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Tpu ¢pueypor 6 noae
1913-1928

Xouncr, macyo. 37 x 27

Kazimir MALEVICH
Three Figures in

a Field. 1913-1928
Oil on canvas

37 x 27 cm

<« HM.AIIETMAH
Hamiopmopm ¢ cunum
epacpunom. 1912
XoicT, macio
75,5 x 61

Nathan ALTMAN
Still-Life with Blue
Decanter. 1912
Qil on canvas

75.5 x 61 cm
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CTPACTU
11O NCRYCCTBY

KonnekunonpoBanye npeMeToB UCKYCCTBA — OECCIIOPHO, CTPAacTb, B OCHOBE KOTOPOW a3apT
«OXOTHMKA 3a COKPOBMILAMW» , IEPBOOTKPHIBATENS, UccieioBaTens. Hepenko yacTHble KOJIeK-
UMM, CTAHOBSICh LIEJIOCTHBIMM TEMATUYECKUMU COOPAHUSIMU, (POPMUPYIOT My3€iHble (POHJBI.
[Tpumepsl ToMy — TpeTbsikoBckas ranepest win My3eill JTMUHbIX KOJJIEKLMI, 0Opa30BaHHbIA U3
YaCTHBIX COOpaHMil psija M3BECTHBIX KOJUIEKIMOHEPOB. [lepenars cBoe coOpaHue B 3TOT My3ei
HamepeBaeTcs U Banepuit [lynakoB — OJMH U3 aBTOPUTETHENILNX OTEYECTBEHHbIX COOMpATENIEN,
KOTOPOro coOpaThs MO LEXY MNOYTUTEIBHO UMEHYIOT natpuapxoM. OH aBTOp cTaTel, ABYX KHUT
U IITA (PUIIBMOB O XYJOXKHMKax nepBoil Tpetu XX BeKa U 0 HOHKOH(POPMUCTAX,, IKCIEPT AyK-

uuoHHbIX 1oMOB Sotheby’s, Christie’s, Phillips.
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Banepuii Anekcanaposud, Bol — Xynox-
HUK, HCKYCCTBOBE/l, HCTOPHK HCKYCCTBA.
Y10 oKazanoch MOOYAMTENbHBIM MOTH-
BOM COOMpaTebCcTBA, NMPUYMHON ITOM
«D0JIE3HU», € Yero Bce HAYAJI0Ch?
Hauanocs Bce ¢ nercTBa, ¢ MMOHEP-
CKOTO JIlarepsl ¥ CJIOBHO ObLIO Mpeaorpe-
neneHo. CTpeMJieHHe BhIPBAThCS U3 XKU3-
HM, 3aJaHHOW CpeIou, MPUTITUBAIO KO
MHE BO3MOXXHOCTH WJIU 3aCTaBJISLIO UX Ha-
xonuth. Cynp0a cBesla MEHs B TIATHAIIIa-
TUJIETHEM BO3pacTe ¢ rpynmoit «/IBuxe-
Hue» JIbBa Hycbepra, ¢ ero okpy:keHuem —
®pannucko Mudanre, Cnasoit Koneii-
yykoMm, Muiueii JlopoxoBsiM, Bukropom
CrenaHoBBIM. DTO ObLT pyoex 1950-x—
1960-x romoB, BpeMsi JOCTATOYHO BOJIb-
Hoe. MbI cobupanuch B moasae y Bonoaun
Tankuua. B 1960-Mm st mocTynu B osmrpa-
ryecKuii TEXHUKYM U CTajl Crielralnuc-
TOM 1o oopMiaeHuI0 KHUrK. Ha mepBom
Kypce TeXHUKyMa 5 y3Hai, yto B [MUN
umeHu A.C.I[lymkuHa ectb Kity6 oHBIX
HCKYCCTBOBEIIOB, I/Ie ObLTH MPEKPaCHBIE Te-
JaroTy, MOMJIMHHAS 3JIUTa U3 Yncia yuae-
HbIX... TpM roga 3aHATHI TaM HE TOJbKO
JIaJIi MHOTO B 00J1aCTH UCTOPUU 3aIlaHO-
€BpOITEMCKOro UCKYCCTBA, HO U TTOAapU-
JIM XKUBOE OOIIIEHUE C HACTOSIIIIUM MCKYC-
ctBoM. [ToMHI0, KaK 110 /IBa ¢ MOJOBUHOM
yaca MpoOBOIMJI B 3aj1aX, cKaxkeM, ¢ lore-
HoMm, Ban Torom, Cezannom, Ilukacco.
A ene 6buM Moe3aku 1o Poccuu; Hac Bo-
3UJIM B CTapble PyCCKUE ropoja, Mmpero-
JaBaJii UCTOPUIO PYCCKOTO UCKYCCTBA.
3Ot0 — nipeabicropus. Beaw st Toro,
YTOOBI KOJUIEKITMOHUPOBATh, HY>KEH OIpe-
JICJICHHBIM HACTPOM, ONpeICJICHHbBIC 3HA-

HUS U, 4YTO CaMoe [JIaBHOE, — (PUHAHCHIL.
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M.A.BPYBEJIb
Jemon. 1890-¢
danepa, Macio
31,5 x47

Mikhail VRUBEL
Demon. 1890s
Oil on plywood
31.5x47 cm

K.C.IIETPOB- »
BOJKWH
Kenwuna c pedenrom
Ha one 20poda. 1924
110 x 142

Kuzma »
PETROV-VODKIN
Woman with Child
against a City. 1924
110 x 142 cm
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COLLECTORS AND COLLECTIONS

ART PASSIONS

Collecting artwork is a passion — one which can develop in many different ways. Private collec-
tions become themed collections, then later part of a museum or museum holding. Thus, the
Tretyakov Gallery was initially the private collection of Pavel Mikhailovich and Sergei
Mikhailovich Tretyakov; equally, the holdings of the Museum of Private Collections originated
from several private collections put together by famous individuals. Valery Dudakov, one of the
most influential Russian collectors — respectfully called “Patriarch” by his fellow art lovers — has
plans to transfer his collection to this museum. Employed as an expert by the auction houses such
as Sotheby’s, Christie’s and Phillips, he has written two books and dozens of articles about both
artists of the first third of the 20th century and nonconformist artists, and made five films.

Valery Alexandrovich, you are an
artist and an art scholar and historian. How
did you come to be a collector, what
brought about this “malady” — how did it
all begin?

It all started in my childhood, in a
children’s summer camp I went to; it seems
it was all fore-ordained. My eagerness to
pursue a course of life different from that
determined by my background either
attracted opportunities to me, or made me
find them. At 15, [ happened to meet artists
from Lev Nusberg’s group “Dvizhenie” —
Francisco Infante, Slava Koleichuk, Misha
Dorokhov, Viktor Stepanov. That was at the
beginning of the 1960s, a fairly liberal peri-
od. We would meet in Volodya Galkin’s
basement. In 1960 I became a student at a
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printing college and became a professional
book designer. During my first year at the
college I learned about a Young Art Schol-
ars’ Club at the Museum of Fine Arts; |
joined it, to discover very good teachers,
the cream of the learned society. The three
years at the club gave me a great deal, not
only by way of learning the history of
Western European art, but also by way of
seeing true art; I remember spending two
and a half hours at a time in the museum’s
rooms contemplating the works of Gau-
guin, Van Gogh, Cezanne, Picasso. And
there were also travels across Russia, too —
our teachers brought us to the old Russian
cities, told us about the history of Russian
art. That was the prelude to the story.
Because to start collecting, you needed a

certain state of mind, certain knowledge
and, most importantly, finances.

So where did you get the money?

After finishing college, I started to
work as a book designer at different pub-
lishing houses and at the same time studied
at Moscow University. That was how it all
turned out, all the stumbling blocks in my
life notwithstanding. I began to earn good
money. And I met the so-called “unofficial
artists” — Volodya Nemukhin, Slava Kalin-
in, Kolya Vechtomov (I called them by first
name although they were not very young),
then [Dmitry] Krasnopevtsev, [Vladimir]
Weisberg, [Eduard] Shteinberg, [llya]
Kabakov, Oscar Rabin. These artists loaned
me their works “as wall pieces” — in 1969 |
inherited from my father a big one-room
apartment. And the artists would tell me:
“Our walls are all hung with stuff but yours
are empty — why don’t you hang the pic-
tures on the walls; you receive visitors,
some of them art scholars, maybe they’ll
get interested” — I did not own the pieces
but sort of could hold them. Fast forward to
1970... I was already teaching at the print-
ing college and made my first purchase — a
piece by Weisberg. So it was then that I got
“entrapped”, and I started buying.

I collected for many years pieces by
artists whom I knew personally. And soon
I became richer — I took a job as chief artist
at the Soviet recording company Melodiya.
I was a part of a circle of cronies passing on
to each other lucrative commissions and
jobs. And, not to mince words, we were
earning a lot, we were more than wealthy by
Soviet standards: we did not exploit any-
one, in most cases we sat up until three or
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COLLECTORS AND COLLECTIONS

four in the morning, and toiled over our
sketches applying our “wizardry of hands” —
that was how we made the money.

Back then second-hand stores were
selling artwork that some museums would
be happy to get hold of today...

Since I was making a good living,
quite naturally, I was buying up pieces by
artists whose works were on sale at second-
hand stores — that was one of the sources
for my collection: the “Union of Russian
Artists”, “World of Art”. In the 1970s such
artwork was priced cheaply, say, a work of
[Leonard] Turzhansky or [Stanislav] Zhu-
kovsky or [Sergei] Vinogradov would cost
about 300 rubles. Well, a Korovin went for,
say, 2,000 rubles, and Ivan Aivazovsky or
Ilya Repin had much bigger price tags.
Gradually I became focused mostly on
the artists from the “World of Art”, “Jack
of Diamonds” and “Blue Rose” groups.
I started collecting “Blue Rose” pieces
when museums did not want to hear about
it, considering the pictures distasteful and
decadent.

True collectors are a cliquey lot, a
sort of exclusive club, a secret order. How
did you become a part of it?

At a “Portrait and Self-portrait” show
at the Union of Artists’ exhibition hall on
Usievich Street, I met Yakov Yevseevich
Rubinstein, one of Moscow’s leading col-
lectors, and this marked a milestone in my
life. He was an experienced collector, knew
artists from St. Petersburg and Moscow way
back in the 1930s, and arranged traveling
exhibitions across Russia. The man had a
great impact on me. I wrote articles for his
shows, helped him to mount paintings on
the walls and to publish catalogues, and he
taught me “collector’s tricks”, as he called
it, the “sleight and swap” tricks that every
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collector has to use, and he introduced me
to all the prominent collectors in Moscow.

