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KAPAHJIAIITHBIN
PNCYHOK:

ot Opecrta KunpeHnckoro
no Kasumupa Majnesuua

Tpemvsakosckas 2anepes baaz00apum 3a PUHAHCOBYHO
noooepxcky evicmasku Meana Ilasrosuua Kapoawuou

PucyHok KapaHfallioM — OfIiH W3 JIPEBHEMILMX BUIOB TBOpYE-
CTBa, HAYAJIO BCEX M300pa3UTEsILHBIX MCKYCCTB. HepazmyuHblii
CIYTHUK XYJOKHUKA, KapaHjall (PUKCUPYET POKICHUE 3aMbIC/Ia
U 3Tanbl ero fajibHenero oopMupoBanusi. B To e BpeMst pucy-
HOK CYILIECTBYET KaK CaMOCTOSITENIbHbIN BUJl UICKYCCTBA CO CBOMM
SI3bIKOM, CBOMMMU CIIEU(PUIECKUMU 3aKOHAMU U CBOEN UCTOPUEN.
Kapanjaim nMeeT MHOXKECTBO Pa3HOBUIHOCTEN — CepeOpsHbIi,
CBUHUOBBIN, IpapUTHBIA, UTAJILSIHCKUI, BOCKOBOM, LIBETHOW,
JuTorpadCKuil 1 Apyrue, a TakykKe UPOKUI KPYT POJICTBEHHBIX
MaTepuasioB — yrojib, CAaHTMHA, COYC. XY/I0XKECTBEHHbIE MPUEMbI
B 9TUX «CYXMX» PUCOBAJIbLHBIX TEXHUKAX OECKOHEYHO Pa3HO00-
Pa3Hbl, B HUX SIPKO MNPOSIBIISIETCS WHAMBHUAYAJIbHOCTh MacTepa,
4yBCTBO (POPMbI, MPUPOJIHAS OJAPEHHOCTh U YPOBEHb Mpodec-
CMOHAJIM3Ma. PUCYHOK KapaH/allioM, YyIJIeM, CAHTUHOW, COYCOM —
JIy4lliee OTpaKeHUEe TeMIIEpaMEeHTa U XapakTepa Xyo>KHuKa. 13
LIMPOKOIO CMEKTPa Pa3HOBUIHOCTEN KapaHjallia U crnocoOoB pa-
00Tbl MU Kaxkjiasi 31moxa BbIOMpasa HauboJiee CO3BYYHbIE €ii.
Krnaccnuysm 1LieHW CTporyro KpacoTy JIMHEMHOrO PUCYHKA,
POMaHTH3M — SKMBOITUCHOCThH IITPUXA U KOHTPACTHBIE COMOCTA-
BJICHUSI, TPUBEP>KEHUbI «KPUTUYECKOTO peasiu3mMa» XYIO0KHUKU-
NEePEeBUKHUKKA BOCIPUHUMAIIM KapaH/alll KaK «CKPOMHOIO TPY-
>KeHUKa» , MOJIEPH BO3BPATUJI CAMOJIOCTATOYHOCTD JIMHUM U 3CTe-
TUYECKYIO UEHHOCTh CaMOTr0 MPOLIECCAa PUCOBAHMSI.

pacduryeckasi BBICTaBKa, MPOXOISIIAS

B 3aJ1aX TpeTbsIKOBCKOW Tajiepeu ¢ HO-
s6pst 2010 1o ampens 2011 roma, mo3Bou-
JIa YJIIOBUTH XapaKTepHbIE TIPUMETBI Bpe-
MEHHU, «00PHUCOBATh KOHTYPbI» PA3IMYHBIX
anox. ['TT obnagaeT yHUKaaIbHBIM coOpa-
HHMEM TIPOM3BENIEHUN PYCCKUX XYMOXKHU-
KOB, KOTOPOE JOCTATOYHO ITOJTHO Y pa3HO-
00pa3HO OTpaXkaeT pa3BUTHE 3TOTO BUIA
n300pa3uTeTbHOTO MCKyccTBa B Poccum.
B skcnozummu nipeznctapieHo Gonee 250

TPETbAKOBCKASA TANEPEA

MPOU3BEICHNIT 3HAMEHUTHIX MaCTEPOB PH-
cyHka — A.O.Opmnosckoro, O.A.KumnpeH-
ckoro, A.I'Benenmanosa, K.I1.bprosuiosa,
A.A.UBanosa, I1.A.®enoroBa, A.K.CaB-
pacoBa, W.W.Iumikuna, U.E.Penuna,
B.A.CepoBa, M.A.Bpy6ens, K.A.Como-
Ba, ®.A.Mangsuna, b.M.Kycronuena,
B.[.[puropresa, K.C.Manesuua.

B XVIII cronetun B Poccum ka-
paHIAIIHBI PUCYHOK paccMaTpUBaICs
MpeXae BCEro Kak paboumii mMaTepuall.
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CURRENT EXHIBITIONS

Irina Shumanova, Yevgenia Ilyukhina

DRAWING TECHNIQUE:

From Orest Kiprensky to Kazimir Malevich

The Tretyakov Gallery thanks Ivan Kardashidi

for support of the exhibition

Pencil drawing is one of the oldest art forms, the source of all visual arts, recording the inception
of an idea and the stages of its further development. But drawing also has a life of its own as an
independent art form with a distinctive language, specific rules and history.

