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«Pycckue cezonbr»
B cTapou baBapun

“Russian Seasons”
in Old Bavaria

s a rule, any analysis of a dialogue

between two cultures is conducted
along the lines suggested by the combin-
ation of the two capitals concerned. One
such significant example was the exhib-
ition “Paris-Moscow”, the first to raise the
most crucial questions on the compet-
ition between the leading art trends of
Russia and France at the turn of the 19th
and 20th centuries.

On the other hand, a phrase such as
“Russian Paris” already has a long history
in literature and journalism, with assoc-
iations to the life of Russian immigrants
in Paris, full of contradictions as it was, as
well as the contribution fo the unique
cross-cultural creative community called
the Parisian school made by Russian
artists.

Later the multi-faceted image of
“Russian Berlin” appeared, where the
interaction of cultures and their parallel
developments was completely different
in character. But that notion also con-
tained the idea of a penetration between
national artistic impulses, with the result
that both cultures became richer and
individual quests more intensified and
transformed. In time, all that allowed the
creation of a panoramic view of a “cross-
roads” for both the major trends and the
artistic marginalia of the vast European
region.

The idea behind “Russian Munich” is
a different one. Although many of the
most famous figures of Russian literature
and art have been closely connected with
the capital of Bavaria for two centuries,
until now no single attempt has been
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Wdes npoekma «Pycckuli MioHxeH» podunacb He0asHo u, No cywjecmsy, CNoH-
maHHo 8 becedax ucKyccmsosedos U XydoxHukos. [Jo cux nop ucmopus uc-
Kyccma He 3HaJ/1a Mmako20 NOHAMUS, Xoms cama no cebe mema KybmypHbix casA3el
Poccuu u lepmaHuu umeem yxe cgoro ucmopuozpaguro KaK Ha pyccKom, max u

Ha HeMeUKOM A3blKe.

The idea of the “Russian Munich” project has developed only recently - and
spontaneously - in conversations between art critics and artists. Until that
moment art history did not know any such notion, although the theme itself,
of cultural ties between Russia and Germany, had its own historical back-

ground in both countries.

emasyto posib Urpaer To, YTo, KaK npa-
Hvao. uccnefoBaHue Auanora AByx
KyNbTYp apTUKynupyeTtca B popMyne MMeH
AByX cTtonuy, Kak TyT He BCMOMHUTb 3Ha-
MeHaTeNnbHyto BbicTaBKy «IMapux - Mock-
Ba», BepBble NOAHABLLYIO OCTpeliLine Bo-
npocbl COpeBHOBaHWA NepesoBOro NCKyc-
crBa Poccnu n ®panumm Ha pybexe XIX n
XX ctonetuit. C apyroi cTOpoHbl, NOHATUE
«pycckuin Mapwx» n3gasHa ObiTyeT B Nn-
TepaType W XypHanuctuke, o6o3Hayas
NOMHYI0 NMPOTUBOPEYNIA XM3Hb PYCCKON
amurpaumu B lMapwke 1 BKNag pycckmx
XYLOXHWUKOB B YHUKaNbHYIO MHOTOIMKYHO
TBOpYeCKyl 06LWHOCTb, MMeHyemylo [la-
PVIKCKOW LUKONOMN.

Heckonbko no3sxe copmupoanca
MHOrOrpaHHbIin 06pa3 «pycckoro bepnu-
Ha». Mapannenun 1 B3anMOBINAHNA KyNb-

BEICTABKUN

CURRENT

TYp YMTalOTCA 34eCb COBEPLIEHHO MHaye.
Ho n B 3T0 noHATMe BKnajbiBaeTcA
CMbICN B3aVMOMNPOHUKHOBEHWUA HaLMo-
HanbHbIX XYAOXECTBEHHbIX WUMMY/bCOB,
npuBoAfllee B pe3yibrate K oboralle-
HUO 06enx KynbTyp, K aKTMBM3auuu U
TpaHchOopMaLMn MHANBUAYANbHBIX NCKa-
HWIA, 4TO MO WUCTEYEHUW BPEMEHW N03BO-
NAET BbICTPOWUTb NAHOPaMHYK KapTUHY
nepeceyeHunit MarucTpanbHbIX MOTOKOB U
MapruHanuii uckycctsa obLIMpPHOTO eB-
poneiicKoro pervmoHa.

WNHoe peno - «pycckuii MioHxeH».
HecMoTpsa Ha To uTo cyabObl M3BeCTHeN-
WX MpeacTaBUTeNen pycCcKom nuteparty-
pbl 1 leATeNell UCKYCCTBa TECHO CBA3aHbI
co cronuuein baBapun Ha npoTAXeHWK
ABYX BEKOB, ;0 CVX Mop He OblNo Npeanpun-
HATO HW OAHON NOMbITKM 06BEANHUTHL
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MHOXECTBO Pa3po3HeHHbIX COObITUIA U
taKToB UX Guorpaduit B CTpoHyt0 Kap-
TWHY, OTPaXatoLLylo LLeNIOCTHbIA MCTOpW-
KO-KyNbTypHbI (peHomeH. OpfHako paxe
MpocToe nepeyncieHne pyCcCKUX WMeH
BbIMYCKHUKOB 3HAMEHUTbIX MIOHXEHCKMX
y4ebHbIX 3aBefieHunid, naypeaTtoB NpoXo-
AVBLUNX B TOPOJEe KpYyMHenwmnx MexayHa-
POAHBLIX BbICTABOK, MacTepoB, Joarue ro-
Abl XMBLWKNX B MioHXeHe, He TONbKO Bre-
yaTaAeT, HO W BCeNfeT YBEPEeHHOCTb, YTO
(heHOMeH AeNCTBUTENbHO CYLLeCTBYeT.

BbicTaBka, KoTopas npoBOAWUTCA B
TpeTbAKOBCKOW ranepee, Brnepeble 0bpa-
LaeT BHUMaHWe cneumnanncTos v nybau-
KN Ha OpuUrvHanbHOe U ApKoe ABNeHUe,
UMA KOTOPOMY — «pyccKuin MioHxeH». Pa-
3yMeeTcA, 3TOT MepBblil OMNbIT He MOXeT
npeTeHAoBaTb Ha MCYepnbiBaloWUA 0X-
BaT MaTepuana. K ToMy e orpaHuyeH-
HOCTb 3KCMO3MLMOHHOI Naowaan nocra-
BUWJ1a Hac B ecTKune pamku. Ho 3to u no-
MOII0, C OAHON CTOPOHbI, CTPOro OTO-
6paTb Npov3BeAeHUs, C APYroi CTOPOHbI,
OCMbICAINTb FPaHMLbl MCTOPUYECKOTO OT-
pe3Ka BpeMeHW, Ha NPOTAXeHUN KOTopo-
ro BK/1aj PyCCKMX MacTepoB B Xy[0XecCT-
BEHHYI0 XM3Hb MioHXxeHa BbirnAagen oco-
6eHHO 3aMeTHbIM. Tak B UTOre B30pbl aB-
TOPOB ¥ OpraHM3aTopoB MpOeKTa CKOH-
LleHTpMpoBanuch Ha 3noxe pybexa XIX un
XX BeKoB.

B aT0T nepuop uenas nneana sHame-
HUTBIX PYCCKUX XYAOXHWKOB BbICTYNuna
Ha MeXAyHapoAHbIX BbICTaBKax, Nony4vB
BbICLUME OLLeHKN KPUTUKOB 1 xtopu. U.JTe-
BuTaH, B.CepoB 1 ®.ManaBuH Obinn 13-
OpaHbl  AeiCTBUTENBHBIMU  YneHaMu
«MioHxeHcKoro CeuleccroHa» - 0fIHOM U3
KpynHeAwwnx MaHudecTaumii eBponeit-
CKOro cMMBOnM3Ma 1 MoaepHa. A B.bopu-
coB-Mycatoe npoeen B MioHxeHe ¢ 60/b-
WM YCMEXoM CBOK MEepCOHabHY Bbl-
ctaBky B 1904 ropy; oHa Kak 6bl MoApbITo-
una TBOPYeCTBO BEIMKOro MacTepa.