What these people were like?

On the official side, there was a Col-
lectors’ Club, created by Vladimir
Ivanovich Kostin: it existed from 1968 to
1974, and I was not a member because I
was too young. But there was also an unof-
ficial circle of contacts, where I occupied a
certain position. The position of a junior
but fairly respected collector, albeit a
beginner. We would get together, eat, talk
about our finds and share information
about heirs, the subject of paramount
interest to us. The circle of associates
included a president of the Academy of
Medical Sciences Nikolai Nikolaevich
Blokhin; Aram Yakovlevich Abramyan,
the chief urologist, who treated Brezhnev
and Shchelokov; Abram Filippovich
Chudnovsky, one of the best collectors —
I think that in Russia his collection was
second only to Kostaki’s; Yury Sergeevich
Torsueyv, one of the biggest black-marke-
teers or, as we call them today, dealers in
Moscow; Yevgeny Anatolievich Gunst, an
admirable collector of the “Blue Rose”
and “World of Art” pieces; Solomon
Abramovich Shuster, losif Moiseevich
Ezrakh, Boris Andreevich Denisov,
Vladimir Yakovlevich Andreev, Anatoly
Vladimirovich Smolianinov — a large com-
pany of well-established, respectable col-
lectors, with a collecting experience far
lengthier than mine; they were seasoned
pros, I became acquainted with everyone,
and everyone trusted me. Many of these
friendships lasted for years. They too
taught me their “tricks” — they knew quite
a lot of them — and they also sold me art-
work and introduced me to heirs, which
was a fascinating experience. Since I was
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a very dynamic person with money, I use
to be a magnet for many people.

What artists’ heirs did you know, from
whom did you buy artwork?

I bought from heirs and from collec-
tors. This is how I became acquainted with
Aristarkh Lentulov’s daughter Marianna
Lentulova, with Robert Falk’s last wife
Angelina Vasilievna Falk, Lev Fyodorovich
Zhegin’s widow Varvara Tikhonovna
Zonova-Zhegina, the Rodchenko family,
the Drevin family, the Miturich-Khleb-
nikov family, [Nikolai] Sinezubov’s heirs.
And these people trusted me because 1 was
a reliable person (I followed up on my
promises) and creditworthy, and because
I was one of them, a fellow art researcher
and artist, it was much easier for them to
deal with me than with other collectors.
I guess it was more agreeable. I knew how
to listen. It was essential to conceal your
eagerness about the goal of your visit, and
to listen attentively. All this was interesting
to me not in a small part because I am
an art scholar by nature — 1 graduated
from Moscow State University, and the
topic of my thesis was synthesis in Russian
Modernist art, and this interested me near-
ly as much as the art trade.

That was how I joined the club and
stayed there until I achieved my strange lit-
tle vain goal of entering the “top ten” of
Russian collectors. This happened by the
end of the 1980s — by then I was already
tired from my job at Melodiya, that was
how things turned out, and I saw the limits
of my potential as an artist. | focused on my
collection, which by that time already
numbered about 300 items, mostly paint-
ings. There were three major sections:
paintings from the 1900s-1930s, starting
with the “World of Art” and all the way up

C.J0.CYJIEVIKWH
Mos wcusnb. 1916
KapTon, Temnepa
45 x 70

Sergei SUDEIKIN
My Life. 1916
Tempera on cardboard
45 x 70 cm

Ortkyna xe y Bac 0butn cpencta?

[Tocne okoHYaHUSI TEXHUKYMa sI pa-
0oTaJl XyTOXXHUKOM-TPaUKOM B Pa3HBIX
M3AaTeIbCTBAX M OJHOBPEMEHHO YUWJI-
ca B MI'Y. Cranu nosiBISITbCS XOPOILIUe
neHbru. M cocTosiioch 3HaKOMCTBO € Tak
Ha3bIBAEMbIMU «HOHKOH(MOPMUCTAMU»:
Bononeit HemyxunsiM, CrnaBoii Kanunu-
HbIM, Koseit BeaToMoBBIM (51 0Oparaics
K HUM T10 UMEHaM, XOTsI OHU ObLIN HaM-
Horo ctapiie MeHs1). 3ateM — ¢ KpacHo-
nesLeBbIM, Beiicoeprom, IlTeitnOeprom,
Kab6akoBbiM, Ockapom PaGuHbBIM.

OTH XYIOXKHUKHU JaBaIu pabOTHI «Ha
MoBUCEeHME» — Yy MeHs B 1969 roay mo-
SIBUJIach OOJIbIIIAasi OMHOKOMHATHAs KBap-
THpa, KOTOPYIO MHE OTEIl OCTaBIIL. XYIOX-
HUKU TOBOPUJIU: «Y TeOS MyCThIE CTEHBI,
a 'y Hac Bce 3a0uTo. [ToBech, K TeOe nonu
XOIISIT, MCKYCCTBOBEIbI, MOXET, 3TO HX
3aMHTepecyeT». Belu MHe He mpuHaaie-
»Kaiur, HO ObUIM KaK Obl B MOEM pacIiopsi-
JKEHUU.

Hactynun 1970 ron, s1 Hauan rpermno-
JaBaTh B MOJUTPacUUECKOM TEXHUKYyME
U KyIuJ repByo padoty — y Beiicoepra.
C 3TOTO JHS MOSI «Karactpoda» 1 Hava-
JIach: §1 CTaJl MOKYMaTh, MPUYEM TOJTUE
TO/IbI COOMPAJT JIUIIIb TEX, KOTO TMYHO 3HA.
A BCKOpe MOM MaTepuajbHble BO3MOX-
HOCTH PE3KO PACIIUPUINCD; 5 «CEJI» TaB-
HBIM XyIOXXHMKOM BcecorozHoit crynuu
rpamzanucu GupMbl «Menonusi». Y Hac
OblJIa TaKasl «Kpyropasl MOpyKa» — JIpYT
JIpYTy TiepeiaBaTh BHITOAHYIO paboTy. U 3a-
padaTbIBaIy MBI, YECTHO TOBOPSI, MHOTO;
110 COBETCKUM IIpeACTaBICHUSIM ObUIU 00-
Jlee 4eM 00ecrieueHHbIMU JIIOIbMU, HU-
KOT0 He 3KCITyaTupys. B OosbiimHCTBe
clIyyaeB CBOMMU COOCTBEHHBIMU «30J10-
TBIMU PYYKaMU», CUIS 10 TpeXx-4eThbIpex
4acoOB HOYM, «KJIEIAIi» HALIU SCKU3bI.

B Te BpeMeHa B KOMHCCHOHHbIX Ma-
ra3suHax MpoJaBajuch TAKHe MPOU3BeIe-
HUS, KOTOPBIMH ceifyac 001a1aeT He Kax-
JIbIi XY/102KeCTBEHHBIN My3ei...

[TockonbKy OeHBIM y MEHSI ObLIU
0oJIbIIINE, TO, €CTECTBEHHO, MOTSHYJIACh
1IeTIoYKa TeX XyI0XHUKOB, PaOOThI KOTO-
PBIX TTOSIBJISUIMCH B KOMUCCUOHHBIX Mara-
3UHax. DTO ObUI OIWH M3 UICTOYHUKOB T10-
CTYTUICHUST POU3BEICHU I B KOJUTEKITUIO —
pa6oThl wieHoB «Cor03a PYCCKMX XyT0XK-
HMKOB», «Mupa nckyccrsa». B 1970-e romst
LIEHbI OBLTM HEBBICOKHE, CKaXXKeM, Cpel-
Hss paborta TypxkaHckoro, 2KyKoBcKoro,
BuHorpamoBa ctowsa B mpezeaax TpexcoT
pyousieii. KopoBUH CcTOWI THICSYM NIBE, S
He ToBOpIo 00 AitBa3oBcKoM u PernHe —
OHU OBUIM TOPa3a0 JT0POXKE.

ITocTernneHHO MOW MHTEpPECHI CO-
CpeIOTOYMIIMCH Ha MacTepax «Mupa uc-
KyccTBa», «byoHOBOTO Baseta» u «lomy-
00i1 po3bl». XyTOKHUKOB OOBEIMHEHUS
«[onmyGast po3a» s cran codbuparh Toraa,
KOrga My3ed MMM HE WHTEpPECOBAIUCH,
9TO CYMUTAJIOCh HCKYCCTBOM JIypPHOTO
BKYyca, A1eKaICHTCTBOM.

Kpyr moaMHHbIX KOJLJIEKIHOHEPOB —
3aMKHYTO€ CO00IEeCcTBO, KaK 3aKpbIThIi
KJy0, HeKwmii TaitHblii opaen. Kak yzamoch
B HEro BOWTH?
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M.C.CAPbAH
Kpacnas aowaows. 1919
XomcT, macio

106 x 142

Martiros SARYAN
Red Horse. 1919
Qil on canvas

106 x 142 cm

Ha BoicraBke «ITopTper u aBTOMOp-
TpeT» B BbIcTaBOYHOM 3asie Co103a XyI0XK-
HUKOB Ha ynuie YcueBuua B 1974 romy
MPOU3OIILJIO 3HAMEHATEIbHOE [UISI MEHSI
3HakoMcTBO ¢ SIkoBom EBceeBuuem Py-
OMHINTEHOM — OJHMM U3 BEAYLINX MOC-
KOBCKUX KOJIJIEKIIMOHEPOB. OIbITHBIH CO-
Ouparesib, OH ObLI 3HAKOM C IMUTEPCKU-
MM ¥ MOCKOBCKUMU XyIOXKHUKAMU €IIIe
B 1930-¢ romsl, Aesai BbIE3AHbBIC BbICTAB-
KU 110 Beeli Poccun.

DTOT YeNoBeK OKa3ajl Ha MEHS Or-
pPOMHOe BivstHUE. SI Trcas CTaThy ISl €T0
BBICTaBOK, [IOMOTAJI C Pa3BECKOM, C U3/1a-
HHMEM KaTajJOroB, a OH MEHSI YU «KOJI-
JIEKIIMOHEPCKUM (hOKycaM», KaK OH FOBO-
pu1, «<OOMeHy-00MaHy», 6e3 4ero HU OIUH
KOJUIEKILIMOHEP HE MOXKET O0OMTHUCH, U IO~
3HAKOMMUJI CO BCEMU KPYITHEHIIIMMU MOC-
KOBCKMMM KOJUIEKLIIOHEPAMMU.

Yr1o 310 OBLI 32 KPYr, M3 KOro OH
cocrosn?

