoi aTakol, To XoTs Obl NOTEHLMANBHO, 1 ANA 3TOTO UM HEMU-
HyeMo TpeboBanocb 0cBOUTH HOMbLLYI0 KapTUHHYIO GOpMY.

B npoT1BONONOXKHOCTD 3TOMY, 6OBLLON XOACT MO OLLYLIEHWIO
HalWunX repoes He AONYCKasll HNYEro HaTy»XHOro M ra3eTHoro, onun-
panca Ha CKPOMHYH0 BbITOBYH CHOXKETUKY, NMPeANoYTUTENbHO Aepe-
BEHCKYI0, HeC B cebe cepAeyHyto TemnoTy NpoCTbIX Ye0BEeYECKUX
uyscTB. Camo coboit, nyyLueit WwWKonoi B paboTe Haj KapTUHON 3T0-
ro TMNa oCTaBajuCb TPaAMLMU PYCCKOro MMMPecCUOHU3Ma, MoC-
KOBCKOM uMBoONMcHON wKonbl B nuue Ceposa, KoposuHa, Cepres
lepacumoBa, MnacrtoBa... TakuM 06pa3oM, OAMH 13 NyTeid pycCcKoro
numnpeccuoHusma yxe B 60-70-e roabl Ben He Yepes odpuumnans:
Hble TeMaTuyecKue, UCTOPUKO-PEBONIIOLMOHHBIE, BOEHHO-MATPMUO-
TUYeCKMe, TpaXAaHCTBEHHO-MYBAULMCTUYECKME MONOTHA Tex Xe
B.I'Ubinnakosa, A.l. n C.MN.Tkauesbix, B.K.Heuntaiino, Ho yepes nx
KaHpbl, NOpTpeTbl BAN3KUX, NEN3aXW, ITIOAbI, @ TaKXKe «Hio». Hnuto

He AeMOHCTPUpYeT KOHTpacTa ABYX 3TMUX BepCuid BIIM3KMX KUBO-
MUCHBIX CUCTEM HarNsAAHee, YeM COMOCTaBeHNE TUMNYHO MaHex-
HbIX KOMNo3uMumin Bacunua Heuntaiino ¢ nsobpaxenvem JleHuHa
n ero 6onbloro xoncta «O6HaxeHHasA. Mawa», noKka3aHHOro Ha
BbicTaBke B [T

Ha BbicTaBKe Mbl MOrM y6eanTbCSA: Ntofeid BNAaCTHO NpUTArn-
Ba/ MHOTME XY[,0)KeCTBEHHbIe MOTMBbI, IPOHU3bIBAOLLME PYCCKYHO
KMBOMMWCb Ha MPOTAXEHWM LLeNIoro psAaa AeCATUNETUI. XoTenoch BU-
AeTb nobnunsoctun nensaxu Cepres l[epacumosa u Ceposa, Koposu-
Ha. [a3 3aBopaxnBanu KpacHble oAexabl xeHwwmnH Apxunosa, bpa-
roBckoro, laBpunoBsa 1, KoHeuHo, MansBUHa. 3To KpacHoe Ha cBeT-
NbIx GoHax, a 0cobeHHO ¢ ronybbiMu TeHAMU Ha 6eNoM CHery, Kak B
raBpuNOBCKMX «MONOAbIX MaTePAX» M MOAMOCKOBHbIX «JIbKHMKaX»
E./.3BepbKoBa. A «XopoBog» PAbyLIKMHA C ero CTpaHHOW cyMpau-
HOCTbIO 1 [ieficTBO Kocapei B niactoBckoM «CeHokocey... CuHee y
BparoBckoro 1 uapcTBeHHas BpybeneBckas cupeHb. Kasanoch 6bl,
KaK 3TO [JaNIeKO, U OAHAKO, HET N MeXAy HUMM 06LLero KpoBOTOKa?
CHoBa BocrnoMuHaHus o CepoBe y yrapoBckoro «Ha posHble MecTay,
a pagom cesepHble nonotHa CtoxapoBsa. ToT e 3BepbKoOB, 1 BMec-
Te ¢ HUM nonagaet B a3 «Cembs» Cepresa MBaHoBa, nensaxu Cu-
nopoBa, ®.MeboBa ¢ MX 3HAKOMO, MPOCTON 1 MOHON BENNYUA aT-
mMocdepoit. He ofHa v 1 Ta e 3T0 3eMAA B ee MEHAIOLLEMCA NCTO-
puyeckom Bbitnn?