B 1897 ropny B MioHxeH npuexan Ba-
cunuin KanauHeKnin - Torpa ele HUKomy
HeN3BeCTHbIN acnupaHT PUANYECKoro
takynbTeTa MOCKOBCKOrO yHMBEpCUTETA,
BCero Yepes HeCKOJIbKO JIeT CTaBLUNIA 0A-
HWUM W3 NPU3HaHHbIX NAEPOB rpynnbl ca-
MbIX PaAVKanbHbIX MIOHXEHCKMX aBaH-
rapAnCcToB KaK pyCCKOro, TaK U HeMeLKoro
npovcxoxaeHua. Xusub KaHanHckoro
6bina Hepa3pbIBHO cBA3aHa ¢ MOHXeHOM
BMI10Tb A0 Havana [lepsoit MpoBoIt Boit-
Hbl. IM OCHOBaH Lenbiil pAaj XyAoxecT-
BEHHbIX 06beAVHEHW, CbirpaBLUMX 3Ha-
YMTENbHYI0 posib B HOPMUPOBAHMMN MUPO-
Boro nckycctea XX cronetus: «@anaxra»
(1901), HoBoe MiOHXEHCKOE XyAoXecT-
BeHHoe o6beanHeHue (1909) u, HakoHeL,
«CuHun BcagHuk» (1911). 3ta rpynnu-
pOBKa coenHuna BblAaoWmMxca npeacra-
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made fo unite the considerable number of
odd events and facts of their biographies
into a clear picture, one that might
demonstrate the historical and cultural
phenomenon as a whole. A simple reprise
of the names of the Russian graduates of
acclaimed Munich academic institutions,
of the prize-winners of the major inter-
national exhibitions that took place in
that city, of the masters who lived in
Munich for many years is impressive,
allowing the critic fo assert that such a
phenomenon is real indeed.

The exhibition, currently on display
in the Tretyakov Gallery, is the first to
draw the attention of specialists and the
general public to the original and remark-
able phenomenon that can be called
“Russian Munich.” This first undertaking
is, of course, far from complete or all-
embracing, especially since the limit-
ations behind the exhibition influenced
its scale. However, that very lack of space
brought strict criteria to the items cho-
sen, while its curators had to decide and
define the historical period in which the
confribution of Russian artists to the
artistic life of Munich was most obvious.
Finally, the initiators and organisers of
the project focused their attention on the
turn of the 19th and 20th centuries.

During that period a number of
famous Russian artists participated in
international exhibitions held there,
receiving high acclaim from both art crit-
ics and the judges concerned. Prime
among such examples was the first-class
medal awarded to Mikhail Nesterov for
the picture “Saint Russia” at the Interna-
tional Munich Exhibition of 1909, as well
as the second-class medals for the picture
“In Summer” by Vinogradov and the pic-
turesque interiors of Zhukovsky.

Levitan, Serov and Malyavin were
elected members of the “Munich Secces-
sion”, one of the major manifest-ations of
European Symbolism and Modernism.
Borisov-Musatov's personal exhibition
was a huge success in Munich in 1904; it
took place shortly before the artist's
death, and summed up his creative life
and work. Vasily Kandinsky arrived in the
city in 1897, an unknown postgrad-uate
of law from Moscow University who in a
few years would become the acknow-
ledged leader of a group of radical avant-
gardists of both Russian and German
descent.

Kandinsky's life was intfimately assoc-
iated with Munich up fo the beginning
of World War I. He was the founder of
numerous artistic associations that played
a considerable role in the development of
20th-century art - the “Phalanx” (1901),

the “New Artists’ Association” (1909),
and finally the “Blue Rider” (1911). The
latter united outstanding figures of Ger-
man and Russian Expressionism. Togeth-
er with the group “The Bridge” it became
the most notable community of expres-
sionist artists.

The historical period concerned is
characterised by various major features.
Among them are: feaching practices of
Munich academic schools that allowed
many young artists, including Russians, to
master the modern programme of artistic
and creative education; the active partic-
ipation of Russian artists in the exhibition
life of Munich; and the rapid, exuberant
growth and development of Expressionism,
which not only gave rise to a considerable
number of works now considered to be
landmarks in painting, but also foretold
the process of internationalisation of art
in the 20th century.

All these three features influenced
the concept and structure of the exhib-
ition in a very natural way. Furthermore, in
the process of collecting material for the
three parts of the display and its cat-
alogue the curators became convinced
that those three features actually formed
the core of the concept of “Russian
Munich”, complementing each other in
the field of the systematisation of events.
In fact, the concept itself appeared
directly.

Starting with the turn of the 19th-
20th centuries and its accompanying new
artistic mentality, we fried to determine
the lines along which further analysis of
the contribution of Russian artists to
Munich's versatile artistic life in later peri-
ods could be drawn. The exhibition
includes surprising material known prev-
iously only to specialists, including twelve
prints from the series of illustrations and
elements of book design to “The Lay of
the Host of Igor” created by Natalia Gon-
charova between 1922 and 1924. The
book was published in German under the
title “Die Maer von der Heerfahrl Igors” by
the Munich publishing house Orchis Ver-
lag as one of the publications in a series
dedicated to the history and culture of
Russia. In 1989 those illust-rations were
presented to the Tretyakov Gallery as part
of a legacy in the will of AK. Larionova-
Tomilina.

The exhibition catalogue contains
reproductions of the prints concerned, as
well as the first publication of extracts of
correspondence between Mikhail Larionov
and the head of the publishing house,
V.Klein, concerning the preparation of
the book and revealing many interesting
details about Goncharova's creative
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BUTENEN HEMELIKOTO M PYCCKOro 3Kcnpec-
CMOHM3Ma, CTaB HapsAAy ¢ rpynnon «Moct»
CaMbIM 3HauUTeNbHbIM COOBLLECTBOM Xy-
NOXHWKOB 3TOr0 HanpasJfieHus.

Takum 06pasoMm, ucTopuyecKas KaH-
Ba WHTepecylollero Hac NpocTpaHCTBeH-
HO-BPEMEHHOr0 KOHTUHYyMa CTPOUTCA Ha
TPeX OCHOBHbIX MOMeHTax: nejarormyec-
KO MpaKTUKe MIOHXEHCKMX y4ebHbIX 3a-
BeAeHW, NO3BONMBLUEA MHOTOYMCIIEH-
HOW, B TOM uYMC/e WU PYCCKOW, XyAOXecT-
BEHHOW MOJOAEeXM CYyLLeCTBEHHO Mnpeyc-
NneTb B OCBOEHUW COBPEMEHHOW Mporpam-
Mbl TBOPYECKOTO 06pa30BaHNA; aKTUBHOM
Y4aCTUM HaLMX XYAOKHNKOB B BbICTAaBOY-
HOM *Wn3HKU MioHxeHa; BypHOM pacuBeTe
JKCMPECCHOHN3MA, He TONIbKO CTUMYNINPO-
BaBLUEM cO3AaHue BonbLioro Ynena tan-
HbIX XMBOMUCHbIX MOMOTEH, HO U NpeaBa-
pUBLUEM LIMPOKYI WHTEpHaLUMOHanu3a-
LIMI0 MUPOBOTO XyAOXECTBEHHOTO npoLec-
ca XX BeKa. 3Ta Tpraja ABNeHUIA ecTecT-
BeHHbIM 06pa3oM chopMmpoBana KoH-
Llenuuio U CTPYKTYPY BbICTaBKM.