OduumanbHblii Kpyr — 310 «Kiyo
KOJUIEKILIMOHEPOB», KOTOPbIi ObLI CO3IaH
Bnagumupom WMBanoBuuem KocTuHbIM
u cyuectBoBa ¢ 1968 o 1974 ron. 51 B He-
ro He BXOAWI 1o MosionocTu. Ho cyriect-
BOBaJI 1 HEO(UIIMAIBHBIN KPYT OOIICHNS,
[Ie S1 3aHsUI CBOE OIpe/eeHHOe MeCTO:
MJIA[IIEr0, HO JOCTATOYHO YBaXKaeMOTO
KOJUIEKIIMOHEPa, XOTh M HaYMHAIOLIETO.
Cobupaiuch, 3aCTOJIbs ObLIA, PaCCKa3bl-
BaJIM O HAaXOIKax, IeJMINCh CBEACHUSIMU
0 HacJeIHUKAX, YTO HAC OUYEHD KMUBO MH-
TepecoBaio. Tyna Bxogwin Hukonait Hu-
kojaesnu bnoxuH, [lpe3upent AMH,
Apam SxoBieBu4 AOpaMsiH, IJIaBHbII
yposor (teunn bpexnesa u Lllenokosa),
Abpam Punurnmnosny Yy THOBCKUIA, OTUH
M3 CaMbIX JIYYIIMX KOJUIEKIIMOHEPOB
(mymaro, ero Kosutekuust mocie Kocraku
ObLIa BTOpOIi 1O 3HaueHWIo B Poccum),

TPETbAK

KONMNEKUMN N KOJTNEKUWOHEPBI

Opwuii CepreeBuu TopcyeB, OMMH U3 KPYTI-
HEHIINX MOCKOBCKMX CIIEKYJISTHTOB, WJIH,
KakK MbI ceiiuac ToBopuM, auiepoB, Esre-
HUit AHaTOBeBUY [YHCT, 3aMevaTebHBIM
cobupateib «loyy0oii po3b» u «Mupa uc-
KyccTBa», ComomoH Abpamosuu Lllycrep,
Hocud Mouceesuu D3pax, bopuc Ana-
peeBuy Jlenucos, Bnagumup SIkoBieBuy
AnpapeeB, AHaronuii Bnagumuposuy Cmo-
JISTHUHOB — LIEJBIA PSII CEPhE3HBIX 0-
CTOMHBIX KOJUIEKIIMOHEPOB, HE YyeTa MHE
10 COOMPATETLCKOMY CTaXy. DTO ObLIM Ma-
Tepble BOJKHU, sI C HUIMU CO BCEMU Tepe3-
HAKOMWICS M 'y BCEX 3aCIyXKWUJI TIOBEpUE.
Co MHOTMMU JIOJITUE TOAbI ApyXKuiI. OHu
MEHSI TOXe 00ydJaau CBOUM «(hOKycam»,
KOTOpPBIX ObUIO TOCTAaTOYHO MHOTO, U O~
HOBPEMEHHO IPOIaBaIv MHE pabOThI, CBSI-
3bIBaJIM C HACJETHUKAMM, YTO ObLIO Kpaii-
HEe UHTEPEeCHO. A TTOCKOJIbKY 51 ObLT YeJio-
BEK OYCHb aKTUBHBIM M OTHOBPEMEHHO
00ecCIeYeHHbII, 3TO MHOTHX ITPUBJIEKAIO.

C HaclleTHMKAMH KAKHX XYTO0KHH-
KOB BbI ObLIIH 3HAKOMBI, Y KOTO IPHOOpe-
Taau padoTbI?

Sl mokyrman v y HacJIeTHUKOB, M Yy ca-
MUX KOJUIEKIIMOHEPOB. [lo3zHakomuics
¢ MapuaHHoi1 AprctapxoBHol JIeHTy10-
BOI1, nouepbio JIeHTynOBa, ¢ AHTEJIMHOM
BacuibeBHO# PajbK, MociaeIHEN KEHOM
®danbka, ¢ Bapsapoit TuxoHoBHOI1 30HO-
Boii-2Kernnoii, Biosoit JIbea ®egoposrnya
Keruna, cembeit Poguenko, cembeii pe-
BUHa, ceMbeil MuTtyprua—XieOHUKOBOIA,
HaciengHukamMu CuHe3yOoBa. DTU JTIOAU
MHE JOBEpsUId, TTOTOMY 4YTO S ObLT Ha-
JIEXKHBIM YeJIOBEKOM (CKazal — caenan),
KPEIUTOCITOCOOHBIM U K TOMY K€ CBOUM
OpaTOM-UCKYCCTBOBEIOM, XYIOXHUKOM.
WM ObLIO ropasno Jierye oOLIATBCS CO
MHOI, 4eM ¢ JIPYTMMM KOJJIEKIIMOHEe-
pamu. BosmoxkHo, 1 mpusitHee. S ymen
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to the left non-figurative art; of course, the
unofficial artists, with whom I had stayed in
touch all the time; third, some objects of
applied art, including pottery from
Abramtsevo. Since the collection was quite
large already, I started thinking about its
future.

In the 1980s the artistic community
was keen on the idea of establishing a
museum of modern art.

Indeed, that was in the air. We had
social gatherings — Lenya Bazhanov, Wil-
liam Meiland, Volodya Petrov, Oleg Logi-
nov and many others, we talked about
modern art, how it should be represented,
what sort of museum would be the best. So
I made a visit to the Soviet Culture Fund,
which was headed by Dmitry Sergeevich
Likhachev then. At the Fund I was to talk
with a deputy chairman, Georgy Vasili-
evich Myasnikov, a wonderful person who
supported many good initiatives. He lis-
tened to me carefully, frowned at me, start-
ed calling me by my first name and asked
what I did. When he learned that I was not
only an artist and art scholar but also a col-
lector, he asked me to arrange a meeting
of all the collectors from Moscow and
St. Petersburg and proposed to them to
establish a guild. It took me a month to
arrange the meeting where everyone would
be present, and in May 1987 the Collectors’
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Club was founded under the auspices of the
Soviet Culture Fund, uniting more than
100 of the choicest, most famous, most
deserving Russian collectors, each of whom
owned over 300 pieces. Soon I was hired to
head the section of international exhibiting
and private collections, and then we had an
extension — the Modern Art Museum,
because we decided to follow through on
this idea.

What did the Collectors’ Club do?

First, we rehabilitated the word itself
— previously “collector” was synonymous
with a black marketeer, a clandestine sub-
versive, a malcontent, a rogue who profits
from other people’s misery, a hustler from
a crime movie. We started organizing
shows of private collections — first in Rus-
sia, then abroad as well. 140 shows in Rus-
sia and 23 internationally — all over seven
years! In London in 1989 it was not the
Tretyakov Gallery or the Russian Museum
but we, the Soviet Culture Fund, who drew
a line under the past century organizing
the exhibition “100 Years of Russian Art
1889-1989”. The artists on display ran the
whole gamut from Isaac Levitan to Ilya
Kabakov and Vadim Zakharov, and the
show was a smashing success. This kind of
activity was very important during the per-
estroika era — it showed that there was pri-
vate property and people such as collectors
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who owned it. The Culture Fund showed
us off as the new type of Soviet person —
owners of private property on the one
hand, and community activists on the
other. Well, they were wrong about that
one, because when true capitalism arrived,
in its initial phase, only a few of us collec-
tors became heads of picture galleries or
art market movers or dealers.

What is the difference between col-
lectors and dealers, and why cannot a col-
lector become a dealer?

There is a very big difference. First,
any collecting is based on love for collect-
ed objects. You simply cannot offer to a
collector a sum big enough to make him
sell that which he dearly loves. He treas-
ures his favourites like family relics — they
are the only ones of their kind. Second,
you not only collect these pictures — you
become deeply involved with them; buying
a piece, you fathom very well its place in
the artistic landscape, its uniqueness, its
rarity. And of course you get used to read-
ing up about the artists whose works you
collect. This becomes a part of your soul,
takes deep root in your life. Sure enough,
we sell, because you simply have to sell or
buy if you are a collector, but you minimize
the selling — you sell only when it’s
absolutely necessary. Normally the sellers
are heirs who not only do not treasure the

I.J.BYPIIIOK
Knuya. 1914

Xouet, Macio, Kouask
52 x 63

David BURLIUK
Woman Reaper. 1914
Oil on canvas, collage
52 x 63 cm

A K.BOI'OMA3OB »
Tpameaii. 1914
XoucT, Maciio

142 x 74

Alexander »
BOGOMAZOV
Tram. 1914

Qil on canvas
142 x 74 cm

ciaymath. Henb3st ObUTO MPOSIBISITH He-
TepreHue, Hy>KHO ObUIO YMETh CIyLIaTh.
MHe 3T0 ObUIO MHTEPECHO €l1lle U MOTO-
My, 4TO TIO TIPUPOJE CBOEH 51 UCKYCCTBO-
Bea. Oxonunn MI'Y, motom acnimpaHTypy,
nucaj JUccepTauuio o mpodiemMe CUHTe-
3a B MCKYCCTBE pycCKOro moxepHa. Bor
Tak sl BOLIEA B 3TOT KPYT U MPOCYIIECT-
BOBaJ B HEM, MOKA HE JOCTUT CTPaHHON
MEJIKOW TLIEeCJaBHOM LeJau — BOILLEN
B TMIEPBYIO AECATKY POCCUMCKUX KOJIEK-
LIMOHEPOB. DTO MPOU3OLIIO0 K KOHILY
1980-x romos, Korna s yxe yctaa OT CBO-
eii paboThl B hupme «Menoausi» — 1 00-
CTOSITEIbCTBA TaK CIIOXUIUCH, U 5T TIOHSLIT
CBOH TIOTOJIOK KaK XYI0XHUK.

Sl cocpemoToumnics Ha KOJUIEKIINU,
KOTOpast K TOMY BPEMEHU yKe HACUUTBI-
BaJia OKOJIO TPEXCOT eANHMULL, BOCHOBHOM
>KUBOMUCH. BbLTN TpY OCHOBHBIX HAMpaB-
JIEHVIS: XKMBOTIKCH MIEPBOTO TPUALIATUIETHS
XX Beka, HauMHas ¢ «Mupa UCKyccTBa»
U 3aKaHYMBAasI JIEBBIMU OECTIpeIMETHBIMU
TEUEHUSIMU; KOHEUHO, HOHKOH(MOPMUC-
TbI, C KOTOPBIMU 51 0O1LAJICS TTOCTOSIHHO;
U TPEThe — HEMHOXKO 1eKOPaTUBHO-TIPU-
KJIaAHOTO WMCKYCCTBa, BKJIOYas abpam-
LeBcKyIo kepaMuKy. [10cKoIbKy Komnek-
LIMSI pa3pociiach, s CTall MOLYyMbIBAaTh O €€
cynnoe.