Takux BOMpoCOB BbiCTaBKa 3ajaBana Hemano. Ytobbl ycnbl-
WaTh MX, C BONHEHWEM 0TO3BaTbCA Ha HWX, Hafo ObINo TONBKO Aep-
KaTb OTKPbITbIM 3peHne cobeTBeHHON Aywn. [atb cebe Tpya Bay-
MaTbCA, BYYBCTBOBATbCA B TO, YTO BUAMLWD. [1paBaa, Takas rotos-
HOCTb, OTKPBITOCTb MO HbIHELIHUM BPeMeHaM KpaiiHe aHraXX1poBaH-
HOrO, NPOCTO 3aLIOPEHHOr0 WM «KIUMOBOIO» 3peHUs - B OYeHb
BonbluoM AeduumTe. A Befib HUKTO eLle TaK U He JoKa3as, XOTA MHO-

personified "symbolic form" of nature), which was thought to be more
important than the choice of a brushwork technique or the brush-
stroke applied. The ambition of the brush effectively used to dissolve
in the natural blend of the cherished image. This attitude can even be
found in the works from the 1900s of Igor Grabar, the most consistent
adherent of divisionism among the "Unionists", and makes the mod-
ernism of Russian-made impressionism even more inferior fo its
French original. Russian painters managed fo catch up later, in the
1900-1910s, with the breakthrough of the Russian avant-garde. With
the "Unionists", nevertheless, as well as with their followers, the imper-
ative remained the priority of the "natural motif" - particular and care-
fully chosen as it was for each of them. That principle was to be fol-
lowed both in the 1910s, and in the 1930s, and in the 1950s.

Here Russian impressionists come out with a paradox that con-
temporary art critics actually fail fo see. Although its devotion to
nature nearly places Russian impressionism in contraposition to the
avant-garde - and gives Russian impressionism a kind of rigid simplic-
ity - our national school surprises the world with the lasting freshness
of its imagination and ingenuity of forms, even with some unexpected
extravagance at times. Remember the dissident painter in "The Thaw",
the novel by llya Ehrenburg: the phenomenon of the first years after
Stalin's death was meant to be an epitome of Korovin's principles
of painting. For those who believe that the symbol of aesthetical
nonconformity was chosen by Ehrenburg wrongly, as nothing but
fiction - how appropriate it would sound today: the blind alleys of
impressionism! We should recall the not-so-distant period of the late
1940s, which was marked by the rabid persecution, initiated by Stal-
in's regime, of exactly impressionism. In 1946, Nikolai Punin, the most
articulate critic of 20th century art, made his statement "Impression-
ism: the Problem of a Painting" at a conference in Leningrad. Its mes-
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sage was that the creative method in question could allow for the
regeneration of Russian national painting, for impressionism, as the
speaker saw it, taught the painter to "be sincere and advanced". The
works of Eduard Manet consituted a timeless school of innovation,
being not a model, or "ice doctrine", to follow, but a direction for the
painfer on the way to his own "new ideas and new impressions".

Of course, here we mean "new" in terms of socialist realism, or
Soviet-made Russian art, inculcated with official ideology. Here is
another paradox of the Union'’s aesthetics: such pillars of official Sovi-
et art as Alexander Gerasimov or Boris loganson were nourished by
the Moscow school of the Union of Russian Artists. But some of their
works, showing their authors’ impressionist origins, illustrated the
artfist's ambivalence towards a totalitarian regime; the confext was
equally grotesque and dramatic, since their niche in the Soviet Tem-
ple of Fame with its accompanying titles of People’s Artist, was bought
at the cost of a denial of their impressionist past and concealed under
the colossal "topical" canvases painted for the official All-Union exhi-
bitions at the Manezh. Still, if we forgot for a minute Gerasimov's

11. 3.BPATOBCKW. Cnnas neca Ha Betnyre. 1964. XoncT, macno. 150x201
Eduard BRAGOVSKY. Rafting on the Vetluga. 1964. Oil on canvas. 150 by 201
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rMe KpalHe cepbe3HO cTapanucb, ByATo npupoga, HaTypa, Halwa
KpOBHO 6/1M3Kas cpesa 06uTaHWs yTpaTUAK LLeHHOCTb PAAOM C nep-
MaHEeHTHbIMW TEXHUYECKUMU PEBOMIOLMAMU U OLLIENOMASIOLLMMM
npo3peHuaMK aBaHrapga XX Beka...