MpuUHAB 3a 0TNPaBHYIO TOYKY 3MOXY
nepenoma u (opMUPOBAHNA HOBOTO Xy-
AOXeCTBEHHOro Co3HaHMsA Ha pybexe XIX
1 XX cToneTuin, Mbl NONbITAaANCh NYHKTUP-
HO HaMeTWTb MepCrneKTWBbI UCClefoBa-

HWA NyTeNn, Ha KOTOPbIX W B MO3jHeNLwwee
BpeMs CyAbObl PyCCKUX MacTepoB Brje-
Tanucb B MHOroo0OpasHblil OpHaMeHT
MIOHXEHCKOIN XYL 0XKEeCTBEHHON XWU3HW.
BbicTaBka npejcTtaBuna HeoXUAAHHbIN,
[0 CUX MOP M3BECTHbIA NUWb B Y3KOM
Kpyry cneuuanuctoB matepuan - 12 ot-
TUCKOB W3 UMKNa WINIOCTPALUin 1 ane-
MeHTOB odopMneHus KHurm «Cnoso o
nonky Mropese», co3paHHbix Hatanuen
lfoHuapoBoii B 1922 - 1924 ropax. KHura
BbILWA HA HeMeLKOM A3blKe Mnoj Ha3Ba-
Huem «Die Maer von der Heerfahrt Igors»
B MIOHXeHCKOM un3aatenberse Orchis Ver-
lag KaK ofHO U3 M3aHWiA cepuu, NOCBA-
LeHHoM uctopun 1 Kynetype Poccun. B
1989 rogy 3TV nanCTpaLMM NoCTynuAM
B TpeTbAKOBCKYl0 ranepew BMecTe C
6onbwum gapom no 3asewanuto A.KJla-
pVYOHOBOM-TOMUIVHOW.

B katanore BbiCcTaBKM BOCnpou3Be-
[leHVie OTTUCKOB COMPOBOXAAeTCA NepBoii
ny6nuKaumein BblAepKeK U3 MepenucKu
Mwuxauna JlapvoHoBa € ANPEKTOPOM U3-
natenbcrea B.KneitHoM, nocssweHHON
MOAFOTOBKE KHWUIW U BbIABNAIOLEN HeMa-
710 WHTEpPEeCHbIX LWTPUXOB TBOPYECKOIO
metoza foHuapoBoit. ABTopy ny6avKaumm
WpuHe LymaHoBoI ypanocb nokasarb,
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method. The author of the article, Irina
Shumanova, managed to show that this
brief but convincing “Munich trace” in the
biography of the most important repre-
sentatives of avant-garde was an impor-
tant contribution to the dialogue between
Russian and German culture in the inter-
war period.

The novelty of the “Russian Munich”
theme, and the introduction of the assoc-
iated new art term, has revealed an un-
expected aspect in the understanding of
artistic ties between Russia and Germany.
The exhibition actually concludes the
programme of official events arranged to
celebrate the year of German culture in
Russia.

Viewers have already had the opp-
ortunity fo see projects developed by the
Pushkin State Museum of Fine Arts and
the State Historical Museum dealing with
the problem of artistic ties between Ger-
many and Russia on a wider basis; the
Tretyakov Gallery display differs consid-
erably because it does not pretend to be
monumental or all-embracing. It compris-
es works belonging to the Tretyakov and
pictures that complement them from the
Russian Museum, the Omsk Vrubel Muse-
um of Fine Arts, the Research Museum of
the Academy of Arts, the Munich gallery
“Leubahaus”, the “Starye Gody” (Old
Years) gallery in Moscow, and pictures
from the well-known private
collection of Sergei Grigoryants.

Over many years Russian artists
were interested in Munich's artistic life.
Bavaria's main city impressed them not
only by the intensity of its artistic and
intellectual life, but by its silence, comfort
and well-organised everyday life, factors
completely new to the Russian people.
Arguably, that was the reason why Russ-
ian painters stayed in the studios of
Munich: they considered such an atmos-
phere creative and inspiring. Over time
that attraction to Munich, and to Ger-
many in general, grew info a passionate
life-long love for the country, its cult-ure
and history, and in its turn brought
remarkable results in Russia too.

Vasily Polenov was prime among the
elder generation of “lovers of Germany”.
The style of life of the small Bavarian
fowns - with their traditional university,
theatre and museum - was dear fo the
artist and impressed him so much that he
even tried to organise the life of the local
peasant community at his Borok estate
in a similar way, building a school, folk
theatre and museum there.

Alexander Benois and the “Mir
Iskusstva” (World of Art) painters are also
relevant. Analysing and summing up the

experience of their Munich colleagues,
namely, of the art historian P. Muter, the
organiser of the “Seccession” exhibitions
A. Paulus and the German graphic artists
T Geine and U. Ditz, who created the
artistic image and style of the “Simplicis-
simus” magazine, the miriskusnikis man-
aged to organise publishing and exhibi-
tion activity in Russia on a completely
new basis within a short period.

Another aspect that stressed the
role of Munich - and made it possible to
dedicate a separate unit of the exhibition
to it - was the regular huge international
exhibitions held there from 1863 to
1913, and the displays of the “Secces-
sion” association from 1893 fo 1913.
Without doubt those exhibitions played
an important role in the development of
Russian art at the end of the 19th and
beginning of the 20th centuries.

Although it may seem paradoxical, it
was the success of the joint exhibition of
the St. Petersburg and Moscow groups of
young artists at the Munich “Seccession”
of 1896 (organised by Benois and Paulus)
that consolidated those two stylistically
different groups and led to the formation
of such associations as the “World of Art”
movement (in 1898) and the Union of
Russian Artists (in 1903) in Russia. The
participation of Russian artists in the
1898 “Seccession” was particularly succ-
essful, with 112 pictures displayed.
Among them were such masterpieces as
“Girl with Peaches”, “Portrait of Grand
Duke Pavel Alexandrovich”, “October”,
and “Woman with a Horse” by Valentin
Serov; “Eternal Peace”, “The Last Snow”,
“A Field on the Edge of the Forest”, and
“Near the Creek” by Isaak Levitan; and
“The Ringing of Church Bells” and “The
Great Taking of Monastic Vows” by
Mikhail Nesterov. The magazine “Kunst
fur alle” in its twelfth issue of 1898 pub-
lished a major article with reproductions
of works by Bakst, Benois, Korovin, Levi-
tan, Nesterov, Purvit, Somov and Serov
that were on display in that exhib-ition. It
is significant that in the same year Serov
and Levitan were elected members of the
Munich “Seccession”, and in 1901 Philip
Malyavin also became a member. It was
also the time when Sergei Diaghilev
developed the idea of introducing Russ-
ian art to the West; he would implement
the idea a little later during the hugely-
successful Russian Seasons in Paris.

When analysed, the decisions of the
judges of the International Art Exhibitions
seem very inferesting. Russian arfists
began participating in 1863: in that year
Nikolai Geh showed his “Messengers of
Resurrection” and “Christ in the Garden
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of Gethsemane”. Repin and Kramskoi
would also often take part in them: in the
1883 exhibition Repin showed his work
“Rest”, and Kramskoi “Portrait of Litov-
chenko” and “Portrait of S.I. Kramskaya,
the Artist's Daughter”. Even though Russ-
ian painters often won gold medals, their
presence was sporadic. The situat-ion
changed drastically at the beginning of
the cenfury when a generation of young
painters appeared: it was at that moment
that the Russian school announced its
independent and unique existence to the
rest of the artistic world. The results of
the 10th International Exhibition of 1909
and the 11th Inter-national Exhibition of
1913 were the most impressive.

Both exhibitions were organised by
two Munich artistic societies, “Die Munch-
ener  Kunstlergenossenschaft” and
“Munich Seccession”, to show the state of
modern world art. Usually they took place
from July through fo the end of October
in the Munich Crystal Palace under the
patronage of the Bavarian prince-regent.
FA.Rubo was appointed Commissar of
the Russian section during those years,
since he had lived and worked in Munich
for a long time and was also a member of
the Munich Academy of Arts. His reports
to the Imperial Academy of Arts are elo-
quent and vivid statements about the
place of Russian art within the European
schools. Rubo's report from the exhibition
of 1909 says that the jury was united in
its judgement about “the Russian section
being the best in the international exhib-
ition”. In a letter fo V.P. Loboikov from
June 7, 1913, he writes: “The novelty and
fresh attitude of the Russian section as
well as the number of good works dis-
played there make it one of the best with-
out any doubfs. The Academy can be
proud.”

The jury of the 10th International
Exhibition of 1909, consisting of 36 indiv-
iduals with Professor Albert von Keller as
its head, awarded 15 medals to Russian
artists. Two first-class medals were
awarded fo Nesterov for his picture “Saint
Russia” (now in the State Russian Muse-
um) and to S.Kolesnikov for his land-
scape “Spring”. Thirteen second-class
medals were awarded to A.E.Arkhipov,
G.M. Bobrovsky, S.A. Vino-gradov,
S.U. Zhukovsky, V.K. Byalyinitzky-Biryulya,
N.I. Feshin, N.P. Khimona and others.