Pencils come in many different varieties — silver, lead, graphite, black chalk, wax, coloured pen-
cils, lithographic pencils and other types — and the word also refers to a large number of similar
media which can be categorized as the techniques of “dry drawing”, like charcoal, sanguine and
sauce. There is an almost limitless variety of techniques involving the use of these materials, and
they serve to show off a particular artist’s individuality, sense of form, innate talent and level of
skills. A drawing in pencil, charcoal, sanguine or sauce is the best reflection of its creator’s tem-
perament and character. From the vast variety of pencil and pencil-related techniques every epoch
chooses those that suit it best. The age of classicism treasured the austere beauty of linear drawing,
romanticism — the contrasts and the picturesque quality of strokes; for the “Peredvizhniki” (Wan-
derers) artists, pencils were “modest workers”, and the modernist movement re-invented the self-
sufficiency of lines and the aesthetic value of the process of drawing as such.

he exhibition devoted to Russian

drawings pays attention to the char-
acteristic marks of different time periods,
and “traces the contours” of different
eras. The Tretyakov Gallery holds a
unique collection of drawings by Russian
artists, one which quite fully and compre-
hensively reflects the development of this
form of visual art in Russia. The exhibi-
tion features about 250 pieces by
acclaimed masters of drawing, such as
Alexander Orlovsky, Orest Kiprensky,
Alexei Venetsianov, Karl Briullov, Alexan-
der Ivanov, Pavel Fedotov, Alexei Savrasov,
Ivan Shishkin, Ilya Repin, Valentin Serov,
Mikhail Vrubel, Konstantin Somoyv,
Philipp Malyavin, Boris Kustodiev, Boris
Grigoriev, and Kazimir Malevich.

In 18th-century Russia pencilled
drawings were mostly produced in the
course of preparatory work. The pencil as
the medium for rough drafts was used by
architects, decorators, sculptors and
painters. Drawings were never regarded as
having any artistic value in themselves,
and collectors almost never took an inter-
est in them; as a result very few drawings
of the age have survived, and each extant
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piece is now a rarity. 18th-century draw-
ings are especially interesting as records of
the development of drawing techniques
and media. Media such as silver and lead
pencils — used on their own or in combi-
nation with black chalk — are virtually
unfamiliar to the contemporary viewer.
Such curios held at the Tretyakov Gallery
include copies, by an unknown artist, of
Johann Baptist von Lampi the Elder’s
painted portraits, made on coloured
primed paper with silver pencil and black
chalk (Italian pencil) with the addition of
chalk. A small drawing “Portrait of
Catherine 117, accomplished by Yevgraf
Chemesov in 1762 (a copy of Vigilius
Erichsen’s portrait, executed as a part of
engraving process), is an example of a
drawing made with silver pencil alone,
showing off the pencil’s fine “scratching”
strokes. The lead-pencil drawings featured
at the show were accomplished at approx-
imately the same period. Lead pencils
were often used by Anton Losenko: in his
two studies for the painting “Hector Tak-
ing Leave of Andromache” (1773,
Tretyakov Gallery) the properties of the
pencil define the character of the drawing.

One piece is executed with a lead pencil,
which leaves on paper fine shining
depressed lines. In another piece, a soft
black chalk smoothly traces the outlines of
the figure.

The featured works of non-Russian
masters, like the Polish artist Daniel
Chodowiecki, are also of interest. One of
the earliest examples of the use of graphite
pencil in drawing is Jean-Francois
Thomas de Thomon’s excellent piece
“Landscape with Antique Ruins”, where
the media of graphite and lead are harmo-
niously combined. It is well known that
Thomon executed the piece in 1794 and
then took it with him when he came to
Russia in 1799. In Russia graphite was to
gain circulation as a drawing technique
only much later.

In the landscapes of early-19th cen-
tury pencil drawing, while still an auxiliary
factor in the creative process, was gradual-
ly coming into its own as an art form with
its own original rules and means of expres-
sion. One can feel this especially well
comparing two unique landscapes —
one, Stepan Galaktionov’s “Tree”, is an
imposing, large work featuring spectacular
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contrasts of dark and light, that was
designed to look like a painting. The
other, Fyodor Matveev’s “View in Italy”,
is an example of a purely graphic treat-
ment. The flowing lines on a white sheet
of paper and the neat composition of the
space produce an austere and harmonious
image of nature. Matveev in his graphic
work adhered to the classicist canon of
landscape painting more rigorously than
other artists of the period in their paint-
ings. Matveev’s several sketches from
nature displayed in glass cases are among
the few surviving graphic pieces which
demonstrate the significance of drawing
from nature in the course of work on com-
positions or paintings. The landscapes by
Sylvester Shchedrin, Mikhail Lebedev
and the founder of the Moscow school of
landscape Karl Rabus are distinguished by
their diversity of styles and imagery.

But it was only in the first half of the
19th century that pencil drawing began to
be regarded as equal to other art forms. In
the romantic era, with its focus on peo-
ple’s inner worlds and aspirations, and
changes in their mood, pencil became an
ideal means of communication. Black
chalk, called in Russia “Italian pencil”
because it was brought from Italy, replaced
silver and lead pencils. The properties of
black chalk, such as its softness, velvety
touch, capability to vary the thickness of
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lines and to create almost painterly effects
of light were used with especially good
results in portraits. Orest Kiprensky was
one of the best masters of graphic portrai-
ture, whose works combine an astonishing
harmony of captivatingly charming poetic
images with a display of the beauty of the
technique itself. Each of Kiprensky’s por-
traits is an improvisation with mercurial,
lively strokes, diverse and individualised in
every single piece, with fluent lines, and
with fine, almost gossamer modelling of
faces. In his “Portrait of an Unknown Boy”,
made in 1812, the artist used colour such
as sanguine and pastel highlights, while
in other portraits he used only purely
graphic techniques.

Kiprensky’s drawings were greatly
appreciated by his contemporaries — his
circle of admirers included Alexander
Pushkin and Vasily Zhukovsky — while
collectors sought them out. Perhaps this
gave rise to the widespread belief that he
was the founder of the genre of the pen-
cilled portrait, while in fact this is not
quite true — at that period many other
artists were drawing portraits. The show
highlights characteristic features of these
artists’ styles, each of which has an
original individuality. Vasily Tropinin is
marked by a greater softness, a penchant
for stumping, and a predilection for
coloured paper, which helps to convey
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1812
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Orest KIPRENSKY
Portrait of Major
General Yefim Chaplits
1812

Italian pencil on paper
23.8 x 189 cm

! Quoted from: Petrova, Yev-
genia. Drawing and Water-
colour in Russian Culture.
Ist half of the 19th century.
St. Petersburg, 2005. P. 32.

subtle nuances of lighting. Alexander
Orlovsky’s style is distinguished by expres-
sive forms and frequent utilisation of black
colour in combination with sanguine,
which sets off the black chalk. The work of
Alexander Molinari, the European artist
who worked in Russia for a decade from
1806 to 1816 and enjoyed great popularity,
is marked by the sentimentality of its
imagery. Molinari used wet brush and
wash drawing, which lent a soft touch and
delicacy to his images.