N ewe Koe-Kakas MH(OpMaUMA K Halemy pasMbILLNEHUIO.
bnaropaps naptHepam u3 Myses pycckoro nckycctsa B MuHHeano-
nvice, OTKyZa AR BbICTaBKM Obino oTob6paHo 6onee 20 nponsBese-
HUI, Mbl y6eannmch: 3T0 caMoe Halle UCKYCCTBO YKe MHOro neT
BECbMa LUMPOKMM MOTOKOM MAeT B cTpaHbl 3anaga. U tam Haxogut
cebe HOBbIV A0M, YKpaLLas YacTHbIE XKUWLLA NOKIOHHUKOB XUBO-
nucK v Bce Gonee conuaHble oblecTBeHHble My3en. [NaBHoe, YTo
HauMHaelWb MOHUMaTb, BCTpeyasa nonoTHa [MnactoBa, HeuuTanno,
TkaueBbIx, bparoBckoro, 3BepbKoBa B CTO/Ib HEMPYBBLIYHOM 1A HUX
OKPY»KEeHWW, — Halle MCKYCCTBO BOCMPUHUMAETCSA TaM, Mo cyTu, abco-
JIIOTHO BHE COBETCKOro KOHTeKcTa. [ToMnMo Halwmx Boxaen, MaHe-
e, NpaBbIX 1 NeBbIX BRacTuTenei gym. TaM Ha Hero CMOTPAT, ciie-
AyA eCTeCTBEHHOMY MHTEepeCy K XMW3HW, KynbType v xusonucu. Bot
YTO He XyAo Obl HAaKOHeL, OLLeHUTb Hallel KpuTuKe. Pasymeetcs, 370
He LOMKHO NoMeLLaTh el 1 BoobLle KoMy 6bl To HY Bblo NUTATb Jito-
60Bb K aBaHrapay.

AnexcaHop Mopo3os

series of Stalin portraits, and take a look at his "A Terrace after Rain",
the latter undoubtedly betrays an acute nostalgia for Korovin's land-
scapes, which even the Communist President of the Soviet Academy
of Arts was not able to hide. The small "impressionist" pictures, rather
studies, of Russian villages or northern provincial fowns painted by
the Tkachev brothers, V. Gavrilov, V. Stozharov and other graduates of
the Surikov College, which appeared in the mid-1950s or early 1960s,
introduced something new to the fastes and standards of the Stalin
"classics" and helped Russian art cast off the totalitarian ideology.

If there is anybody today to whom it needs fo be explained why
that kind of painting looked fresh and new, we can recall at least two,
but key, points. The hopes, to say nothing of ideals, which the Soviet
people were allowed to cherish were strictly requlated. Despite that,
younger artists of the political "thaw" began to speak about a Russia
that was completely forgotten in the prospects of a future Communist
paradise. The young rebels turned to those human values, and social
and historical events, which were incompatible with the Bolshevik
mentality. They did not see their heroes depicted against a back-
ground of official newspaper slogans or pompous parades. They saw
them as ordinary people placed in everyday situations, with the
painter among them. True socialist realism seems to be always uni-
formed and fully buttoned-up. For every true Soviet painter the mon-
umental canvas shown at a large-scale exhibition was like a uniform
complete with every glaring and pompous touch. Against that mon-
ster, those who began in the 1960s moved towards small-sized, low-
key canvases, or simply studies, painted in a free manner. The artistic
merits of these pictures were measured by the degree of sincerity in
the choice of a "natural motif"; that is, how well the choice matched
the author’s individuality, and how adequate o both was the manner
of painting itself. That was an attempt to value a work of art by the per-
sonality of its author, and not by his loyalty to the ruling regime.