In 1913 the Russian section
received nine medals. One first-class
medal was awarded to G.M. Bobrovsky for
“Portrait of a Lady”, as Rubo referred to it
in his reports, with eight-class medals in
addition - an impressive result, given that
the overall number of medals was less
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than usual that year.

The fact that Munich became a
major educational centre with a dynamic
and well-organised art teaching process,
and was perceived as such, explains the
presence of Russian artists there that
over the years turned it info a real place
of pilgrimage. The Russian minister in
Bavaria, Izvorsky, stated in his report to
the Ministry of the Imperial Courtin 1898
the number of Russian students studying
in Munich: 36 at the University, 75 at the
Higher Polytechnic School, and 14 at the
Academy of Arts. The number of students
studying at private art schools was so
great that the minister could not cite the
exact number in his report. As a result the
“Russian Art Society in Munich” was
formed. Besides the Academy of Arts, well
known all over Europe, the Bavarian cap-
ital also hosted many private schools.

The intensity of Munich's art life was
mainly due fo the activity of the “Secces-
sion”, in which the newest trends in paint-
ing took shape, and of the Jugendstil
movement in particular. The most famous
schools were those of A. Aschbe, Simon
Hollosy and K.Kish. Those numerous stu-
dios were international in character. They
were also famous for their atmosphere
that gave their students sufficient person-
al and creative freedom to pursue new
trends and ways in modern painting with-
out being limited by an adherence fo one
stylistic tfrend only. More than 50 Russian
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KaK 3TOT KpaTKWM, HO ouyeHb ybeauTens-
HbI «MIOHXEHCKUI» cnep B Buorpadum
KpynHemnwnx npejcraBuTenei aBaHrapsa
CTan JOCTONHbLIM BKNaAOM B Manor pyc-
CKOIM 1 HeMeLKOW KyNbTyp B NepUOA Mex-
Ay ABYMA MVMPOBbLIMU BOMHaMW.

HoBu3Ha Tembl «pycckoro MioHxe-
Ha», cBA3aHHOEe C Heil OCMbic/ieHne 06-
WMPHOTO paHee He MUCCe0BaHHOrO Xy-
D OXeCTBEHHOro nnacra, BBeJieHve B 1UC-
KycCTBOBeAYeCKMn 060poT HOBOrO Tep-
MWHa - BCe 3TO BMOJIHe COOTBETCTBOBA-
710 MecTy, KoTopoe Gbl0 O0TBEAEHO Ha-
WeW BbICTaBKe B NiaHax TpeTbAKOBCKOM
ranepeu.

PaHee 3putenam yxe npeactaBu-
nacb BO3MOXHOCTb MO3HAaKOMUTLCA C
npoektamu, paspaboTaHHbiMu [ocyaap-
CTBEHHbIM My3eeM WK300pa3uTenbHbIX
nckyccrs um. A.C.MNMywkuHa n locypapct-
BEHHbIM WCTOPUYECKUM My3eeM, KOTO-
pble A0OCTaTOYHO LWMPOKO paccmaTpuBa-
v npo6aeMy Xy[0XKeCTBEHHbIX OTHOLLe-
Hu fepmanmm n Poccnn. TpeTbAKoBCKas
3KCNO3MLMA 3HAUYUTENbHO OTAUYaeTcA
OT HUX, He NPEeTeHAYEeT HAa MOHYMeHTab-
HOCTb W MCYepnblBaloLLyl0 XapaKTepuc-
TUKy Tembl. B LeHTpe ee - npou3sege-
HWA, NpUHaanexalme camon lanepee n
AOMNONHALME NX KapTUHbI Pycckoro my-
3es, OMcKoro Myses u306pasnTenbHbIX
nckycets mM. M.A.Bpybens, HayuyHo uc-
cnejoBaTenbcKoro Mysesa AKajgemuu xy-
AO0XeCTB, MIOHXeHCKoW ranepen Jlenbax-
xayc, MocKoBcKolt ranepen «Crapble ro-
Abl» U M3BECTHOTO 4acTHOro cobpaHus
Cepres puropsHua.

WHTepec K Xy[0XeCTBEHHOM XN3HW
MioHX€eHa BO3HUK Y pyCCKUX XYAOKHUKOB
AasHo. [masHbI ropos BaBapuu nopa-
an He TONIbKO MHTEHCMBHOCTbLIO XyA0Xe-
CTBEHHOW W WHTENNEeKTYyaNbHOW XW3HW,
HO TULIMHON, YIOTOM, HanaXeHHbIM Obl-
TOM, 4TO AN PYCCKOro 4enoBeKa 6bino
BECbMa HemnpuBbIYHbIM fABJeHMEM. 3Ha-
KOMCTBO ¢ MioHXeHOM, KaK, BNpoyeM, BO-
obwe c lepmaHuen, npeTBopAnoCL CO
BPEMEHEM B MOXM3HEHHYK CTpacTb K
3TOI CTpaHe, K ee Ky/bType 1 UCTOpuK U,
B CBOIO OYepefb, MPUHOCUIIO HEOXUAAH-
Hble pe3ynbTaTbl B Poccmu. U3 cTapuero
MOKONEHUA «repMaHo(UIOB» MOXHO Bbl-
aenutb B.MoneHoBa. XXusHeHHbIl yKknag
MasieHbKNX 6aBapCKUX ropojKos, 0cobo
NOBUMBIX XYA0XKHUKOM, C HENpeMeHHbIM
YHVBEPCUTETOM, TeaTpoOM 1 My3eeM, cTan
ANs Hero TeM 06pasLoM, Mo KOTOPOMY OH
MbITaNCA HanaAUTb XN3Hb MECTHOIO Kpe-
CTbAHCKOrO HaceneHus B ycaabbe «bo-
POK», OpraH1M30BaB TaM My3eWl, HapoAHbIV
TeaTp W WKONbI.

M3 XynoXHWKOB pybexa BEKOB X0-
yeTcA BCNOMHUTL AnekcaHapa beHya u
MUPUCKYCHMKOB. 0606LWMB ONbIT MIOH-

painters studied art at the school of
Aschbe, which was especially popular
with Russian artists.

This exhibition displays several brill-
iant pieces painted by such artists as
I. Grabar, M.Dobuzhinsky, D.Kardovsky,
0.Braz, D.Scherbinovsky, A.Yavlensky,
and Kandinsky in their student years. Two
of them, Dobuzhinsky and Braz, were Hol-
losy's students, while others studied with
Aschbe. Dobuzhinsky described the dif-
ference between the two schools: “One
could see here two complefely different
approaches to nature. Aschbe's principal
of 'big line' and 'big form' logically led to
simplicity and poster-like qualities, to a
decorativeness and to transformation of
nature in the end, to a deviation from
reality. Hollosy, on the contrary, cherished
nature. Hollosy... demanded that his stu-
dents should perceive form not through
'the cold mind' but through feeling. Here
reality was approved of, and individual
form was admired with love and in gener-
al a deep, even intimate, relationship, so
to speak, was established with nature.”
(M. Dobuzhinsky, Recollections, Moscow,
1987, p.p. 165-166)

To show the role played by the
artists united around the Almanac with its
symbolic name the curators had to cope
with a difficult task: fo demonstrate one
of the brightest art phenomena of the
beginning of the 20th century through a
limited number of works of painting and
graphic arts of the masters of the “Blue
Rider” movement. It was important to sat-
urate it with energy so that the viewer
could feel a connection to the atmos-
phere of the epoch, and receive a faste of
the “cocktail” of feelings and forces that
made the appearance of the unique phen-
omenon of the “Blue Rider” possible. Only
thanks to the joint efforts of museum
empoyees in Russia and Germany, the
curators of the Tretyakov Gallery and the
German Embassy in Moscow, and thanks
to the work of the main design figure
involved, Nina Divova, as well as all other
parties concerned who helped to organ-
ise this exhibition, was the task fulfilled.