B 1980-€ roapi XynoxkecTBeHHOE CO-
00mecTBO OBLIO OXBAYEHO WAeei co31a-
HHUS My3esl COBPEMEHHOT0 MCKYCCTBA.

[eiicTBUTENBHO, OBLIO TAKOE MOBE-
Tpue. Codnpaauch Mbl KOMIaHUSIMU, TOE
obun Jlens baxkanos, Buibsim Meitnann,
Bonoas Ilerpos, Oner JIOTMHHOB U MHO-
rue apyrue. TonkoBajiu 0 TOM, UTO TaKOe
COBPEMEHHOE HMCKYCCTBO, KaK €ro Hajio
MPeNCTaBIsATh, KAKUM JTOJKEH ObITh My-
3eil. U momren s1 B CoBeTcKuit oHI Kyb-
TypBl, €ro TOrga BO3MIABSLT AMUTpuii
Cepreesud JIuxaues. Berpetu MeHst riep-
BbIli 3aMnipen [eopruii BacuiabeBuu Msic-
HUKOB, 3aMeyaTebHbII YeloBeK, KOTO-
PpbIii onAepXXUBajl MHOTHE XOPOILIUe Ha-
yrHaHWs. BHUMaTeIbHO MEeHsI BBICTyLIAT,
TTOCMOTPEJT UCTIOUTO0bS, TIEPELLIe]T Ha «Thl»,
CIIPOCUJI, YeM 3aHUMAIOCh. Y3HaB, YTO S
HE TOJbKO XYIOXXHUK U UICKYCCTBOBE, HO
U KOJUTIEKLIMOHEP, TTOTPOCHIT cOOpaTh BCeX
KoseKimoHepoB Mocksel u [lutepa u
MPeIOXKUTh UM O0BETUHUTHCSI.

Mecsi y MeHs yiiea Ha TO, YTOOBI
Bcex cobpaTh, 1 B Mae 1987 roma 6611 co-
3naH Kiy6 konnekimoHepoB CoBETCKOTO
¢doHma KynbTyphl, KyJa BOLUIO CTO C JTUIII-
HUM CaMBbIX KPYITHBIX, CAMBIX U3BECTHBIX
KoJuleknoHepoB Poccuu, kaxabiit u3
KoTopbIX umen 6osnee 300 pabotr. MeHs
BCKOpE MPUHSUIA Ha pabOTy HAYJIbHUKOM
oTIelia 3apyOeKHbIX BBICTABOK, a 3aTeM
MosiBUIach 1 nmpubaBka — My3seit coBpe-
MEHHOTO HCKYCCTBAa, MOTOMY 4YTO BCeE-
TaKu 3Ty UACI0 HaYaJu OCYIIECTBISITh.

Yro caenan Kinyb KoiekionepoB?

B mepBylo ouepens peaObMIUTUPO-
BaJI CaMO TIOHSITHE «KOJUIEKIIMOHEP», KO-
TOpOE 10 9TOT0 O3HAYATO «CIEKYJSHT»,
«IIOIOJIBIINK», «OIIMO3ULIMOHEP», «KY-
JIVK», HAXKMBAIOIIUIICS Ha TIOACKOM rope,
«TeMHast TMYHOCTh», TePOM IETEKTUBHBIX

TPETbAKOBCKAA FANEPEA

KOMNEKUAW 1 KONNEKLMIOHEPbI
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GuibMOB. MBI CTaJli OpPraHU30BbIBATH
BBICTaBKM YaCTHBIX KOJIJIEKIIMIA, BHAYaJIe
B Poccuu, 3atem u 3a pydexkom. 3a ceMb
net — 140 BrictaBoK B Poccum 1 23 3a py-
oexxom! B Jlonmone B 1989 rony BbicTaB-
Koit «100 jleT pyccKoro McKyccTBa» He
TpeTtbsikoBcKas ranepest M He Pycckuii my-
3¢l TIOABOAMIN UTOTU CTOJIETHSI, & MBI —
CogeTtckuii hoHI KyabTyphl. bblau nmpen-
cTaBjieHbl padoThl oT JleBuTana g0 Kaba-
KOBa 1 3axapoBa, BbICTaBKa MMeJia Ollle-
JIOMJISIOIIUN yCIIeX.

Takast nesiTeTbHOCTD ObLlIa BaKHA BO
BpeMsi mepecTpoiiku. HyxkHo ObUTO T0-
KaszaTb, YTO €CTb eI1Ie YaCTHAsl COOCTBEH-
HOCTb U JIIOAU, KOTOPBIE €10 BIAJCIOT —
koJutekuroHepbl. CTaBky hOHA KYIbTY-
pbI cliejlal Ha Hac KaK Ha HOBBIM TUII
COBETCKOIO 4ejoBeKa: Bpojae Obl coOCT-
BEHHUK, YACTHUK, a C IPYTO CTOPOHBI —
NPUHUMAET y4yacThe B OOILIECTBEHHOU
nesareabHocTr. [IpaBaa B 3ToM oHM, O6€3-
YCJIOBHO, OLIMOATUCh, IIOTOMY YTO KOT-
Jla HACTYNUJ HACTOSIIIMNA KaruTaau3M,
B HayaJbHOM CTaIuM, TO U3 HAC, KOJIJIEK-
LIMOHEPOB, MaJIO KTO MPEBPaTUIICS B Py-
KOBOJAUTENEl XyMOXECTBEHHBIX Talie-
peu, nearesnei XyI0XXeCTBEHHOTO PhIHKA
1 aHTUKBapOB.

B yem pa3Hunma Mexay KoJLIeKInuo-
HEpOM W AaHTHKBAPOM M MOYeMy M3 KOJI-
JIEKIIMOH epa He MOJIyJyaeTcss aHTHKBap?

Pasnunia oueHn Oonbias. [lepBoe:
J1000€ KOJUIEKIIMOHUPOBaHUE TMOCTpOe-
HO Ha JIIoOBU K caMOMy TIpeaMETY CO-
oupatenbcTBa. HMKakoro KomieKmoHe-
pa HUKaKMMU JIE€HbraMu HEBO3MOXKHO
3aCTaBUTD IMPOJATH TO, YTO OH FOPSIIO JTHO-
ouT. JIroOMMbIe BeIlM JJIsI HETO — KaK ce-
MeiiHbIe 1IeHHOCTH. EnnHcTBeHHBIE. BTO-
poe: KpoMe TOTrO, YTO Bbl COOMpAETe 3TU
KapTUHKU caMU 10 cebe, BBl eIle Bbe-
JIUBO B HUX BHUKaeTe. [Tokymass Ty win
WHYIO Belllb, BBl XOPOIIIO MPEACTaBIsICTEe
€€ MECTO B XYIOXECTBECHHOW XW3HU, €€
YHUKAJIbHOCTb, TaK HAa3bIBAEMYIO PApUTET-
HocThb. VI KOHeYHO, unTaeTe JUTEpaTypy
0 TBOPUECTBE CO3MABIIETO €€ XyTOKHMKA.
DTO CTAaHOBUTCSl YaCTbIO Ballleil AYIIH,
1y0OKO B Bac mpopacTaeT. EctecTBeHHO,
MbI MPO/IaéM, HO TTOTOMY, UTO HE ObIBacT
HMCKycCTBa 0e3 KyIu-Tnipoaaxu. OnHako
3TU MPOJAXKU MUHUMAJIbHBIC, BEIHYKICH-
Hble. [1ponatot, Kak mpaBuIoO, HaCJACTHU-
KU, KOTOPBIE K 3TOMY HE TOJIbKO He TIPU-
KUTIEJIM, HO €Ille M XUBYT B CTECHEHHBIX
00CTOSITEIbCTBAX, 32 UTO KJISIHYT CBOETO
cobuparesisi «B XBOCT U B TpuBY». [1oHO
cJlyJaeB, KOT/Ia 1ocjie CMEePTH KOJIICKIIM-
OHepa Bce JIETeJIO Ha TPOJaxy ¢ TUKOM
cKopocThio. TpeThe: cocTaBisIoIas KO-
JIEKIIMOHUPOBAHUSI — BOBCE HE KOMMep-
1UsI, TIOTOMY YTO KOJIIEKIITMOHEP caM IO
cebe U AUPEKTOP CBOETO My3esl, U Oyxraii-
Tep, U CHIIIMK, Pa3bICKUBAIOIINI BEIIH,
M XpaHUTEIb, a 3a4acTyIO U pecTaBpaTop,
MOCKOJIBKY MBI BCE XOPOIIIO 3HaeM, B Ka-
KHX YCJIOBMSIX Belllb JOJKHA BBIKMBATh
M KaK OHa JIOJKHa comepxkaThbes. [1oaTo-
My KaXIblii KOJUIEKIITMOHEP — 3TO MaJIcHb-
KU My3€ei CO BCEMHU €Tr0 COTPYIHUKAMMU,
a BOBCE He ToproBoe mpenmnpusTue. [1o-

KYIaTh-TIPOJaBaTh — 3TO MMOOOYHOE TTPO-
M3BOJACTBO, a HE 11eJb.

Ko ke Takoii anTukBap?