The significance of such a change in the artists’ mentality is dif-
ficult to overestimate. Nevertheless, this new mentality could hardly
be called universal or irreversible for all those involved in Soviet art of
the post-Stalin era. Our exhibition was graphic proof of that: the same
young rebels of the 1960s who used to demonstrate their inclination
for free-style painting came to like the monumental canvases of the
kind known as the "Manezh-like" pictures in the years of "stagnation".
The free-thinking and non-conventionality of the young gave way fo a
"healthy" conformism. Many young talents who previously had
appeared quite daring chose to join the art officialdom of the Painters’
Associations or the Academy of Arts, the latter known as the last
resort of a Marxist-Leninist ideology in art. Nevertheless, the liking for
monumental pictures that the pioneers of our national "thaw" in art
demonstrated should not be viewed as a retreat at the onset of dog-
matic socialist realism. That demonstration might also be a challenge,
a kind of revenge that an artistic movement, such as impressionism,
recently suppressed as it was, may long for.

It will be enough to mention here that such a policy of repression
was very cruel, and that many people suffered. Not only were many
bright ideas extinguished, but the lives of many were ruined. Among
them was Nikolai Punin, who was arrested soon after he made his
statement at the Leningrad conference, and died in the GULAG. An
equivalent death, in society, awaited other outstanding figures of
Russian art: master teachers such as Sergei Gerasimov and Alexan-

der Osmerkin were scornfully rejected by the major art colleges. But
as if in defiance of all that, as soon as Stalin died, small canvases
painfed in what seemed to be an irrevocably denounced and forgot-
ten manner started fo appear.

It seems natural that the authors of such works were able to
learn from the traditions of Russian impressionism: Serov, Korovin,
Sergei Gerasimov, Plastov and others of the Moscow school of paint-
ing. Thus, Russian impressionism of the 1960s-70s had fo plough its
way through genre pictures, family portraits, landscapes and studies,
including those of nudes, by V. Tzyplakov, A. and S. Tkachev, V. Nechi-
tailo, while avoiding their mainstream (official, topical, historical, revo-
lutionary and patriotic) canvases. Nothing displays the contrast better
than Vasily Nechitailo’s pure Manezh-standard portraits of Lenin and
his large-scale "A Nude. Masha." The latter was part of our exhibition
of Russian impressionists at the Tretyakov Gallery.

Our exhibition showed that many artistic motifs, which have been
in the Russian artistic tradition for decades, still appeal to people - and
they were far from just "cute", smooth brushwork, or "trendy" parlour
affectations. Nothing of the kind: what caught the eye at the Tretyakov
Gallery exhibition were the landscapes by Sergey Gerasimov, Serov
and Korovin. Viewers were fascinated by the scarlet red robes of
Arkhipov's, Bragovsky's and Gavrilov's women. And Malyavin's shawls
and sarafans, of course. How attractive they looked, those intense red
spots against a pale background, especially outlined against blue shad-
ows on white snow, as in Gavrilov's "Young Mothers" or in Zverkov's
"The skiers". Visitors lacked words to express their feelings on seeing
the dusk, throbbing with mystery, of Ryabushkin’s "Girl's Dance", or the
figures of workers yielding fo the heat in performing their ritual task in
Plastov's "Haymaking". Eduard Bragovsky's blue contrasting with
Mikhail Vrubel's lilac: they seemed so far away from each other, but still
seemed to have something in common. Didn't Boris Ugarov's "Heading
for Homeland" recall Serov's infonations? Or Stozharov's northern
themes? Zverkov's canvases were noft at all in disharmony with Sergei
Ivanov's "Family". And the landscapes by Sidorov and Glebov looked so
familiar, simple and dignified at the same time. Wasn't it the same land
depicted on the canvases, one that had only changed its historical
appearance?

There is something else upon which to dwell. Through our col-
leagues from the Russian Art Museum in Minneapolis, USA, who were
very kind to offer more than twenty items from their collection for dis-
play, we came fo realize that the Russian art of which we are talking
has been exported in quantity fo the countries of the West for many
years. Whether in overseas private apartments and houses or as part
of prestigious public collections abroad, Russian paintings have found
themselves new homes. Moreover, it becomes clear that such canvas-
es of Plastov, Nechitailo, A. and S. Tkachev, Bragovsky and Zverkov,
found in these exotic environments, are no longer perceived as
belonging to Soviet art. The Party leaders, Manezh exhibitions and
right-or-left-wing movements are forgotten. The paintings are appre-
ciated for what they are, following people’s natural interest in life, cul-
ture and art. That is what contemporary Russian critics should come
at last to understand. Naturally that does not mean that art critics, or
anybody else, should stop admiring avant-garde art.

Alexander Morozov
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