Working on the concept of the ex-
hibition and its catalogue, we considered
the “Blue Rider” movement to be the cen-
tral phenomenon of the period chosen
within the wider process of the develop-
ment of world art. It became the factor
which most typified the development of
cultural ties between Russia and Ger-
many, ferminated though it was for a
while by World War I. Such an approach is
justified from a historical point of view,
not only because of the unparalleled
character of the phenomenon itself, but
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cal raHvusosatb B Poccuun BbICTaBOYHYO 1
n34aTeNbCKyto 1eATeNbHOCTb N0 HOBOMY
npUHLMNY.

[Jpyroii MOMeHT, No3BOAVBLIMIA 3a-
OCTPUTb BHMMaHWe Ha ponu MioHxeHa n
BbIAE/UTb B Hallel 3KCMo3MUUN OTAeNb-
HbIVi paszen, - 3T0 perynsapHoO NpOBOAM-
Mble 34ecb KpynHble MexAyHapojAHble
BbicTaBkM (1863-1913) u 3kcnosnuymm
ob6beanHerus «Ceueccmon» (1893-1913).
be3 npeyBennyeHns MOXHO CKa3aTb, 4TO
B CyAbDOe pyccKoro nckycctea KoHua XIX -
Hayana XX BeKa 3TV BbICTaBKW CbIrpanu
HeManoBaxHylo ponb. Kak 310 He napa-
[OKCaNbHO, HO MMEHHO yCrnex COBMECTHO-
ro BbICTyM/ieHWA netepbyprckoit U Moc-
KOBCKOW Ipynmn MofoAblX XyA0XHUKOB Ha
BbicTaBKe «MioHxeHckoro CeueccroHa»
1896 roza, ycTpoiiCTBOM KOTOpOWA COBMe-
cTHo c MNayntocom 3aHumancs benya, no-
CNYyXuUN MOBOAOM ANIA KOHCONMAAuMu
3TUX ABYX CTUIUCTUYECKM HEOAHOpOn-
HbIX KOJNEKTMBOB W co3gaHus B Poccun
TBOpYECKUX 06begnHeHui - «Mup nckyc-
ctBa» (1898) n Coto3 pyccKux XynoxHW-
koB (1903). OcobeHHO ycnewHbIM 6biio
yyacTume pyccKux XyAoxHMKoB Ha «Celiec-
cuoHe» 1898 ropga. Ha BbictaBKe 6bu1o

BbICTABKI

nokasaHo 120 MBOMMCHbIX Npon3Bese-
Hui. Cpean HUX Takue LwejeBpbl, Kak
«[leBouka c nepcukamu», «[lopTper Be-
nuKoro KHA3A [MaBna AnekcaHzpoBuyay,
«OKT6pb», «baba c nowagbto» B.Cepo-
Ba; «Hapg BeyHbIM nokoem», «[locnegHuin
cHer, «Jlyr Ha onywKe neca», «Y py4yba»
W.Nlesutana; «lloa OGnarosect», «Benu-
Kuin noctpur» M.HectepoBa. B xypHane
«Kunst fur alle» (UckycctBo ans Bcex)
Ne 12 3a 1898 roa onybnukoBaHa 6onb-
Wwan cTaTbA C BOCNPOM3BeAEHUAMU pa-
601 Jl.bakcta, A.benya, K.KopoBuHa,
WN.JleButana, M.Hecteposa, B.lypsuTa,
K.ComoBa, B.CepoBa, nokasaHHbIX Ha
37O BbicTaBKe. CTONT OTMETUTL, YTO B
3ToM e rogy CepoBa u JleButaHa nsbpa-
nn yneHamm «MioHxeHckoro Ceueccuo-
Ha», a B 1901 rogy 3Toi yecTn yaocToeH
®.ManABuH.

MmerHo ¢ 3toro Bpemenn y C.MN.Aa-
runeBa 3apoXAaeTcA MbIC/b MO3HAKO-
MUTb 3anajHOro 3puTens C pPyCCKUM uC-
KyCCTBOM, KaK W3BeCTHO, ¢ OrecKoM BO-
M/IOLWEeHHAnA B peasbHOCTb HEMHOTO MO3Xe
BO BpeMsA «Pycckux ceaoHoB» B [Tapuxe.

MHTepecHana KapTuHa pacKpbiBaeT-
CA NpW aHann3e UTOrOB U PeLLeHi XKIopu
MeXAyHapoAHbIX XYAOXeCTBEHHbIX BblI-
CTaBOK. Pycckue XyAoXHMKM Havyanm yya-
cTBoBaTh B HUX ¢ 1863 roga - Toraa
H.H.Te nokasan B MioHxeHe «BecTHuKOB
BOocKpeceHua» un «Xpucra B ledcuman-
CKOM cagy». [loBoNbHO YacTo B 3TUX Bbl-
cTaBkax npuHuman yuvactve W.Penun un
WN.Kpamckoii. Tak, B akcnosuumm 1883 ro-
na PenviH gemoHcTprpoBan KaptuHy «OT-
abix», a Kpamckon - «Moptpert JlutoByeH-
ko» n «Moptper C./.Kpamckoii, poyepu
XyfoXHMKa». OfHaKo y4acTvie HalmUX Xy-
JNOXHWUKOB, lake NMPUHMMaA BO BHMMa-
HMe, Y4TO OHWM HepeAKo Harpaxaanuchb
30/10TbIMM MeAaNnsfMW, HOCUJIO Cry4yai-
HbIN, 3NN304MYecKuii xapaktep. Cutyauua
CylLieCTBEHHO N3MeHWUIach B Hayane BeKa,
C MOABNEHVEM MOJIOAOT0 MOKONEHUA XN+
BonucueB. VIMeHHO Torga pycckas wkona
3aABuna cebsA Kak AOCTaTOYHO CaMOCTOA-
TenbHas 1 caMobbiTHas. Pesynbratel [lecs-
Tori MexayHapoaHon BbictaBku 1909 ro-
na v OgvHrapuaton - 1913 roga nonctun-
He BneYyaTnAioT.

YcTpoiicTBo 3TMX 3Kcno3uuuii 6pa-
Nv Ha cebs ABa Xy0KeCTBEHHbIX 00LLecT-
Ba MioHxeHa - «Die Munchener Kunstler-
genos senschaft» n «Munchen Seccession» -
C Lenblo NMPOAEMOHCTPUPOBaTb KapTuHY
COBPEMEHHOr0 MOJIOKEeHNA MCKyccTBa B
mupe. Kak npaBuio, BbICTaBKN NPOXOAMN-
JIN C VIIOHA N0 KOHeL, OKTAOPA B MIOHXeH-
CKOM XpycTanbHOM ABOpLE NM0j NOKPOBY-
TenbCTBOM GaBapcKoro MpuHLa-pereHTa.
Komunccapom pycckoro oTzena B 3Tvi rofbl
HasHavanca @.Pybo - XyaoxKHUK, nogonry
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because of the place it occupies in the
artistic context of the epoch.

The creators of the “Blue Rider”
movement and the theoreticians, mus-
icians and writers centred around it were
deeply rooted in, and came from, the Ger-
man Jugendstil and Russian Modernism
that manifested themselves at the “Sec-
cession” exhibitions. The main theoretical
texts of Kandinsky, Marc and Verevkina
are based on a deep knowledge of Ger-
man philosophy, using in a certain way
the ideas of Nietzsche and Schopenhauer
as their main source. It was not by acci-
dent that they met in Munich, a city
famous for its tendency to add a philo-
sophical aspect to the creative process,
with a preference for the fund-amental as
part of a  versatile artistic
education. It was not by chance, either,
that the Munich “Seccession” was the first
association fo consolidate and unite
young artists who were in opposition to
conservatism, among them those who
managed due to this consolidation to
master the aesthetic language of Impres-
sionism, the decorative-linear rhythm of
Symbolism and later on moved on to
Expressionism.

The creation of the almanac “The
Blue Rider” aimed towards the future,
opening up new perspectives for the
development of the emotional, rhythmic
and artistic impulses of European avant-
garde art. The creators and co-editors of
the Almanac, Franz Marc and Vasily
Kandinsky planned to publish it every
year, with reqular exhibitions under its
name to follow: it was supposed to attract
and bring together the best represent-
atives of the modern national schools
concerned. Nine months prior to the first
publication of the Almanac Marc wrote to
August Macke: “We want to create the
Almanac destined fo become the printed
organ for all genuinely new ideas. (...) It
should be published in Paris, Munich and
Moscow simultaneously with numerous
illustrations.” (“The Blue Rider”. Translation,
comments and articles by Z.S. Pushnov-
skaya, Moscow, 1996, p.130). In another
letter to Kandinsky he wrote: “We shall try
to become the centre of modern trends,
not only in Germany, but far beyond its
boundaries” (ibid).