Karl Hampeln’s style was charac-
terised by crisp contours of human figures
and cross-hatching, which combined the
technique of two pencils “lusciously”,
producing drawings that looked like
engravings. Painters specializing in histor-
ical themes, too, created remarkable por-
traits — Fyodor Bruni’s 1835 piece “Por-
trait of the Princesses Praskovia, Nadezh-
da and Maria Vyazemsky” is one such
example.

The first half of the 19th century was
a period when the pencilled drawing was
“king”. The craft of drawing was taught
not only at the Academy of Fine Arts, but
also at military schools and at home, and
everyone drew — artists, writers, poets,
and educated amateurs. Such noteworthy
images include the “Portrait of Pavel
Fedotov” (1828) by Fedotov’s colleague
A. Stromilov. The show introduces a wide
array of “varieties” of graphic portraits:
poetic and lyrical images of women; por-
traits of “prominent people of the day” —
heroes of the war against Napoleon, poets,
and artists; self-portraits; children’s por-
traits; and caricatures.

Alexei Venetsianov produced por-
traits as well, but his genre scenes on
coloured paper showing his quest for
“type”, peculiar characters, and funny sit-
uations are equally noteworthy. Venet-
sianov’s pieces record the birth of a new
trend of depicting everyday life which was
to reach its highpoint in the second half of
the 19th century.

The genre of the pencilled portrait
came to fruition in the 1820s-1830s, with
works by Karl Briullov created at the end
of that period: his portraits of Lyubov
Makovskaya and Ivan Vitali (both in
graphite, 1836) and the remarkable black-
chalk image “Head of a Woman” (1843-
1847). In the latter piece, one cannot eas-
ily understand whether this is a portrait or
a study for a future painting. The diversity
of the media and of style and manner of
plying the pencil in Briullov’s sketch
provides insights into the workings of
the artist’s mind. In Briullov’s own words,
“...the pencil should follow the course of
thought: when thought makes a turn, the
pencil should do so as well”."

Learning to draw with black chalk,
sanguine, sauce, and later graphite pencils
and charcoal, was a cornerstone of the
curriculum at the Imperial Academy of
Fine Arts. The methods of artistic educa-
tion remained basically unchanged for
many decades until the early 20th century.

Kapanpaiu B kauecTBe MHCTpYMEHTA 151
MOATOTOBUTEJIBHBIX PUCYHKOB UCTIOJIb30-
BaJIA apXUTEKTOPbI, 1EKOPATOPbI, CKYJIb-
TITOPBI ¥ XyMOXKHUKHU. CaMOIIEHHOCTD pU-
CyHKa HE OCO3HaBaJlaCh, €ro IMOYTU He
KOJJIEKIIMOHUPOBAIM, MO3TOMY Kaxas
13 HEMHOTOYUCIIEHHBIX TOILIEAIINX JO HAC
paboT 3TOTO BpeMeHN — peaKocTh. Oco-
Oblil UHTEpEC OHU MPEACTABIISIOT C TOUKU
3peHUs Pa3BUTUS PUCOBAIbHBIX TEXHUK
u MatepuanoB. CepeOpsiHbIIf ¥ CBUHIIO-
BbIif KapaHAalllu, YOTpeOisieMble B UAC-
TOM BUJIE I B COSIMHEHUY C UTATBSTHCKIM,
MPAKTUYECKU HEZHAKOMBI COBPEMEHHOMY
3purenmo. Cpeayn XpaHsIIMXCs B KOJUTeK-
1y TpeThSIKOBCKOI Tajieper papuTeTOB
€CTh KOINWU HEU3BECTHOTO XYAOXHUKA
¢ XXKuBOMUCHbIX noptpeToB W.-b.Jlamnu-
CTapllero, UCTIOJIHEHHbBIE HA LIBETHOM TPYH-
TOBaHHOI Oymare cepeOpsSHbIM U UTAJIb-
SHCKMM KapaHIallaMu ¢ J00aBlieHUEM
mena. [Ipumep paboThl YUCTBIM cepedpsi-
HBIM KapaHJallIoM, TeMOHCTPUPYIONIN
€ro TOHKUH «Liapanarlunil» ITpux, — He-
oosbiuoit pucyHok E.I1.HUemecosa «ITopt-
per Exkarepunsbl 11 B Tpaype» (1762, ko-
U C KUBOITMCHOTO TIopTpeTa B.Dpukce-
Ha [i7151 rpaBupoBaHusl). [1pencraBieHHbIe
B BUTPUHAX PUCYHKU CBUHIIOBBIM KapaH-
nanoM otHocsTes K cepenrHe XVIII Beka.
Ero Hepenko ucnonb3oBan A.Il.JloceH-
KO, HaTrpuMep, B 3TIozie K KapTuHe «[Ipo-
manue [extopa ¢ Anmpomaxoit» (1773,
['TT). B 3TOM J1iCTE UHTEPECHO MPOSIBIISI-
I0TCS CBOMICTBA CBUHIIOBOTO KapaHpalla,
KOTOpPBII OCTaBJISIET Ha Oymare TOHKUIA
OJiecTSIIMI BAABICHHBIN CIIeN.

HHuTepecHb! paboOThl MHOCTPAHHBIX
MacTepoB, HarpuMmep, noJsika JI.H.Xono-
Benikoro. OMWH U3 caMbIX PaHHMX 00pa3-
1I0B MCMOJIb30BaHUS TpadUTHOTO KapaH-
Jama B KOJIeKUUU TpeThsIKOBCKOI rajie-
peu — Onectsumii pucyHok 2K.Toma ae To-
MoHa «[leii3ax ¢ aHTUYHBIMU PyUHAMU»,
B TEXHUKE KOTOPOTO TAPMOHUYHO COYe-
TalTCcs TpadUTHBIA M CBUHLIOBBIM Ka-
panngauu. MzBectHo, uto, npuexas B Poc-
cuto B 1799 romy, apXuTeKTOp MpUBE3 C CO-
00i1 3TOT JIUCT, UCTIOJIHEHHBIN B 1794-M.
B Poccuun TexHuka rpadutHOro kapaHia-
112 MOJIy4yWsia pacrpoCTpaHeHUe ropasio
MO3Xe.