AHTHUKBap — 3TO MPEKJIE BCETO YeJI0-
BEK, KOTOPBII MPEKPaCHO MPEACTaBISIET
(UMHAHCOBYIO 1IEHHOCTb BEIIU, BBHITOM-
HOCTbB €€ TTIOKYITKY U TAIbHEHIIIEN poaa-
KU-Tiepernpoaaxu. Y eciiv Bbl IPeaIOXKM-
Te IBYX-, TPEX-, a UHOTJA U TISITUKPATHYIO
LIeHY, TO OH MaMy poaHyo ripoaacTt! Y He-
ro ueib Apyras — He COOMpPaTeIbCTBO,
a u3BJeveHue npuosLi. Kpome Toro, aH-
TUKBap — 3TO MHOTONPO(MWIbHbIN, MHO-
TrOKaHaJIbHBIM 3HATOK WJIM TICEBIO3HATOK
cBoero ToBapa. K coxaneHuto, y Hac MHO-
rye aHTUKBaphl BOOOIIE MAaJTOTPaMOTHBIE,
3T0 Oella HaIlleTo Xy/I0KECTBEHHOTO PhIH-
Ka. JIOBOJIbHO YacTO OHU Jaxe He TOHU-
MaroT, YeM BJIAJICIOT U YTO MpoaaioT. Bean
MM He BaXXHO, YEM 3aHUMAThCSI — KaMHSI-
MU, cepedpoM, UKOHAMM, MEOEIbIO, JEKO-
PaTUBHO-TIPUKIIATHBIM HMCKYCCTBOM K-
BOTHCHIO, TPaUKON WU CKYJIBITYpOIA.
BakeH 000poT — BOT UTO /UIST HUX OCHOB-
Hoe. AHTHUKBAp, KaK MpaBWIO, He BHUKAET
B CYTb T€X BELLIEH, KOTOPbIE EMY JOCTAIOT-
cs1. [ToaTomy KOJIIeKIIMOHep Y aHTUKBAp —
COBEPILEHHO pa3Hble Joau. KoHeuHo, He-
KOTOpBbIE€ aHTUKBaphl MOTYT UMETh CBOIO
MaJIEHbKYIO KOJUIEKIIMIO, HO OHA SIBJISICT-
csl TOOOYHBIM TPOM3BOJICTBOM, IIIJIAKO-
BBIM OTXOJIOM. A JUISI HAC MpeaMeT CoOU-
pareabcTBa — 3TO I1aBHoe. He ObL10 cpe-
I CTapbIX KOJIJIEKIIMOHEPOB HU OHOTO,
KTO He 3Haj Obl O MpeaMeTe, KOTOPhIi y
HETO HaXOIUTCS, BCIO TIOAHOTOTHYIO. DTO
ObLIM 3HATOKM, JIIOIU, KOTOPBIC JIydIle
MY3EUILIMKOB pa30rpaanuch B HAXOASILIEM-
cs1y HUx Matepuaie. [Toutu Bce oHM ObUTH
JIOCTATOYHO XOPOILIO 00pa30oBaHbl B c(e-
pe Toro, 4To coOMpaIu.

CymecTByeT JM KOHTAKT, B3aHMO-
JielicTBHE MeXKIY KOJLUIEKIIMOH epaMH U aH-
THKBapamMu?

BesycnoBHo cymiecTByeT. YacTo Ko-
JIGKIIMOHEPHI TTOKYIAIT Y aHTUKBapOB,
MPOJAAIOT Yyepe3 HUX CBoM Bemn. Ho B nx
OOIIIEHNM eCThb M3BECTHasl, 1 Obl cKasal,
OCTOPOXHOCTb.

Kak BbI oTHOCHTECH K TOMY, 4TO HC-
KYCCTBO Ceiiyac CTaji0 y HAC MpeaMeToM
Ou3Heca, TeM, UTO He IeBAIbBUPYETCS, HO
He B BbICOKOM, 2 B HU3MEHHOM CMBbICJe
3Toro cjoBa. McKyccTBO — 3TO MOJIET ay-
mu, Ero BeanmyecTBo, M BAPYr oHO CTa-
HOBHTCSl TpPEeAMETOM TOPra, HAaXKHUBBI.
Korna ato Bo3Hukm10?

Bo-mepBbIX, pHIHOK aHTUKBapuaTa
cyliecTBoBas Bcerna, B Poccuu oH ObLT
C He3amaMsTHBIX BpEMEH U IaXKe B caMble
JKECTKHE BpeMeHa COBETCKOIO pexkuMa.
AKTHMBHO 3TH PbIHOYHBIC MJIEHU CTAJIN MTPO-
nmaraHaupoBaThcsl B 1970—1980-¢ ronpl.
B nepuon 3acTost ppIHOK CTaJl 1OCTATOYHO
MOIITHO pa3BUBAThCS, ITOTOMY UYTO MOSIBU-
JINCh TIOJTObHBIE TTPOU3BOCTBA 1IEXOBU-
KOB, BamoTYuKu. OHM HE CTaHOBWJIKMCH
KOJIJIEKIIMOHEepaMK, HO BHOCUJIU CBEXXUIA
MOTOK JeHer. [losiBUIMCh TMepeKymiy-
KH-CITEKY/ISIHTBI, TOTOMY YTO Hayvall pa3-
BUBAThHCS PHIHOK PYCCKOTO MCKYCCTBA Ha
3anane, B 1985 rony aykuumons! Christie’s

A.B.JIEHTYJIOB
Pacnamue. 1910
Xornct, Macno. 71 x 5

Aristarkh LENTULOV
The Crucifixion. 1910
Oil on car

71 x 53 cm

« J1.C.CTEJUIELIKWN
3apsa. 1910
XoJcr, Temnepa
74,5 x 58.5

< Dmitry STELLETSKY
Dawn. 1910
Tempera on canvas
74.5 x 58.5 cm

NEKUNN 1 KONTTEKLIMOHEPSI

u Sotheby’s Hauaau MPOBOIUTH PYCCKUE
Topru. CTajo 0O4eHb BBITOMHO BBIBO3UTH
npeaMeThl nckycctBa U3 Poccun. Dtum
U paHblile 3aHUMAJIMCh TUTUIOMAThI, JKyp-
HaJIUCThI, KKHEMATOrpaduCThl U BCE TTPO-
que 3araaHble JIOI1, B OCHOBHOM C IIEJIbIO
paszborareTh Ha 3TOM «TOBape», MOCKOJIb-
KY 31eCh 1LIeHbI ObUTM M TOTJA BO CTO KpaT
HIKe, ueM Ha 3araje. B aToT nepuon Obi-
JIO MHOTO KOHTpabaHbl, KOTOpasi cTajia
akTMBHOI ¢ cepenunbl 1970-x. [Tocne 3Ha-
MeHUTOI BeicTaBKU «[Tapuk — MockBa»
Hayaju o0palllaTb BHUMaHKE Ha PYCCKUIA
aBaHTapj, KOTOPbIi TPUHOCKIT JOCTATOY-
HO cepbe3HbIe MPUOBLIN; JaXe He BaXKHO
ObLIO, TOJTMHHUK JIM BBICTABISICTCS Ha
MPOAaXYy, IIaBHOE, YTOOBI MMEJI OTHOIIIE-
HUE K PYCCKOMY aBaHTapy.

Taxk 4TO PBIHOK 3TOT CYIIECTBOBAII.
Ho apyroe nesno, 4yto mocie Toro, Kak Mbl
MPOBO3IJIACUJIN CO3aHUe PHIHOYHOTO Io-
CcyIapcTBa, KMUBYIIIETO 11O 3aKOHAM Karlu-
TaJTMCTUYECKOTO PhIHKA, BCE CTAJIO OYCHD
OBICTPO KOMMEPLUATU3UPOBATHCS, a UC-
KYCCTBO TIpEBpaTUIOCh, TPeXIe BCEro,
B TOBap JJIsI HOBBIX JWJIEPOB, HOBBIX CO-
OupaTesieii, HOBBIX TaJlepUCTOB.

Kax H1 ctpaHHO, Ha pyoexke 1980-x —
1990-X rogoB npou3solilia CMeHa MoKoJie-
HUi cobupateneit. Ctapble CTaayd BHIMU-
path. OHH MPOCTO «BBILUIA B TUPAXK» 10
Bospacty. [IpuIiuio HoBoe OKOJIEHUE, IS
KOTOPOTO J1100asi XyI0KEeCTBEHHAsT BEIllb
B MEPBYIO 04Yepeab — MaTepraibHas 1IeH-
HocTb. M3 3TOTO HeE ciienyeT, 4To He ObLIO
JIIOJIEH, KOTOPbIE JTIOOUIN UCKYCCTBO, HO
HX OCTAJIOCh COBCEM HEMHOTO. BoJbImH-
CTBO 3aHSIJIOCH ITPEBPAIICHUEM BCETO 3TO-

ro B JeH3HaKu. Belb Mpomaxu pycckoro
#2010 85

THE TRETYAKOV GALLERY




COLLECTORS AND COLLECTIONS

stuff but worse still had to live, when the
collector was alive, in a cramped space and
anathemized him (or her) for that. There
have been many cases like this, when after
a collector’s death his heirs sold off his
stuff in no time. Third, collecting is not
pivoted around commerce. Because the
collector is the director of his museum as
well as its accountant, and the investigator
who traces the collectibles, and the custo-
dian, and often the renovator, because we
all know how objects should be kept and
taken care of. So, every collector is tanta-
mount to a little fully-staffed museum.
Collecting is not at all a commercial ven-
ture. Buying and selling is an auxiliary
activity, not the goal.

What is a dealer?

A dealer, above all, is a person who
can very well size up an object’s financial
value, the profit to be made from its pur-
chase and subsequent sale or re-sale. And if
you hike up the price two-, three- or even
five-fold, he will sell his own mother! His
goal is different: reaping a profit, not col-
lecting. Besides, the dealer is a multi-disci-
plinary connoisseur or pseudo-connoisseur
of his wares. Unfortunately, many of our
dealers are not very knowledgeable, this is
the trouble with our art market. Quite often
they are not even aware what kind of stuff
they are holding and what they are selling.
It does not matter to them what sort of
items they trade in — stones, silver, icons,
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furniture, applied art or paintings, graphic
art, sculpture. Dealers are only concerned
about turnover. And usually they do not try
to understand the essence of the objects
they get hold of. Therefore, collectors and
dealers are two different things. Sometimes
a dealer can have a little personal collection
of choice objects, but this collection would
be an accessory, a slag. Meanwhile, for
us collectors the pieces we collect are the
basis, the essence. As for old-time collec-
tors, each of them knew everything about
every item in his possession. They were
connoisseurs, they knew about their art-
work much more than any museum
researcher, nearly all of them were reason-
ably knowledgeable in the field in which
their collecting was focused.

Do collectors and dealers keep in
touch, interact?

Certainly. Because collectors often
buy from dealers or sell through them. But
their contacts are marked by — how should
I say? — not by a lack of interest but by a
certain caution. Because whatever you may
say, dealers are plebeians.

What do you think about the present
situation when art in Russia became a busi-
ness, when artwork is something that is
immune to deflation of value, but in a
mean, rather than exalted, sense of the
phrase. Art is “His Majesty”, a soaring of a
soul. And suddenly it becomes a tradeable
commodity, a lucrative object. When did
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we start to have this attitude? And how do
you feel about it?