The painters' ambitions were well
grounded. They managed to make Munich
the main connecting point on the line
traversing the route from Paris to
Moscow. This pan-European aesthetic
horizontal line was crossed by a chronol-
ogical vertical line that reflected the evo-
lution of notions and means from the
ancient folk roots of art to present-day
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great perspectives, or as Kandinsky put it,
“the chain connecting us to the past, and
the ray connecting us to the future”.

Sadly, such plans were not to be ful-
filled: the war turned the world upside
down. Kandinsky left Munich and, with
the majority of artists who were working
abroad, refurned fo Russia. Marc was
killed on an intelligence mission near Ver-
dun in the middle of the war, in March of
1916.

When in the 1920s Kandinsky
returned to Germany, he was repeatedly
asked fo revive the Almanac. But he firm-
ly refused, saying: “The Blue Rider con-
sisted of the two of us: Franz and me. My
friend is dead and | would not like to
attempt anything.” This phrase shows that
he was aware that it was impossible either
to repeat or revive what had already been
done. It is a sad summary of the epoch's
romantic illusions, its knight-like faith in
absolute spiritual values, and the belief
that art carries out a highly moral mission
in this world.

The special position of the “Blue
Rider” movement should be noted for the
scale of its contribution to the artistic hist-
ory of our time. Against a background of
many such groups at the beginning of the
20th century, it might appear somewhat
loose - with no administrative structure,
organising committee or board, members
joining and leaving the association, with
no clear “lines of demarcation” between
its different parts and threatening separ-
afism.

Unlike the rough statements, tricks
and passionate accusations to be found
in the majority of avant-garde manifestos
of those years, the main texts of the ideol-
ogists and authors of the Almanac sound
like deeply-held philosophical views, and
attempts at historic and cultural research
aiming for cognition and fundamental just-
ification of the aesthetic positions con-
cerned.

Kandinsky published his theoretical
essay “On the Question of Form” after the
text “On the Spiritual in Art” in “The Blue
Rider”, developing his main theoretical
ideas. In the short memorial essay “The
Spiritual Treasure” Marc raised the quest-
ion of “total loss of interest of humanity as
a whole to the new spiritual values.” He
finished the essay with the catching
motto: “Spirit destroys the castles.”

The composer Arnold Schoenberg in
his article "Attitude to the Text" raised the
problem of the inner harmony of music,
the unique way it influences people, and
the unity and homogeneity of the work of
art and the possibility of understanding
the meaning of the whole piece judging
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XUBLWKIA U paboTatowmit B MioHXeHe,
uneH MioHxeHCKoM AKageMnn Xya0xecTB.
Ero otyetnbl B iMnepatopckyto Akagemuio
XYZ0XeCTB ABNAOTCA KPacHOPeYMBbIMU
JIOKyMeHTaMK, CBUAETeNbCTBYIOWUMU O
TOM, KaKoe MecTo CpeAu eBpOomnencKmx
LWKOM CTano 3aHMMaTb PyCCKOe WCKYCCT-
BO. B poHeceHuax Pybo oTHocuTenbHo
BbictaBkn 1909 roga coobuiaercs, 4To
MHeHWe Kiopu OblN0 eANHOAYWHbIM B
MPU3HAHUN «HaWAYYWWUM OTAEeNOM Ha
MexayHapoaHoii BbicTaBKe “Pycckoro™.
B nucbme B.M.Jlo6oikoBy oT 7 uioHsA
1913 ropa oH nuwet: «OTaen pyccKuin no
CBEXeCTW CBOeN U No Xopowum paboTam
6eccrnopHO 0AMH 13 NyyLLKX, Tak 4To AKa-
ZleMUA MOXKET ropANTLCAY.

Ha [ecsaton MexayHapogHon Bbl-
craBke 1909 roaa xtopu 13 36 yenosek
noj npejceAatenbcTBoM npodeccopa
Anbbepta ¢doH Kennepa npucyguno 15
Mefaneinl pyccKUM XyAaoxHukam. M3 Hux
ABe nepsBble - M.HectepoBy 3a KapTuHy
«CeaTan Pycb» (TPM) n C.KonecHnKoBy 3a
neisaxHylo paboty «BecHa», 13 BTOpbIX
mepnanei nonyunnm: A Apxunos, [bo6pos-
ckuin, C.Bunorpagos, C.XKykosckui, B.bsa-
NblHUUKKNit-bupynsa, H.®ewwnH, H.XumoHa
n apyrue.

B 1913 rogy B pycckom oTaene 6bl-
710 MOJy4YeHO AeBATb Mejanei: ofHa -
nepsas, npucyxnaeHHana bobposckomy
3a «[lopTpet fambl» (Tak Ha3BaHa pabo-
Ta B ot4etax ®.Py6o), n Bocemb - BTO-
pbiX, y4MTbIBaA, 4To 06LiEE KONNYECTBO
BbllaBaeMbIX Mejaneil B 3TOM rogy 6Gbl-
110 COKpaLleHo.

Bonee cepbe3HbiM MoMeHTOM, 06b-
ACHAIOLWMM MPUCYTCTBUE pycCKUX B MIOH-
XeHe, nepepocluee B HacTosALiee naaom-
HWYecTBO, cTan (haKT NPU3HAHUA 3TOrO ro-
pOAa KaK KpymHOro LIeHTpa XyA0XecTBeH-
Horo o6pa3oBaHus, ¢ HaNaXXeHHbIM U Au-
HaMWUYHbIM XY[0XKeCTBEHHO-Mefjarornyec-
K1M npoL,eccoM.

B noHecenun Munuctepctsy Vmne-
patopckoro [lsopa nocnaHHuka Poccun B
basapuu A.l.13BoNbCKOMO YKa3biBanoch,
yto B 1898 rogy B MioHxeHe obyyanocb
PYCCKMX CTyAEHTOB: B yHMBepcuTeTe - 36,
B BbICLLEV MONUTEXHNYECKON LWKone - 75,
B Akagemuun xypoxects - 14. MMpusectn
KonuyecTBO 00y4aloLLMXCA B YACTHBIX XY-
[IOXKECTBEHHbIX LIKOMax MOCAaHHUK He
CMOT, HacTo/IbKO UX Bbl10 MHOTO. 3T0 06-
CTOATENbCTBO CNocobCTBOBANO OpraHu3a-
umn Pycckoro xyaoxecTBeHHoro obuect-
Ba B MioHxeHe.

Kak n3BecTHo, Hapagy ¢ Akagemuen
XYZ0XecTB, ClaBa KOTOPO UMena eBpo-
neiickuii mMacwTab, B ctonuue baBapuu
CyLLECTBOBANO MHOMO YacTHbIX CTyAWI-
atenbe. TaKOMy OXMBJIEHWIO XY[0XecT-
BEHHOM XU3HW MioHXeHa BO MHOTOM cro-
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cobcTBOBaN0 00begnHeHMe «CelleccnoH,
B HeApax KoToporo ¢hopMupoBanuch Ho-
BelLiMe TeYEHUS XKMBOMUCH, B HaCTHOCTM
toreHaWwTUAb. CaMbIMK M3BECTHBIMU Obln
wronbl AAwo6e, L. Xonnown n K.Kuwa.
Byayun MHOrouMCNEeHHBIMY M MHTEPHALMO-
HaNlbHbIMM MO XapaKTepy, OHU CNaBUIUCH
OTKPbITOCTbIO ANA MOWCKOB COBPEMEH-
HbIX HanpaBNeHWi B XWBOMWUCU, YTO
npeanonarano onpegefeHHyl cBoboay
ANA IMYHOCTM XYAOXHMKa, @ He KoHcep-
BaLMI0 B paMKax 0HOI0 CTUNCTUYECKO-
ro HanpaBNeHus.