B neitzaxkax Hauana XIX Beka kapaH-
MATTHBIA PUCYHOK, COXpaHSIS CBOU (hyHK-
LIMU paboYero MHCTPYMEHTA, MMOCTENIEHHO
HAYMHAET OCO3HABAThCS KaK OCOOBII BUL
TBOPYECTBA CO CBOMMU COOCTBEHHBIMU 3a-
KOHaMU U CPe/ICTBAMU BbIPA3UTEIbHOCTH.
DTO CTaHOBUTCS OCOOEHHO HATJISITHBIM
MPU CPABHEHUU ABYX YHUKAJIbHBIX MPO-
WU3BEICHUIA: pENIPE3EHTaTUBHOTIO Meii3axa
«[depeBo» C.D.TamakTnoHoBa ¢ 3 dexT-
HBIM KOHTPACTOM TEeMHOTO U CBETJIOTO —
o0pasell pUCyHKa, TATOTEIOUIero K UMUTa-
LINU XKUBOTICH, U «TaTbIHCKOTO BUIA»
®.M.MarBeeBa — TIpuMep YUCTO Tpadu-
yeckoro penteHus. CTpysiecs TMHUT Ha
OeJioii Oymare, 4eTKOe MOCTPOEHUE MTPO-
CTPAHCTBA POXAAIOT CTPOTUI U TApMOHUY-
HBII 00pa3 mpuponbl. [lpeacraBineHue
0 Meii3axe KJIaCCULIM3Ma BBICTYTAET B HEM
B OoJjiee YMCTOM BUJE, YEM B KapTUHaX

K.IT.EPIOJIIIOB
Topmpem

J1.K Maxoeckoii. 1836
Bywmara, rpacutHblit
kapaHnpaut. 35,7 x 29,7

Karl BRIULLOV
Portrait of Lyubov
Makovskaya. 1836
Graphite pencil on
paper. 35.7 x 29.7 cm

BbICTABKW

XYIOXHUKOB TOTO BpeMeHU. Heckosbko
HaTypHBIX 3apuUcOBOK MarBeeBa, 3KCMo-
HUPOBABIINXCS B BUTPUHAX, — DPEIKHE
JIUCTBI, KOTOPBIE AAIOT MPEACTABICHUE O
pOJIM PUCYHKA C HATypbl IIpU paboTe Hal
KOMITO3ULIMEH WY XKUBOTTMCHBIM MTPOU3-
BeneHneMm. B meiizaxax C.®D.lllenpuna,
M. .JlebGeneBa, ocHOBaTesI MOCKOBCKOM
neizaxHoi mkosnasl K.M.PaGyca MmoxHo
YBUAETb pa3zHOOOpa3ue MaHep U IMpOsiB-
JICHUE WHIMUBUAYAJTbHOCTA B OOpa3HOM
pelIeHUN.

[To-HacTosiieMy paBHOIPaBHOE MeC-
TO Cpelld IPYTUX BUAOB UCKYCCTB KapaH-
JAlIHBIA PUCYHOK 3aHUMAET B IEPBOM MO~
noBuHe XIX cronetusi. PomanTuueckast
3M0OXa ¢ ee BHUMaHWEeM K BHYTPEHHEMY
MUPY YE€JIOBEKa, MOpbIBAM AYIIU, CMEHE
HACTPOEHUI HAXOAUT B 3TOU TEXHUKE UIe-
aJlbHOE CPeNCTBO BbipaxeHus. Ha cMeny
cepeOpsTHOMY M CBUHIIOBOMY TIPUXOIUT
npuBe3eHHbI B Poccuto us Uranuu (ot-
cloJla M Ha3BaHNE) «ATAIbTHCKUI» KapaH-
nair. Ero Msarkocte, 6apxaTucTocTh, BO3-
MOXHOCTb BAPbUPOBATH TOJNILMHY LITPUXA,
TiepeiaBaTh MOYTH XUBOTTUCHBIE 9 (DEKTHI
OCBEILEHUSI OCOOEHHO SPKO MPOSIBUINCH
B rpaduyeckoM Moprpere, OJeCTAIIUM
MactepoM Kortoporo 6bu1 O.A.Kumpen-
ckuii. B ero mpousBeneHUsIX YIUBUTEIb-
Hasi TApMOHUSI MO3TUYECKUX 00Pa30B, Ilie-
HSIOIIMX CBOUM OOastHMEM, COYETaeTCs

¢ KpacoToii camoit TexHUku. Kaxpliii co3-
JIaHHBI UM MOPTPET — UMIIPOBU3ALIUS,
rae pazHooOpa3Ho, KaXAblii pa3 OYyeHb
WHAWBULYAIbHO, UCTIONb3YETCS TTOIBUXK-
HBIH, XKUBOW IITPUX, Oeriast JTMHUS, MEJ-
Kas, MOYTH NMayTUHHAs MOJETMPOBKA JIULIA.
«[Moptper manpunka» (1812) emre BKITIO-
YaeT 1BeT (OTIeIbHbIC aKIIeHTHI CAHTUHBI,
MacTen), OCTalbHble U300paXKEeHUsT MO-
CTPOEHBI Ha YUCTO TpadhUIecKUX IpreMax.