First, the antiquities market has been
around all along, in Russia — since time
immemorial, and it existed even during
the most oppressive period of Soviet rule:
things were bought and sold. The free
market ideas started to be promoted in the
1970s-1980s; during the stagnation period
the market was developing quite steadily
because we had those “tsekhovikis” (ille-
gal manufacturing workshop owners), ille-
gal foreign currency traders — although
they did not become collectors, they
brought in the fresh money. The period
saw the emergence of re-sellers-cum-
black-marketeers, because a market for
Russian art was materializing in the West;
in 1985 the auction houses Christie’s and
Sotheby’s began to trade in Russian items,
and bringing artwork from Russia became
a lucrative venture. Previously, this was the
province of diplomats, journalists, film-
makers and other Westerners, who hoped
to get rich in this “trade”, because in Rus-
sia the prices were dozens of times lower
than in the West.

And all that period, especially starting
from the mid-1970s, was marked by smug-
gling. After the famed show “Paris—
Moscow” people started to seriously pay
attention to Russian avant-garde art which
brought handsome profits; people did not
even care whether this or that piece was

H.H.CAITYHOB
Hamiopmopm

¢ agmonopmpenom
1910-1911
Kapron, Temnepa
78 x97.5

Nikolai SAPUNOV
Still-life with
Self-portrait
1910-1911

Tempera on cardboard
78 x 97.5 cm

HMCKYCCTBAa OACHOCIIOBHO YBEJIUUYMIKCH.
CTOMMOCTh PabOT HEKOTOPBIX XyHOXKHU-
KOB, Takux Kak bopuc Ipuropnse, 3uHa-
npa CepedpsikoBa, BO3pOCiia MHOTOKpaT-
HO, 51 X He roBopio o Manesuue, Lllara-
ste, @anbke, Kangnackom. KoneuHo, 3to
CTaJIO BBITOAHBIM BIIOXKeHUEM AeHer. U co-
OupaTend HavyajJu K 3TOMY OTHOCHUTBHCS
[JIaBHBIM 00pa3oM Kak K MaTepHaJlbHOM
LICHHOCTH, a He KaK K TMPeAMETy MCKYC-
cTBa. EcTecTBEHHO, OHM HE «BbE3XKaIU»
B TO, UTO COOMpPAJIN; HE OYCHDb MTOHUMAJIN
XYIOXECTBEHHYIO LIEHHOCTb, 3aTO XOPO-
1110 TOHUMAJIY MaTePUATbHYIO.

B mnociennee BpeMsi MOSIBHJIOCH
0YeHb 00JIbIIOe KOJIMYECTBO BCAKMX XY-
JI0KECTBEHHBIX TOJeJI0K, He MOJIeNOK,
HMEHHO MOJIeJIOK Ha moTpedy BKYCy Ha-
POKIAI0MIErocs CPeIHero Kuacca.

Brb1 3Haere, s1 maxke He MOTY Ha3BaTh
3TO UCKYCCTBOM KaK TAKOBBIM MJIM M300pa-
3UTEJIBHBIM HUCKYCCTBOM. DTO HEKOE Te-
aTpaJn30BaHHOE JEHCTBO, KOTOPOE BKITIO-
yaeT B ce0s M MUCTU(UKALIUIO, U OOMaH,
U peKJiaMy, M Mmuap, W LeJIblil psa MaHU-
MyJISIIMIA, YTO HE YKJIaIbIBAETCSI B pAMKH
M300pa3uTEIbHOTO MCKYCcCTBa. Tam M30-
Opa3UTENIbHOCTH, KaK MTPaBUJIO, TIOYTH HET.
EcTb kenanue yauBuTh, MOpa3uTh HEKUM
JIEWCTBOM, TeaTpaJIM30BAaHHOM CLIEHOIpa-
dueii. 51 uMero B BUIY He TOJBKO Tiepdop-
MaHCbI, HO U1 MHoTue TBopeHus1 Kabako-
Ba, Te ke Mpou3BeeHus bynarosa (c mou-
TEHUEM OTHOIIYCh K aBTOpPY, HO MHE He
HPaBUTCSI €T0 KMBOIMChH), MHOTUX ApPY-
ruxX KoHuenTtyaauctoB. OHM He Bceraa
nepGopMaHCHBIE U TOBOJBHO YacCTO KakK
OBl 6a3MPYIOTCSl Ha U300pa3UTEIBHOCTH,
Ha KaKOM-TO CIOXKETe, Ha HEKOEM CMbIC-
Jie, HO BCE PaBHO MPEACTaBISIOT COOOM
TeaTpaar30BaHHbIE ICCTBA.

S mymato, 3T0 MPOU3OIILIO IO TPUYK-
He TOTO, YTO TOT HOHKOH(MOPMU3M, KOTO-
phIii ABIIsUICS Hanbosiee 3HAYMMbBIM B UC-
KYCCTBE COBETCKOTO TepHoja, ucueprai
cebs1 uaeosornyecku. Hamo ObUT1O BbIA-
BUHYTb YTO-TO OOIIE3HAUMMOE, He3aBU-
CHMO OT HallMOHAJIbBHOCTH, BEPOUCITOBE-
JIaHUS U BCETO MPOYETo, 1 B TO K& BpeMs
HACTOJILKO YBJIEKaTeJIbHOE, HACKOJIBKO YB-
JieKaTeIbHa My3bIKa «IT0IChl». OIUHAKO-
BO 3HAYMMOTO TSI JIIOACH BCeX BO3PACTOB
U BCEeX MHTEJICKTYaIbHBIX ypOBHE#. U BOT
9TO MCKYCCTBO TOSIBUIOCH Ha TOTPeEOY,
TEM Taye UTo Te, KTO MMEJ IEHbIU, C YI0-
BOJILCTBMEM 3TO BOCITPUHSLIIN KaK OYepe/i-
HOI1 aTTpakuuoH. Hackonbko oHM Biusi-
TebHBI? [lyMato, 3Mech He OYeHb, a CKopee
Ha 3amane. 3amaj co3maeT Moy, MMEHa,
JNUKTYET LIEHBI HAa 3TO UCKYCCTBO. I TOBO-
plo He 0 3amagHoOM, a 00 OTEUEeCTBEHHOM
uckyccTBe. M korma xakasi-To KapTMHa
¢ kykom KabakoBa mpoaaeTcs 3a 1IecTh
MWUTMOHOB, 9TO BOBCE HE 3HAUMT, YTO OHA
CTOMT TaKue IEHbI'M. DTO 3HAYUT, UTO KTO-
TO «pacKpyTUJI» B TaHHBIII MOMEHT Ha JaH-
HOM ayKIIMOHE TaHHYIO KapTHUHY 32 IIECTh
MWIIMOHOB. W He akT, 4yTo Ha cieayto-
11IeM OHa OyIeT CTOUTh XOTsI Obl MUJLJTUOH.
Ectb Takoit HarsaHbIA npuMep ¢ Kpac-
HOIIEBLICBBIM: HEKUI PYCCKUIA qUJIEp, KO-
TOPBIiA XuBeT B [epMaHuU, Ky ero pa-

A TSIBIIEHCKUN
Tetizanc. Mypuay. 1907
Kapron, macio

50 x 55

Alexei von
JAWLENSKY
Landscape. Murnau
1907

Oil on cardboard
50 x 55 cm

0OTY MOYTH 3a MWUIMOH JJISI OIIpeAe/IcH-
HOT'O KJIMEHTa — IOBOJIbHO KPYITHOTO PyC-
CKOI'0 KOJIJIEKILIMOHEepa 1 OaHKOBCKOTO Jie-
arenst. He 3Hat0, ObU1 1 TOT 10BOJIeH. Ye-
pe3 noirona (pycckue TOPru IpOUCXOIsAT
OIMH pa3 B moJroga) B JIOHIOHE, KOTO-
pBlil SIBJISIETCSI OCHOBHBIM MECTOM, [/e
nponaetcs pycckoe nckycctBo (Christie’s,
Sotheby’s, Bonhams, McDugal), moutu
Takasi XKe KapTHHa, TaKOro Xe KadyecTBa
npoaaetrcs Bcero 3a 120 Thicsy.

B yem TyT JIorMKa?

Jla Hukaxkoii joruku HeT. M a10 110-
CTOSIHHO JIMXOPAAUT ayKIIMOHbBI, IIOTOMY
YTO AMKTYETCS CAYYaiHBIMU OOCTOSITE b~
crBaMu. OueHb MHOTO B 3TOI cepe aesi-
TeJbHOCTH ciydaitHoro. [Touemy? IToTto-
My 4TO, IO CYTU [Iejia, PhIHOK, KOTOPbIiA
MbI 00pa30Baii, COCTOUT U3 JIOACH, He
3HAIOLIMX U HE MOHMMAOIINX B XYI0XKe-
CTBEHHOM KayecTBe HUYEro, pa3duparo-
LIUXCSI B OCHOBHOM TOJIBKO B JIEH3HAKaX.
Kpome TOro, 3T0 0YeHb Y3KUii KpPYT, IO-
pasno Gosiee y3KUit, YeM MPU COBETCKOM
BJIACTH, KOI/Ia ObLT aOCOMIOTHO YCTOMYM -
BbIii MHTepec. Beab B «Kity6 Kosutekimo-
HEPOB» BXOAMJIO CTO C JIMIIHUM Y€JIOBEK,
a B mepBoM Kiydbe — 1968—1974 ronos
y KoctuHa — eitie GoJibliiee KOJIMYECTBO.
Jlaxke B MOeM, TpeThbeM KIIyOe, KOTOPbIi
cyuiectByeT ¢ 1997 rona — «Kiybe kon-
JIEKIIMOHEPOB M300pa3UTEIbHOIO MCKYC-
CTBay», MpeaceaaTeeM KOTOPOTO s sIBJIsI-
J0Ch, — 1 TO 65 YeJoBeK. DTO BCe Tpaau-
LIMOHHbBIE KOJIEKIIUOHEPHI, KOTOPbIE 10U~

KOMNEKUAW 1 KONNEKLMIOHEPbI

TH He COOMPAIOT TaK Ha3bIBAEMYIO aKTy-
aJIbHYIO XKMBOITKCH, JaJIblle HOHKOH(OP-
MH3Ma OHM He ITOIILIN.

A 9T0 npousomwio ¢ My3eem coBpe-
MEHHOT0 HCKYCCTBA, KOTOPbIii Bbl co3aa-
Baju npu CoBeTcKoM (hoHIE KYIbTYpbI?