Ocoboin nonynspHocTblo B cpeje
PYCCKMX XYAOXHWKOB MOb30Banach CTy-
anA Awbe, Yepes KOTOpyl MpoLLM Kypc
006yueHus 6onee 50 pyccKux )usonucLes.

Ha Hawen BbicTaBKe npegcraBneHa
HEMHOTOYUC/IEHHAA, HO ApKas rpynna
NpPOU3BEAEHUI, HAMUCAHHBIX B y4eHU4ec-
KW Nepuoj TaKUMU XYAOXKHWKaMK, Kak
W.Tpabapb, M.LobyxuHckuii, [.Kapzpos-
ckuin, 0.bpas, [.llepbuHosckuin, A.fs-
neHckun, B.KaHanHcknn. N3 Ha3BaHHbIX
XYAOXKHUKOB ABoe - [OBYXUHCKUIA ©
Bbpas - mocewann wkony Xonnowwm, oc-
TanbHble yyunuck y Awbe. [Jo6yKuHCKMiA
B CBOMX BOCMOMMHAHUAX TaK XapaKTepu-
30Bafl pasHuLy 3TUX LWKOM: «TyT MOXHO
OblN0 BUAETb [1Ba COBEPLUEHHO Pa3iny-
HbIX HamnpaB/ieHUs B MOAX0Je K HaType.
Y Awbe ero npuHLMN «BOMBLIOA NUHUWP
1 «6onbloi hopMbI» NOTMYECKU BEN U K
YNPOLLEHUIO «MAaKaTHOCTUY, U K AeKopa-
TUBHOCTM - B KOHEYHOM uTOre K npeobpa-
YKEHUIO HaTypbl, K OTXOAY OT peasbHOCTU.
Y Xonnoww B NpOTMBONONOXHOCTb TOMY,
4TO Aenanocb B Mactepckoi Awbe, 6b110
GepexxHoe OTHOLEeHME K HaType. Xoano-
WW... B3bIBal K CBOMM YyYeHMKaM, 4To
dbopMa AomKHa BOCMPUHMMATBCA YyBCT-
BOM, @ He «X0/I0[HbIM paccyaKom». 3aecb
Oblo yTBEpPXKAEHME peanbHOCTK, N60o-
BaHWe UHAUBWAYaNbHOM Gpopmoii 1 Boob-
Le KaK 6bl MIHTUMHOe yrnybeHve B HaTy-
py» (M.B.Lob6yxnHCKMit. BocnoMuHaHus.
M., 1987.C. 165-166).

Pasgen akcnosnumnm, NocBsLLEHHbIN
pabotam MactepoB «CuHero BcagHuKay,
Takke HeBenuk. lMo3Tomy, 4Tobbl OTpa-
3UTb POfb, CbIFPaHHYIO XYAOXHUKaMK,
00beAVHNBLIMMMCA BOKPYr afbMaHaxa ¢
3TUM CUMBOJIMYECKMM Ha3BaHWEM, HaM
NPeACTOANO pewwmnTb CAOXKHENIY 3aja-
4y: He MpPOCTO NOKasaTb pAA 3HAYMTESNb-
HbIX }XUBOMWCHBIX W rpadunyecknx pabor,
HO cAenaTb 3Kcnosvuuio napadpasom
0JJHOTO U3 CaMbliX APKUX ABNEHUIA UCKYC-
cTBa Havana XX cronetus. Henb3A He oT-
MEeTWTb, 4TO CNPaBUTLCA C JOCTUXKEHUEM
3TON LeNV HaM MOMOro eAVHeHue My-
3enwmkoB Poccum n lTepmanum, Kypato-
poB TpeTbAKoBcKol ranepeu n [oconbeT-
Ba ®PI B MocKBe, MacTepa 3KCno3mum-

OHHOro au3sanHa HuHbl [uBoBOI, BCex
3aMHTEpPecOBaHHbIX YYaCTHWKOB MOArO-
TOBKMW BbICTaBKMW.

PaspabatbiBas KOHLENUWI 3KCMo-
3uuMmn 1 Katanora «Pycckuii MioHxen»,
Mbl 0603Haumnn «CUHWIA BCaAHUKY B Ka-
yecTBe LeHTpasbHOro fABNeHWs u3bpax-
HOro HaMu dparMeHTa MYPOBOTO XyJ0XKe-
CTBEHHOrO MpoLecca, ABNeHWA, NOABOAA-
wero uTor opMMpOBaHUIO pyCCKo-Tep-
MaHCKMWX KyNbTYpHbIX CBA3el, Ha Bpems
npepBaHHbiX [lepBoi MMPOBOI BOWMHOM.
370 MCTOpUYECKN ONpaBAaHO He TONbKO
He3aypAJHOCTbI0 CaMOro ABNEHUS, HO 1
ero NofoXeHWeM B KOHTEKCTe MCKYCCTBa
anoxu. Co3zgaBimne «CUHWUIA BCagHUK» Xy-
JOOXHUKK, NPUMbIKaBLUME K HeMy Teope-
TUKW, My3blKaHTbl W auTepaTopbl Oblan
TECHO CBA3aHbl NMPEeMCTBEHHOCTbIO C
TPaAVLMAMM HEMELKOTO HOTreHAWTUNA U
pyccKoro MofiepHa, MaHuhecTMpoBaBLLM-
mmn ceba Ha «CeueccroHax». B nporpam-
MHbIX ycTaHoBKax B.KaHnguHckoro, ®.Map-
Ka u M.BepeBKkuHoit 3Byyano rnyb6okoe
3HaHWe HeMmeukon ¢dunocodun, onocpe-
[OBaHHadA, HO OLLYTMMasn onopa Ha uaeun
®.Huuwe n A.llloneHrayapa. He cnyyaii-
Ho, uTo «MioHxeHcKuii CelleccroH» - nep-
BbIVi MO BPeMEHW CO3[aHusA - Conuaapu-
31MpoBaj OMMO3MLMOHHYI0 KOHCEepBaTU3-
My MOJIOAEXb, B TOM YMC/e U TeX, KTo Bna-
rofaps 3Toil KOHCONMAALMM 0CBOWA 3CTE~
TUYECKUI A3bIK MMMNPECCUOHN3MA, eKo-
pPaTUBHO-NMHEApHY NNacTUKy CUMBO-
NIN3Ma 1 nepeLlen K 3KCnpeccMoHNCTUYe-
CKMM MOUCKaM.

PaboTta Haa co3aaHuneM anbmaHaxa
«CvHuin BcagHWK» Obina HaleneHa B Oy-
Ayliee, OHa OTKpblBana rpaHAMO3Hble
nepcrneKTVBbl Pa3BUTUA LyXOBHbIX, 3MO-
LUMOHaNbHbIX W XWBOMWCHO-NIacTUYec-
K1X UMMYNbCOB €BPONENCKOro aBaHraps-
Horo nckyccrea. CoctaBuTtenu n copeaak-
Topbl cbopHuka ®paHuy, Mapk 1 Bacunun
KaHAuHCKUI nnaHupoBanu exeroaHoe
n3jaHve anbMaHaxa, OpraH13auuio nog
€ro 3rvaoil NepuoAMYecKUX BbICTABOK,
KOTOpble [OMKHbI Oblin MpuBReYL Nyy-
W1e MMeHa MacTepoB COBPEMEHHbIX Ha-
LMOHaNbHbIX WKof. 3a AeBATb MecsleB
4o Bbixoga cbopHuka B cBeT Mapk nucan
Asrycty Makke: «Mbl X0TMM o0CHOBaTb
AnbmaHax, npejHa3HayeHHbIN cTaTb ne-
YaTHbIM OpPraHoM BCEeX HOBbIX MOANNH-
HbIX nzen. (...) OH JomKeH 0HOBpEMEHHO
BbIxoAuTb B lNapmxe, MioHxeHe n Mock-
BE, CO MHOXeCTBOM WAIOCTPaLMin» (LUnT.
no KH.: CuHuit BcagHuk /Mep., KOMM. 1 CT.
3.C.MNblwHoBcKon. M., 1996. C. 130). U B
apyroM nucbme, KanguHckomy: «Mbi By-
[eM MbITaTbCA CTaTb LLEHTPOM COBPEMEH-
HbIX IBUXKEHWI, NPUYEM He TonbKo B lep-
MaHuW, HO M Janeko 3a ee npejenamu»
(Tam xe).