Pucynku KumnpeHcKoro BbICOKO 1ie-
HWIKCh COBPEMEHHUKAMU (CPEIu ero mo-
yutareneit 6butn A.C.[Tymkus u B.A.2Ky-
KOBCKMUI1), CTAHOBWJIMCH IPEJAMETOM KOJI-
JIEKIIMOHUPOBAHUSA. BBITh MOXET, UMEHHO
MO3TOMY XyJOXHUKA CUUTAIA POIOHA-
YaJIbHUKOM KapaHAallHOro MOPTPETa, YTo
HE COBCEM BEPHO — OJTHOBPEMEHHO C HUM
paboTaio MHOTO MacTepoB. DKCIIO3UTINS
MO3BOJISIET YBUIETh OCOOEHHOCTU UX XyJ0-
JKECTBEHHOU MaHephbl. Kaxblii mpencraer
Kak sipkasi MHAMBKUIyanbHOCTh: B.A. Tpo-
MUHUH C IPUCYILEH eMy MITKOCTBIO, PU-
MEHEHUEM PaCTYIIKH, JTFOOOBBIO K IIBETHOM
OyMare, O3BOJISIIOLICH TIepeaaTh TOHKUE
HioaHchl ocBemeHus; A.O.OpioBckuii
C 3KCIIPECCUBHBIM OHUMaHUEM (HOPMBI,
AKTUBHBIM UCMOJIb30BAHUEM YEPHOTO 11BE-
Ta B COEJMHEHUU C CAHTUHOM, KOTOpas OT-
TEHSIeT UTATbSHCKUI KapaHpaail; A.Mo-
JIMHApU — UHOCTPAaHEll, NecAThb JIeT pa-
Ootasiuii B Poccun v nosp3oBaBIuniics
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®.A BPYHU Fyodor BRUNI
Bozomamepv The Virgin and Child
¢ Maaoenyen Early 1840s
Hauano 1840-x Study (a variant)
Dckus obpasza Italian pencil on paper
Bymara, uTanbstHCKHit 60 x 34.8 cm

Kapatpam. 60 x 34,8
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Students were taught different techniques
while gaining an appreciation of the dis-
tinctive features and the beauty of each:
the Academy had a well-rounded curricu-
lum. The show highlights its most impor-
tant characteristics, and many drawings
on display demonstrate the artists’ superb
skills. Transcending the limits of student
work, many of the pieces emerge as art-
work of the highest quality. The best ones
garnered medals for their creators and
were kept as models to look up to.

Children were admitted to the Acad-
emy at an early age, six or seven, and
training included five stages — “five ages”
(three years in every “age”). At the fourth
or fifth stage, students started drawing live
models in live drawing classes, and only
professors of historical painting could pre-
scribe specific compositional arrange-
ments with the sitters. The exhibition fea-
tures some such works, including Anton
Losenko’s “A Male Model”, accom-
plished as early as the mid-1760s at
Joseph-Marie Vien’s workshop at the
Academy of Arts in Paris; Karl Briullov’s
marvellous drawing from 1817 where the
artist employed three kinds of pencil —
black chalk, chalk and sanguine; and Ivan
Kramskoi’s “Male Models” (1861), where
the artist emphasised the corporality of
the images, in line with the nascent aes-
thetic norms of the second half of the 19th
century. Drawing gypsum copies of classi-
cal statues was an important component
of the academic curriculum — one exam-
ple of these student exercises is a piece
called “Apollino” (1790), by an unknown
artist.

Graduating from the Academy,
artists had to accomplish several sketches
on assigned themes. The exhibition intro-
duces quite a few such compositions by
better- and less-known masters. The
pieces demonstrate a consistency in aca-
demic training, while at the same time
every drawing shows off the individuality
of its creator. Vasily Shebuev’s “The Ado-
ration of the Magi” (late 1820s-early
1830s) features emphatic lines, crisp sil-
houettes; Alexander Ivanov’s composi-
tions are distinguished by their baroque
dynamics and agitated forms; Orest
Kiprensky’s study “Death of Cleopatra”
(1803) features melting contours and
areas of gently smudged tone that lend a
romantic touch to the image. Other works
on show include a large piece “Coriolanus
at the Wall of Rome” (from the late 1830s)

A.AVBAHOB Alexander IVANOV
Jlpanuposka Drapery for

oas Oauxcatiue20 the Personage

K Xpucmy Coming Close
1833-1840-¢ to Christ. 1833-1840s
JIBa pucyHKa-BapuaHTa Two drawings —
U151 KapTHHBI «SIBNIeHNEe variants for The
XpucTa Hapojy Appearance
(SIBnenne Meccum)» of the Messiah
(1837-1857,I'TI) (1837-1857,
Bymara rpynToBanHasi, Tretyakov Gallery)
UTAIbSTHCKUN Italian pencil, chalk

KapaHJjall, MeJl on pre-coated paper
58,8 x 44,6 58.8 x 44.6 cm

by a little known artist Pyotr Shamshin,
which is displayed for the first time after
extensive restoration. Ilya Repin’s “Dio-
genes”, of later origin (1867), looks per-
fectly in place among the student work
from the first half of the 19th century and
highlights the consistency of the training
programmes. Another figure, Alexei
Egorov, was one of the most interesting
graphic artists of that period, whose talent
was revealed with special clarity in his
drawings.

Fellowships for international travel
awarded to the best students were a singu-
larly important element of the education
process. Among them was Alexander
Ivanov, who continued to hone his skills at
the Academy in Rome. The collection of
his drawings held at the Tretyakov Gallery
contains gems he created during his fel-
lowship, and his superb female images are
especially noteworthy. The Russian Acad-
emy did not employ female models and,
once in Rome, Ivanov did his best to
“make up” for this gap in his education,
and turned a student exercise into a
remarkable piece of art. Ivanov did not
“prettify” the forms of his female sitters
from the 1830s-early 1840s, but found
beauty in each woman’s individuality; the
pencilled lines emphasise the expressive-
ness of the silhouettes, the lightness of the
agile contours of the figures, while fine
hatching conveys the smoothness of the
forms, showing off the complete range of
tonal gradations achievable by working in
pencil. Another important component of
the academic education was the students’
introduction to the artwork of the old
masters; copying was a part of the training
process, and the fellowship holders pre-
sented copies they had made when they
accounted for their travels. Those made by
Ivanov (such as “Adam. A Fragment of a
Fresco in the Sistine Chapel”, 1831) are
more than just copies — they are the result
of a complex creative process in which the
artist “assumes” the way of thinking of
another era and strives to understand
another master’s work “from inside”.
Ivanov’s drawing of the “Medici Venus”
statue (1830) is a true masterpiece: “I saw
the Venus again, 1 forgot about the imita-
tions we had. I do not know anything so
perfect as this,”? Ivanov wrote. In his
piece he contrasted sculpture and graphic
representation — weight and lightness;
three images of the statue from different
angles convey all the richness of its forms,
and the gentle sfumato of the hatching
seems to capture the glow of the marble.