B Myseit coBpeMeHHOTO UCKYCCTBa
MBI CTaJli OY€Hb MHTEHCUBHO COOMpaTh
KapTuHbl. Habpaau okoJio matucot padoT:
U B Jap MOJIydaiu, U MOKYyIaJd MHOIO —
MAacCTepOB «CYpOBOI'O CTUJIST» , HOHKOHGbOP-
MUCTOB, 320BITBIX XyTOXXHUKOB 1930-x ro-
1oB. McTopust ¢ My3eeM yxKe 3aKOHYMIAC,
3T MSATHCOT pabOT rae-To xpaHsres. Ta-
KOTro My3esI He cTajio. DTo Oblja MOsI MeU-
Ta. OHa He BOIUIOTUJIACh B XU3Hb. Maes
My3esl COBPEMEHHOTO MCKYCCTBA KAKHUM-
TO 00pa3oM peayn3yeTcsi, HO I K Hell yke
He MPUYaCcTeH.

Onanako BO3HMK My3eil JMYHBIX
KOJLIeKIMii Kak otae focyrapcTBeHHOr o
My3esi H300pa3uTeIbHBIX HCKYCCTB HMe-
Hu A.C.IIymkuHa. DT0, KOHEYHO, HE AJIb-
TEePHATHBA, HO HEKOE YHMKAJbHOE 00pa-
30BaHue.

C Wnbeit CamoitioBuyeM 3uab0ep-
ITeiiHOM $s1 BcTpeuasics: B DoHae KyJjib-
TYpbI, €0 UIesk MHE Cpa3y OYeHb ITOHpa-
BWJIACH, BEb 51 CTOJIbKO BUJE PacaioB
YaCTHBIX KOJUIEKLIMIA TI0CIe CMEPTHU BJia-
nenbleB! [TpakTHyecKM TMOJTHOCTBIO UC-
yesno coopanue Jluauu PyciaHoBoii, co-
Opanus leablep, YTecoBa, TakMX MaJio
M3BECTHBIX, HO IEHCTBUTEILHO 3aMeya-
TeJIbHBIX coOupareseii, kKak KaBep3Hes.
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authentic — what mattered was its connec-
tion with the Russian avant-garde. So there
was a market in place. Another matter is
that when we said we were moving to a
market state operating under the laws of
capitalistism, everything became commod-
ified in no time, and art itself became pri-
marily a commodity for those new dealers,
new collectors, new gallery owners who
took over the reins. The old guard were
dying off.

Strangely, at the turn of the 1990s one
generation of collectors replaced another.
The old-timers simply were out of the run-
ning on account of their age. A new gener-
ation stepped in — for them any art object
had a material value first of all. It does not
mean that some of them did not love art,
but they were a minority. Whereas all the
majority cared about was converting art
into banknotes. Because Russian art sales
grew in numbers and prices skyrocketed,
the valuations of some artists grew a hun-
dredfold — I’m talking about Boris Grig-
oriev and Zinaida Serebryakova, not to
mention Kazimir Malevich, Marc Chagall,
Robert Falk, Wassily Kandinsky and so on;
sure enough, it became a good investment
above all. And collectors started to view art-
work as valuables above all, rather than art
objects and, accordingly, they had no idea
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of what they were collecting and did not
understand very well their artistic value.
But they were very well aware of their mate-
rial value.

Lately we’ve seen many shoddily-
made pieces, not fakes but rubbish — rub-
bish catering for the tastes of the emerging
middle class.

You know, I can’t even call it art or
visual art. This is a theatrical performance
including hoax, deceit, advertising, PR and
a whole lot of maneuvers far outside the
limits of pictorial art. Normally there is
nothing pictorial there. There is a desire to
astonish, to knock you out with a pageant,
a spectacle. I am talking here not only
about performances but also about many
works of Kabakov, or [Eric] Bulatov whom
I respect but whose paintings I don’t like,
and many other conceptual artists. These
works do not always include elements of
performance, often they are based on
images, a narrative and have a message, but
still it’s pageantry.

I believe that it happened because the
dissent pivotal for art under Soviet rule ran
out of ideological steam, and a need was felt
for something universally meaningful irre-
spective of ethnic or religious or whatever
other affiliation, and at the same time as
exciting as pop music. Universally mean-
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M.K.COKOJIOB
Toazogpa. 1925
Xorct, Macno. 72 x 72

Mikhail SOKOLOV
Golgotha. 1925

Oil on canvas

72 x 72 cm

N.AIIYHU »
Hamiopmopm

¢ OymbLakoll

u epywamu. 1923
XoicT, Macio

64 x 44

Jean POUGNY »
Still-life with Bottle
and Pears. 1923
Qil on canvas

64 x 44 cm

ingful for all ages and all minds. Just in
response to this demand this art appeared,
especially since people with money felt
happy, viewing it as yet another amusement
and starting to encourage it. How big is their
influence on it? I think, in Russia it’s not
very big; in the West it’s bigger. The West
creates fashion. The West creates names.
The West dictates prices for the artwork.
I am talking about Russian, not Western,
art. And when Kabakov’s “The Beetle” is
sold for six million, it does not mean the
picture really costs that much. It means that
someone at this particular time at this par-
ticular auction hyped the piece up to pres-
ent it as worth six million. But this does not
mean that at the next auction it will be
priced at least one million. There is a good
example with Krasnopevtsev, when a Russ-
ian dealer living in Germany paid nearly
one million for a Krasnopevtsev, on an
order from a certain client. I do not know
whether the client — a fairly well-estab-
lished Russian collector and a top manager
at a bank — was happy. Six months on
(Russian sales take place every six months)
in London — this is the main venue for
trade in Russian art (Christie’s, Sotheby’s,
Bonhams, McDougall), although some-
times New York too — well, in six months
only, an almost similar picture of a similar
quality goes for just 120,000.

What is the logic behind it?

There is no logic. And that’s what
makes auctions such a roller-coaster.
Because a lot of situational factors come in.
There is a very big element of chance in
these operations. Why? Because in essence
the market that we formed involves people
who do not know about or understand
artistic quality, and whose knowledge is
mainly focused on money; second, this is a
very small circle, much smaller than under
Soviet rule, a period marked by an unflag-
ging interest: I’ve mentioned that the Col-
lectors’ Club united more than 100 people,
and at the first Club — under Kostin, in
1968-1974 — there were even more mem-
bers. Even my Club, the third one, which
has been around since 1997 — the Club of
Visual Art Collectors, of which I am the
chairman, has 65 members, all of them tra-
ditional collectors who almost never buy
so-called “topical” art; their interest does
not stretch beyond Soviet unofficial art.

And what happened to the Modern
Art Museum that you founded under the
auspices of the Soviet Culture Fund?

At the Modern Art Museum we
energetically set about putting together
the collection and amassed about 500
works — many of them gifts, and we also
did a lot of buying: the Socialist Realist
artists, Soviet unofficial artists, forgotten
artists of the 1930s. The Museum is a thing
of the past now, and these 500 pieces are
being kept somewhere. This museum was
discontinued. The museum was my dream.
And this is the story of how it did not come
to be. There are moves underway to set up
a modern art museum, but I am not
involved in it.




COLLECTORS AND COLLECTIONS
e

However, now we have a Museum of
Private Collections affiliated with the
Pushkin Museum of Fine Arts. Of course
this is not the same thing. But it’s unique.

I met Ilya Samoilovich Zilbershtein at
the Culture Fund, I liked his idea at once
because I’d seen so many private collec-
tions fall apart after their owners’ death!
Lydia Ruslanova’s collection vanished,
Yekaterina Geltser’s and Leonid Utesov’s
collections dematerialized, and so did the
collection of the little known but truly
remarkable collector Kaverznev; now the
collection of Chudnovsky, the collector
who was second only to Kostaki, is practi-
cally gone; gone too are the collections of
Alexander Leonidovich Myasnikov and
Nikolai Nikolaevich Blokhin.

Somehow or other I’ve happened to
know each of the collectors, and I have
taken close to heart what was going on in
their lives and what was happening with
their collections. And I welcomed the
establishment of the Museum of Private
Collections as the right move — it would
preserve not only the collection itself but
also the collector’s personality with all his
affections, passions, affinities, etc. Then
it came to my mind that the Museum
would make a good final refuge for my
own collection. So, when an idea was
brought in to organize a show of our col-
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lection in 2006 at the Museum of Private
Collections, I agreed instantly although
I was very ill then. But we enjoyed mount-
ing the exhibition and presented one of
the paintings to the museum. We are
thinking about transferring the most sig-
nificant items — I don’t know how and on
what conditions — to the Museum of Pri-
vate Collections.

Collecting is a passion for you. Do
you share it with others?

Certainly. Collecting has an element
of education, it is a live history of art, you
popularize insufficiently well-known lay-
ers of Russian art through your collection.
In the past we invited visitors to our home
for a tour of the collection showing them
works of those artists whom the Soviets
drove into a tight corner or even Kkilled,
and memories of whom they tried to
erase: Alexander Drevin, Gustavs Klucis,
Mikhail Larionov, Natalya Goncharova,
Mikhail Matyushin, Kazimir Malevich,
Boris Grigoriev, Alexander Rodchenko,
Olga Rozanova, Mikhail Sokolov and
dozens of others who received recogni-
tion and started to be displayed in muse-
ums later. Along with the “firsts”, we also
showed off works of persecuted unofficial
artists, especially pieces from the collec-
tions of Yevgeny Nutovich, Leonid Ta-
lochkin, Alexander Glezer.
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3.A.IITEMHBEPT
Komnosuyus. 1973
Xoncr, macio

110 x 110

Eduard STEINBERG
Composition. 1973
Oil on canvas

110 x 110 cm

You live among art objects.
Essentially they lord over your household.
What does it mean for you?

This is first of all the necessity of
daily contact with art. Then, it is a tuning-
fork for my essays on art (I compare my
feelings and emotions). And further, this is
the biggest part of my life not only as a
collector but also, thank God, as a person
who united, albeit not for long, Russian
collectors, who takes care of them and
who, as a token of recognition, is nick-
named “Patriarch” — I owe this moniker,
not only because it pays tribute to my age;
I was also the first to present lectures on
collecting in Russia.

What do you think goes on today in
our culture in general, and in visual art in
particular?

Briefly and simply, 1 would call it
“degradation”, the invasion of a great
number of people who are alien to this
culture but cramming cultural services
down the throat, a great number of
strangers; this happens everywhere.

You mean, spiritually or commer-
cially?

Of course spiritually, in terms of
content and message. All fields of cultur-
al activity are now invaded by people who
have no moral rights to it whatsoever. This
happens in literature and in music as well,
especially in popular music; the same
goes on in visual art. We’ve seen various
developments in artistic culture, in visual
art which do not in fact belong to culture
as such.

And why does this happen? Global-
ization?