34 TPETbAKOBCKAS TANEPES THE TRETYAKOV GALLERY #1 2005

AMOMLNM XYAOXKHWUKOB OblAN BroOS-
He o6ocHoBaHbI. IM fieiicTBUTENbHO yaa-
nocb caenatb MioHXeH rnaBHbIM onop-
HbIM MYHKTOM COBPEMEHHOWN KyNnbTypbl
Ha ocu «[apux - Mocksa». C 3Toli cBoe-
ro posa obLieeBpoONenNcKon 3cTeTmyec-
KO ropu30HTanbld nepeceKkanacb Xpo-
HoNOrMYecKas BepTWKalb, OTpaXaBLias
BCEMUPHYIO 3BOJIOLMNI0 COBEPLUIEHCTBO-
BaHUA NMOHATUIA N CPeACTB B UCKYCCTBe,
OT APEBHUX HAapPOAHbIX UCTOKOB [0 Hbl-
HelWHNX BEJUKUX MepCrneKTUB, «uemb,
CBA3bIBAOLAA C NPOLLIM, U Y4 - C By-
Aywmm», no cnosam KaHaumHcKoro. YBbl,
naaHaM He CyXAeHo Obllio oCyLecTBUTD-
cA B MonHoin Mepe. Mup nepeBepHyna
BoMHa. lepBoi Tparnyeckown gaton uc-
Topumn XX Beka ctan asryct 1914 roga.
KaHanHcKWi noKuHyn MioHXeH 1 BMecTe
¢ 6onblwyrHcTBOM paboTaBlIMX Toraa 3a
rpaHuLen pyCCKUX XyL0XHWUKOB BepHyI-
csl Ha poauHy. A Mapk norvb B pa3Beake
noa BepaeHoM B camblin pasrap BOWHbI, B
mapte 1916 roga. HecmoTpa Ha agpeco-
BaHHble BepHyBlleMycs B lepMaHuio B
1920-e roabl KaHanHcKoMy npeanoxe-
HWA BO30OHOBUTb M3JaHNe 3HAMEHUTOIO
anbMaHaxa, XyLOXHWK 6e30roBopoyHO
oTKa3zancs oT 3toro. Ero oTBeTom cTtanu
cnosa: «'CuHMI BcagHUK' - 310 6binn
Mbl ABoe: ®paHy Mapk u a. Mon apyr
MEepTB, M MHe OJHOMY He XoTenocb Obl
npeanpvHUMaTh YyTo-nnbo». B atoin dpa-
3e 3BYYUT He TONIbKO CO3HaHWe HeBO3-
MOXHOCTW MOBTOPEHWUs NpPOMAEHHOTO.
OHa noaBoOAMT NevanbHylo YepTy noj 3a-
BEpLIVBLUENCA 3MOX0N POMaHTUYECKUX
yTONWiA, pblLapckoi Bepbl B Ge3ycnos-
Hble YXOBHbIe LleHHOCTUN U BbICOKOHpaB-
CTBEHHOE NpeAHa3HayeHne NCKyccTBa.

loBops o MacwTabax BKNaja B Xyao-
YKECTBEHHYIO MCTOPUIO HALLero BpPeMeHMU,
HeNb3s1 He 0TMeTUTb 0coBoe MoNoXKeHue,
KoTopoe 3aHuMan B Heit «CuHuin Bcag-
HUK». B oTnnume oT pe3kux cnoBecHbIX
3CKanag, UrpoBbIX TPIOKOB U nacdocHom
06AnYnTENBbHOCTM OONbWNHCTBA aBaH-
rapAVCTCKUX MaHUdgecToB Tex JNieT, npo-
rpaMMHble BbICKa3bIBaHUA WEONOrOB U
CTaTbV aBTOPOB ajbMaHaxa 3By4aT Kak
rnybokue dunocodckne cyaeHus u mc-
TOPUKO-KY/IbTYpHble U3bICKaHWUSA, Hanpas-
NIeHHble He Ha arpeccrBHOe AeKnapupo-
BaHMe, a Ha MO3HaHME U KanuTanbHoe
o0b60cHOBaHMe cOOCTBEHHbIX 3CTeTnyec-
KUX NO3ULNIA.

KananHckuin nomectun B «CuHem
BCcajHuUKe» TeopeTnyeckoe 3cce «K Bo-
npocy o ¢popme», rae Bcne 3a AOKNAA0M
«O ByXOBHOM B UCKYCCTBE» MPOAOIKNN
¢bopMynupoBaTb CBOM OCHOBOMoOJarato-
wre Bo33peHnA. MapK B KOpOTKOM Me-
MopuanbHOM 3cce «[lyxoBHble COKPOBU-
La» nocTaBma Bonpoc o «Bceobuiei He-

by its part. And even a small extract from
“From 'The Ifalian Impressions™ by the
philosopher Vasily Rozanov reveals the
all-embracing metaphor of ancient art.
The very choice and content of the arti-
cles published in “The Blue Rider” depict,
according to its authors, the priorities
that art faces, namely addressing the
spiritual world of mankind and the con-
cept of artistic synthesis that combines
both the reflections of the ideas of
Gesamptkunstwerk and the first
glimpses of the avant-garde forms of the
new theatre.

The first edition of “The Blue Rider”
was published in May 1912. Though the
print-run was 17,000 copies, it sold out
quickly, and in 1914 a second edition
with new opening articles was published.

Between the two print-runs the edit-
orial board organised some exhibitions of
painting and graphic works both in
Munich and on tour through Germany.
The first of those exhibitions took place in
the Munich Gallery of Tanhauser. Works
by Kandinsky, Marc, Yavlensky, Macke,

Verevkina and Munter comprised the core
of the exposition, and the exhibition and
artistic life of the Bavarian capital contin-
ued in parallel with that event. The cur-
rent exhibition of the Tretyakov Gallery
“Russian Munich” is the first attempt fo
reconstruct Russia's contribution fo an
artistic life full of different events, heated
discussions and major discoveries. The
reconstruction of the whole, detailed
picture with works by artists from both
countries, whose pictures once decorated
the walls of the halls of the International
Exhibitions and those of the “Seccession”
and galleries of Munich, may be a task for
the future.
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3aMHTepecoBaHHOCTU YenoBeyecTBa B
HOBbIX AYXOBHbIX LIEHHOCTAX», 3aBep-
WWB oyepK fAeBm3oM: «[lyx cokpylaet
kpenoctu». Komnosutop A.lleHbepr B
«OTHOLIEHUM K TEKCTy» NOAHAN npobne-
Mbl BHYTPEHHEI rapMOHWUW My3bIKK, ca-
MOCTOATENIbHOCTM €ee BO34eNCTBUA,
e[VHCTBA W OAHOPOAHOCTM OpraHu3Mma
XY[,0)KeCTBEHHOro NPou3BeAeHMs, NCXO-
AAlWeNn 0TCIoAa BO3MOXHOCTM MOCTUXe-
HMA CMbICNA LIeNIoro Yepes ero 4acTuLly.
W paxe maneHbKuin oTpbiBOK M3 “UTa-
NbAHCKUX BMeyatTneHUin™» dunocoda
B.Po3aHoBa packpbiBaeT BceobbeMto-
Lwyto MeTa)OpUYHOCTb APEBHEro UCKYC-
cTBa. Tak B camoM noabope mMatepmana
U coAepaHuu onybamMKoBaHHbIX B «Cu-
HeM BCaAHMKE» 0YEpPKOB MHOTOKPaTHO
MPOABAAIOTCA MPUOPUTETHbIE, C TOYKK
3peHNA ero aBTOPOB, 3afa4M UCKyCCTBa:
obpalleHne K AyXOBHOMY MUpYy YenoBe-
Ka 1 KOHLeNUMA XyA0KEeCTBEHHOTO CUH-
Te3a, B KOTOPOV OAHOBPEMEHHO ynaBau-
BatoTcA 0T3BYKM naein Gesamptkunstwerk
W NpeABecTUA aBaHrapAucTckux ¢opm
HoBelLwero TeaTpa.
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