The Russian Academy of Fine Arts
had a so-called “mannequin classroom”,
where artists learned the skills of drawing
figures “dressed” in the fashion of ancient
Greeks or Romans. There were several
modes of arranging a piece of cloth on the

2 Quoted from: Plotnikova, Yevgenia. Ascension. From Academic
Drawings to Biblical Studies. // Alexander Andreevich Ivanov.
1806-1858. On the 200th Anniversary of the Artist’s Birth.
Moscow, 2006. P. 122.

OOJIBIIION TTOMYJISIPHOCTBIO, C €T0 CEHTH-
MEHTaJIbHBIM TIOHMMaHueM obpa3a (OoH
WCIIOTH30BaJl MOKPYIO KUCTh, PA3MbIBKH,
TIPUIAIOTINE MITKYIO TOHATLHOCTh 1 HEX-
HOCTb pUCYHKY); K.[amnenbH ¢ xapakrep-
HBIMU JIJIST HETO XXECTKUM abpucom hu-
Typ, IePEKPECTHON I TPUXOBKOM, COSIN-
HSIOLIEH TEXHUKY «B JBa KapaHIalla»
«COYHO», B TpaBIOPHOI MaHepe. B xxaHpe
TOpPTpeTa OUYeHb MHTEPECHO TTPOSIBIIIH Ce-
051 ICTOpPMYECKYE XKUBOTIHCIIBI, TPUMEPOM
YeMy MOXeT CITYXUTb «[1opTpeT KHIXKOH
[TpackoBbu, Hagexnbl 1 Mapuu Bsizem-
ckux» ®.A.bpynu (1835).

[lepBas nonoBuHa XIX Beka — Bpe-
MsI «IIapCTBOBaHMUSI» KapaHIAITHOTO PU-
cyHka. Ero mmpernonaBaim He TOJTBKO B AKa-
TIEMUU XYOXKECTB, HO ¥ B BOSHHBIX YUWITN-
1ax, 3aHUMaJICh UM U noMa. PucoBammu
BCE — XYIOXKHUKM, TICATEITN, TIOITHI, TIPO-
cTo obOpasoBaHHbIe nuieTtaHThl. Cpemu
noAo0HbIX paboT JrodonbiTeH «[lopTper
[1.A.®enoroBa kageTom» (1828), caenaH-
HBIH ero coctykuBiieM A.CTpOMUIOBBIM.
PricoBasIbHBIN TOPTPET MpecTaeT BO BCeM
MHOT000pa3n CBOMX «BUIIOB»: TIOPTPETHI
«3aMevaTeIbHbIX COBPEMEHHUKOB» — Te-
poeB BoitHbI 1812 roma, TuTepaTopoB, Ku-
BOITUCIIEB, TUPUYHBIE KEHCKUE W TPOTa-
TeJIbHBIE JTEeTCKUEe 00pa3bl, aBTOIOPTPE-
THI, TIIAPXKU.

O0asTelbHBI MaJIeHbKUE TTOPTPETHI
A.T'.Beneumanosa. He MeHee uHTEpeCHbI
€ro >KaHPOBBIE 3aPUCOBKY Ha IIBETHOM OY-
Mare, OTpa3uBIINe TTOUCKY TUTIAXKHOCTH,
XapaKTepoB, 3a0aBHBIX CUTyaluil. 31ech
HaMmevaeTcsT HOBasl TeHIEHIINST OBITOBOM
3apUCOBKM, KOTOpasi BO300JIAIAeT BO BTO-
pOii TIOJIOBUHE CTOJIETHSI.

Droxa pacuBeTa KapaHAAITHOTO
mopTpeTra oxBaTbiBaeT Tepuon 1820—
1830-x romoB. Cpeny BKITIOYEHHBIX B 9K-
CIIO3UIINIO TIPOU3BEIEHNIT — UCTIOJTHEH-
Hble TpaUTHBIM KapaHAaIllloM TTOPTPETHI
JI.K.Makosckoii, W.I1.Butanu (oba —
1836) K.I1.BproiioBa 1 ero 3aMevaTesb-
HBII PUCYHOK UTATLTHCKUM KapaH/IAIIoM
«XKeHckas rooBa» (1843— 1847). B Hem
Kak ObI CTHUpAeTcsl TpaHb MEXIY TOPT-
pPETHBIM 00pPa3OM U TTONTOTOBUTETIHHBIM
STIONOM ISt Oynyleid KOMIIO3UWIIUM.
PazHooOpa3ue MaTepranioB, MaHepHI, Xa-
pakTepa KapaHJIAITHOTO PUCYHKa TTO3BO-
JISIeT YJIOBUTH XOI MBICIM MacTepa. Kak
OH caM Mucajl, «4ToObl KapaHaail oerai
10 BOJIE MBICJIM: MBICIb TIepeBepHETCS,
U KapaHJAlll T0JKeH TIepeBEPHYTHCS» .

PucyHOK WTaNbSHCKUM KapaHJa-
1IIOM, CAaHTWHOI, COycOM, TTO3IHee Tpa-
GuUTHBIM KapaHmaloM W YIjieM urpai
BaXKHEHUIIYIO POJTb B CUCTEMe OOYJeHMsI
NmnepaTopckoil AkageMun XyaoXKecTB.
Ee meronuka npenonaBaHus He yTpaTH-
Jla CBOETO 3HAUeHWsI Ha TPOTIXKEHUU
BEKOB M OCTaBajach MPaKTUUECKN HEU3-
MEHHOI 10 Hayana XX crosetus. bymy-
1IMe MacTepa OKHBI ObIT OCBOUTH Pa3-
HOOOpa3Hble TIPUEMBbl PUCOBAHUS, TO-

! Hwr. no: llempoea E.H. PucyHoK 1 akBapesb B PyCCKOi
Kynsrype. Ilepsas nonosuxa XIX seka. CII6., 2005. C. 32.