I think this happens first of all
because we’ve joined this process of glob-
alization and experience the same devel-
opments as the Western world. Second,
it’s the opportunities opened up for the
upper, so-called managerial class (not the
elite) who are getting rich very quickly —
this class includes public officials,
bankers, industrialists; they have become
consumers of this culture, and their stan-
dards, even if not forced down the throat,
invariably become reflected in it. It is sim-
ply an inevitable process. I think that the
third component is very important to us —
the dictatorship of money, the dictatorship
of financial interest — an element which
never played a great role or had any influ-
ence in Soviet times.

And what are the prospects?

Culture cannot disappear by itself.
Self-help in survival — this is our prospect.
And sometimes high pressure leads to
most surprising developments. You should
never lose hope.

And how about the loss of national
identity?

For me this is quite a complicated
question. I am all for remaining grounded
in the national soil while staying tuned in
to modernity.

Interview by Tatyana Pynina

Ceifyac mpakKTUYECKM Ucye3aeT coopaHue
YynHoBckoro — BToporo mnocie Kocra-
KM cobupaTeis. YKe HeT coopaHuit Ajek-
canapa JleonunpoBuuya MscHukoBa, Hu-
konasg Hukonaesuua broxuna. Bee ato
JIIONM, ¢ KOTOPBIMU MEHSI CTajKuBasia
JKM3Hb. Y MeHs ObUIO JIMYHOCTHOE Tepe-
JKMBaHUE 3a UX CyAb0Y, 3a Cy1b0y X KOJI-
JIEKIIMI, U TaKoe peIIeHHUE IMPOOJEMBI,
Kak o0pa3oBaHue My3est TUIHBIX KOJIIeK-
LI, MHE Ka3aJI0Ch ITPaBUIbHBIM: COXpa-
HSIETCSI HE TOJIBKO caMo coOpaHKe, HO U B
KaKOM-TO CMBbICJIe TUYHOCTh COOMpaTeist
€O BCEMHU €T0 IPUBSI3aHHOCTSIMU, CTPACTSI-
MM, CKIOHHOCTSIMM. Toraa y MeHs1 poau-
Jlach Mesl, YTO KOHEYHOE IPUCTAHMUIIIEC
MOET0 COOCTBEHHOTO COOpPaHMSI TOXKE MO-
JKET ObITh TaKUM. Tak YTO Korja 3aiilia
peyb 00 opraHu3aluy BbICTABKM HAIIETO
cobpanus B 2006 ronmy B My3ee JTMYHBIX
KOJIJIEKIIWIA, 1 HU CEKyHJBl He KoJyieba-
Cs1, XOT$I ObLJT B TO BpeMsI CEPbe3HO OOJICH.
MBI ¢ yIOBOJIBCTBUEM CHIETATN BHICTABKY,
nogapwin KaptuHy. [lomymbiBaem mepe-
nath B My3eli IMUHBIX KOJUIEKIIUI camble
3HAUYMTEIbHBIC BEIIM — TTOKa He 3Halo, Ka-
KM 00pa30M U Ha KaKUX YCIOBUSIX.

Koaneknumonuposanue ansa Bac —
cTpacth. Bol e gennrech?

Beccnopro. KonekunoHupoBa-
HHUE — 3TO OTYACTU MPOCBETUTEILCTBO,
JKUBAsl UCTOPUSI UCKYCCTBA, MOMYJIsiprU3a-
LIS HEAOCTATOYHO M3BECTHBIX TIJIACTOB
PYCCKOTO MCKYCCTBa Yepe3 CBOIO KOJIICK-
0. B mpexxHue BpeMeHa MbI ITyCcKalu
K cebe B JOM 3puTeeit Ha 3KCKYypCUM
M TIOKa3bIBaJIu MPOM3BENCHUS TEX, KOTO
COBETCKasl BJIACTh 3aroHsijia B TMOIOJbE
WY He XOTeJ1a BCIOMUHATD 00 UX CYILECT-
BOBaHUM, JaXe YHUUTOXKaIA. AJIeKCaHIp
HpesuH, [ycraB Kiryiiuc, Muxaun Jlapu-
oHoB, Hartanusa lonuaposa, Muxaun Ma-
TiomnH, Kasumup Manesuu, bopuc Ipu-
ropbeB, Anekcanap Poguenko, Onbra Po-
3aHOBa, Muxanin COKOJIOB U ellle NeCATKU
WMEH, MO3IHee MPU3HAHHBIX M TTOKa3aH-
HBIX B My3esix. Hapsiny ¢ «IiepBbIM ITOKO-
JICHHEeM» MbI ITOKa3bIBAJIA U paOOThI TOHU-
MbIX HOHKOH(OPMUCTOB, 0OCOOEHHO IT0JI-
HO CcOOpaHHBIX B KOJUIEKLUSIX EBreHus
HytoBuua, Jleonuna TanoukuHa, Asek-
canapa Iesepa.

Bbl KuBeTe cpeu npeIMeToB HCKYC-
cTBa. CoOCTBEHHO, OHM HAPCTBYIOT B J10-
Mme. Uto 310 115 Bac 3naunt?

DTO Tpexkae BCero HeoOXOAUMOCTh
€XeTHEBHOTO KOHTAaKTa C HCKYCCTBOM,
a TaKXe KaMEepTOH JUISI MOMX UCKYCCTBO-
BEIYECKUX OIMYCOB (CBEPSIIO CBOM BIIE-
yaTieHus, omyuieHus1). Ho 3to eie n
OoJIbIlIasi YacTh MOEH XXU3HU HE TOJBKO
Kak KOJUIEeKIIMOHepa, HO U, claBa bory,
Kak 4YejoBeKa, OOBbEAMHMBIIETO, MYCTh
Ha HeOOJIbIION CPOK, POCCUMCKUX KOJI-
JIEKIITMOHEPOB, TIEKYIIErocsl 0 HUX U T0-
TOMY 3aCIYXMBIIETO <«KJIMYKY» MaTpu-
apxX — IMpuYeM BOBCE HE M3-3a BO3pacTa.
Kak-HMKak MHOIO OBIIM TPOYMTAHBI
MepBbIe JICKIIMU O KOJIJIEKLIIMOHHUPOBa-
Huu B Poccum.

Ha Bam B3risa, 4T0 MPOMCXOIUT
CeroJHs ¢ Hamei KyJbTypoii BooOIe u ¢

JI.M . KPACHOITEBLIEB
Hamiwopmopm

¢ kHueoti. 1980

Kapron, Temnepa

59 x 56

Dmitry
KRASNOPEVTSEV
Still-life with a Book
1980

Tempera on cardboard
59 x 56 cm

U300pa3uTeIbHbBIM HCKYCCTBOM B YaCT-
HOoCTH?

Ecnu onpenennth KpaTKo 1 6e3 3ayM-
HOCTei, s Ha3bIBaIO 3TO OTHUM CJIIOBOM —
nerpananusi, BTOp>KeHUe OTPOMHOTO KO-
JIMYECTBA JIIOAEH, HEMPUYACTHBIX K 9TOU
KYJIBTYpe, CTOPOHHUX, HO HaBSI3bIBAIOIIINX
ee ycIyru. DTo Be3zie MPOUCXOIUT.

B nyxoBHOM mJiaHe HJIM HA KOMMep-
YeCKOM YpoBHe?

B nepByto ouepens B 1yXOBHOM IL1a-
He, 6e3yCJIOBHO, B COIEPXKATEIbLHOM ILIa-
He. Bo Bce 001acTi KyIbTypbl TPUXOJSIT,
BJIMBAIOTCS JIIOAM, KOTOPbIE HE UMEIOT Ha
9TO HUKAKOTO MOpPAJbHOTO TpaBa. DTo
TPOUMCXOAUT U B JIUTEPATypPE, U B My3bIKE,
0COOEHHO B MOITYJISIPHOM, M KOHEYHO, B
M300pa3uTeIbHOM UCKYCCTBe. B Xymoxe-
CTBEHHOM KYJIBTYPE BO3HUK LIEJIBII I1aCT
SIBJICHU !, KOTOPBIE HE SIBJSIIOTCS TI0 CYTH
[iejia COCTaB/ISIIONIMMU CaMOTO TOHSITUS
«KYJBTYpa».

A noyemy 310 mpoucxoaut? [ioda-
au3zanusa?

[lymaio, 3TO IPOUCXOIUT ITOTOMY, YTO
MBI TIPUCOEIMHIIIKCH K Mpolieccy rioba-
JIU3alUU U TIepeKUBaeM BCe Te SIBICHUS,
KOTOpbIE TTPOUCXOMST B 3aMafHOM MUPpeE.
[Ipu 5TOM MOsIBUIACH BO3MOXKHOCTD MTPU-
001LeHHUsI K KYJIbType Y BEpXHEro, TaK Ha-

KONMNEKUMN N KOJTNEKUWOHEPBI

3BIBAEMOTO YIPABICHUYECKOTO C1081 (HE 2711~
TapHOro), OoraTerllero Ha rjaaszax: Oro-
poKpaTtiu, OAHKOBCKMX W TPOMBIILIECH-
HBIX JesITeeil, KOTOphIe CTaIu MOTPeOu-
TEJISIMU 3TOM KyJbTYphl. VIX B3MJISIIBI He-
M30EXKHO €CJIM HEe HaBS3bIBAIOTCS, TO OT-
paxaroTcst B Heit. OT 3TOro AeThes TPOCTO
Hekyna. Jlymato, y Hac ceifyac O4eHb Ba-
JKEH IUKTAT JEHET, IMKTaT (PUMHAHCOBOI
COCTaBJISIONIEH, KOTOPBIA ITPU COBETCKOM
BJIACTM HMKOTJA HE ObLI CTOJIb BIUSITE-
JIeH, KaK B HaIllu THHU.

KaxkoBbl nepcneKTuBbI?

Kynsrypa He MoXeT cama 1o cebe 1c-
ye3HyTh. [lepcrnekTriBa — caMOBBIKMBa-
Hue. CoBepIlIeHHO HEOXUAAHHBIC BEIM
CITy4aroTCsl MHOT/IA, BHIPHIBAIOTCS U3-T10,
rHeta. Hy>kHO He TepsITh onTUMU3Ma.

A yTpara HAIMOHAJIbHON MIEHTHY-
HOCTH?

JIns1 MeHST 3TO DOBOJIBHO CJIOXXHBIM
Boripoc. Sl 3a To, YTOOBI OCTaBaThCsI HA Ha-
LIMOHABHOI OCHOBE, HE Tepsisl TPU 3TOM
CBSI3€1i C COBPEMEHHOCTBIO.

becedy sena Tamosna Ilvinuna
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