K.I1.BPIOJIJIOB
Kenckas 20n06a
1843-1847

Bymara, uranbsHckuii
KapaH/alll, pacTyIiKa
298 x 21,9

Karl BRIULLOV
Head of a Woman
1843-1847

Italian pencil, blending
stump on paper

29.8 x21.9 cm

cTurasi 0COOEHHOCTU U KPacoOTy KaxXHoit
TEXHUKU. MHOTME SKCMTOHUPYIOLIECS Ha
BBICTABKE JINCTBI IEMOHCTPUPYIOT BBICO-
Koe MpodeCCUOHAIBHOE MAaCTEPCTBO Xy-
TOKHUKOB. OHU BBIXOJSIT 32 TIPEIEThI YMC-
TO y4eOHOro yIHpaKHEHUs, CTAHOBSCH
MPOU3BEIEHUSIMUA TIOUCTUHE BBICOKOTO
WCKYCCTBA. 3a Jydire u3 y4eOHbIX paboT
MPUCYXKIAIU MEJAJIN, COXPAHSUIM B Kaue-
cTBe 00pa3LoB.

OO0y4JeHUe AeTeil pUCYHKY B AKaje-
MHUU HAYMHAJIOCh C 6—7 JIET ¥ BKJTHOYAIIO
5 «BO3pacToB» (1O TPU roja B KaXXIoM).
B 4—5 «Bo3pacte» HauMHAIM U300paXkaTh
HaTypILIUKOB, TOCTAHOBKOU KOTOPBIX 3a-
HUMAaJUCh TOJIBKO Mpodeccopa UCTopu-
yeckoro kiacca. BHuMaHuio 3puteneit
ObLIU TIpeCTaBIeHbI 00pa31ibl TOIOOHBIX
LITYAUI: BEJMKOJEMHbI PUCYHOK «/IBa
Harypuiuka» (1817) K.I1.bprosuiosa, cae-
JIAHHBIA B TEXHUKE «TpeX KapaHIallei»
(MTAJIbIHCKUI KapaHIall, MeJl, CAHTUHA);
«Harypmukun» (1861) UM.H.Kpamckoro
¢ OoJplIel Ocs3aeMOi TEJIECHOCTbIO —
OTpaXE€HUE HOBBIX 3CTETUYECKUX HOPM
Bropoii nojoBuHbl XIX Beka. UHTepeceH
takxke «Harypumk» (cepemuna 1760-x)
A.T1.JloceHKO, BBITIOJTHEHHbIN CAaHTMHOM
B Mactepckoii 2K.-M.BbeHa nmapuxckoii
AkaznemMuu XynoxectB. BaxHbIM 351eMeH-

BbICTABKW

TOM aKaJIeMUUECKOTO O0yIeHUST OBUTO «PH-
COBaHUE CO CJIETIKOB». [IpuMepom Takmx
PUCYHKOB MOKET CJTY>KUTh JIUCT HEU3BECT-
HOTO MacTepa ToJl Ha3BaHUEM «ATIOJITU-
HO» (1790).

[Tepen okonuanuem MAX ee Bocriu-
TaHHUKW TOJIKHBI ObITM UCITOJIHUTD 3C-
KU3BI TIO 3aIaHHOM rporpamMmMe. Ha Bbic-
TaBKe MOKHO YBUIETD LIEJBII PSIJT KOMIIO-
3UINI, 3HAKOMSIINX C TIPOU3BEACHUSIMU
KaK 3HAMEHUTHIX MacTePOB, TaK U MEHee
U3BECTHBIX aBTOPOB. C OMHOI CTOPOHHI,
TIPEICTABICHHBIN PSII CBUIETEIBCTBYET
0 eMUHCTBE CUCTeMbI 00pa30BaHUs, C APY-
TOlf — UMEHHO B PUCYHKE TPOSIBIISIETCS
WHIVBUIYAJIHOCTh KaXIOTO XYHTOXHU-
ka. B «[loknonenuu Boaxsos» B.K.1lle-
oyeBa (konerr 1820-x — Havano 1830-x) —
4yeTKas JIMHUS, YeKaHHbBIN abpuc duryp,
B komno3uuusax A.M.MBaHosa — 6apou-
Has AMHaAMKUKa U OECIOKOMCTBO (opM,
y O.A.KumpeHckoro — Talommit KOHTYp
U MSITKast pacTyIika, puaatolme n3oopa-
KEHUIO0 POMAHTUYECKUI XapakTep (ICKU3
«Cw™mepts Kneomnarpei», 1803). BriepBbie Ha
BBICTaBKE TIOKAa3aH ITOCJIe CJIOXHOU pec-
TaBpaIuy OOJIBIIION PUCYHOK MaJIOU3BECT-
Horo xynoxHuka [1.M.IlamimnHa «Ko-
puosiaH y cteH PuMa» (BTopast oJloBUHA
1830-x). HensmeHHOCTH 0Opa3oBaTeIbHOM
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mannequin — “tubes”, “screw”, and
“flowing folds”. When Ivanov came to
Italy, he saw this diversity of draping
modes in the Italian masters’ paintings,
where drapery was an important element
of composition: his acquaintance with
these paintings led him to create a whole
series of “drapery” pieces in the 1830s-
1840s. In his drawings pencilled on
coloured or tinted paper, many touched
up with white paint or chalk, a simple fab-
ric becomes filled with the juice of life,
and seems to be moving slightly.

The whole training process was
designed to prepare students for the cre-
ation of a painting. Ivanov’s sketches on
view trace the evolution of the idea for his
future acclaimed composition “The
Appearance of the Messiah”: from con-
ception to the well-rounded composition
rich in detail, as it germinated into a
painting reflecting a wealth of human
emotions, feelings and characters. His
later piece “The Expulsion from Paradise”
(1846-1848) is of singular interest. Deli-
cate pencilled strokes form a silvery net
over the surface of the paper; barely
touching the paper, the pencil traces the
flowing lines of the folds, lending an ethe-
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real touch to the image. The composition
“God the Punisher” (1846-1848), where
the visuals are created with tonal spots and
vibrant hatching rather than with lines,
echoes Mikhail Vrubel’s images of Ser-
aphs.

In the second half of the 19th centu-
ry graphite pencil became the most com-
mon drawing tool. The “pencil the mod-
est worker” resonated with the aesthetic
and moral ideals of the age of critical real-
ism more than any other medium. At that
period drawings were mostly created in
the course of preparations for a major
piece. Drafts and sketches from nature,
outlines of compositions of future paint-
ings, drawings accomplished during trav-
el, at meetings, at home were made with
graphite or, less frequently, with graphite
in combination with black pencil. The
manner of drawing itself stresses the
sketchiness and the auxiliary character of
the pieces. Works on display at the exhibi-
tion include studies for acclaimed paint-
ings by Vasily Surikov, Ilya Repin,
Vladimir Makovsky, Vasily Pukirev, and
Vasily Perov. In this group of graphic
pieces, even portraits feature sitters that
are neither posing nor “showing them-

#1201

N.NIMIIKWH
Leemut 6 saecy. 1877
Bymara rpyHTOBaHHast
TOHUPOBAHHASI XKENTAs,
coyc, MOKPBI1 coyc,
YrOJIbHBII KapaHjaui,
npockpebGaHne

284 x213

Ivan SHISHKIN
Flowers in a Forest
1877

Dry and wet black
powder mixed with
glue, coal pencil,
scratching on pre-
coated yellow paper
284 x21.3 cm

selves off”: models are often depicted at
work, in the course of their everyday activ-
ities. Such a trend is represented by por-
traits and self-portraits (Vasily Astrakhov’s
“Portrait of Yakov Bashilov”, 1860; Fyo-
dor Vasiliev’s “Portrait of Ilya Repin”,
1870; Yefim Volkov’s “An Artist Outdoors
in a Forest”, 1881).

In an age when painting prevailed
over drawing, artists practically stopped
using media such as charcoal, black chalk
or sanguine. But even when an artist used
any of them — Pukirev in his “Portrait of
Apollon Mokritsky”, from the 1860s, and
Apollinary Goravsky in his “Portait of the
Artist Maxim Vorobyev”, from 1854 — he
would make an effort to “dissimulate”
their specific properties, making the work
of the pencil impersonal, nearly mecha-
nistic. Perhaps the manner of drawing
itself was influenced by the techniques of
reproduction that were gaining wide cir-
culation at the age, and by the technique
of retouched photography.

In genre scenes, which were then
very popular, graphite pencils were used in
a very special fashion. Bearing this in
mind, it seems worthwhile to compare the
1840s drawings by Pavel Fedotov and Vasi-
ly Perov, a representative of the new gener-
ation of artists. Echoes of the romantic
period are still felt in Fedotov’s oeuvre —
in the elegance and poetic touch of its
images, the delicate balance between
humour and criticism, and in the beauty
of the pencilwork. A thin smooth line
traces the silhouettes and lovingly and
carefully sketches out details, conveying
the models’ mood and state of mind. And
only in a later piece such as “Husband the
Thief” (1851) the artist played up the
theme of everyday routines and strength-
ened narrative element. In contrast,
Perov’s graphic pieces, such as studies for
paintings and sketches for illustrations,
feature deliberately “sloppy” pencil work
that traces the contours more than once,
piercing the paper in some places and
neglecting to clean up the mess it leaves
behind. The artist drew “for himself” and
did not regard his drawings as an artwork
in its own right.

Nevertheless there was a genre of
drawing where the properties of pencil
and its diverse related techniques were
used to the full — landscape, which went
through cardinal changes in the second
half of the 19th century when it began to
be used as a vehicle for conveying emo-
tions. Alexei Savrasov, Nikolai Sverchkov
and Konstantin Kryzhitsky introduced
into the white-and-black graphic style of
their landscapes an innovative visual lan-
guage and started to use new media. In the
mid-1850s a new sort of paper called papi-
er-pellé went on sale in Russia, and came
to be used mostly in landscape painting.
Thinly coated with gypsum of varying
tones, the factory-made paper allowed a
highly diverse visual effect, and could be
plied with different drawing tools, such
as pencil, charcoal, brush, treated with

cucteMbl moguepkuBaet padora U.E.Pe-
nuHa «JIuoreH» (1867), opraHUUHO cyliie-
CTBYIOIIAs B PSITY aKaleMUIeCKUX TPOT-
pamM tiepBoii mosoBuHBI XIX Beka. OmHuM
U3 CaMbIX WHTEPECHBIX PUCOBAIBITUKOB
TOTO BpeMEHU OBIT M3BECTHBIN Texaror
AkaneMuu XyIoxecTB, ipodeccop nucro-
puyeckoit xxuponucu A.E.Eropos. UmeH-
HO B PUCYHKaX €T0 MOTeHIINAT PACKPBLI-
cs1 HanboJiee sIPKo.

HckmounTenbHyI0 pojib B CTAHOBIIE-
HUY XyJTOXHUKOB UTPAT TIEHCUOHEPCKUE
noe3nku. Komnekuus pucynkon A.A.UBa-
HOBA TIO3BOJISIET TIPENICTABUTH €T0 TIEHCHO-
HEPCKYI0 MPaKTUKY OsiecTIIMMu o0pas-
amu. Ocoboe MecTo cpey HUX 3aHuMa-
0T TIpeKpacHbIe N300paKeHUsT HATYPIITHUII.
B Nmneparopckoit AkageMuu Xya0KecTB
KEHITUH-HATypIIUI He ObUTO, W TIOTaB
B Pum, VMBaHOB cTpeMuics «BOCHOJI-
HUTb» 3TOT Mpobdes B cBoeM o0Opa3oBa-
HUU. Y4YeOHBII PUCYHOK OH IpEeBpaTUI
B CAMOCTOSITENTEHOE TTPOU3BEACHIE UCKYC-
cTBa. B co3maHHBIX MacTepOM «HATYpIITU-
ax» 1830-x — Havyana 1840-x romoB oTcyT-
CTBYeT uaeanu3anusi ¢hopM, KpacoTy OH
HaXOIUT B WHAWBUAYATbHOCTU KaXIOTO
obpa3za. KapaHpaiirHast TMHUS MOTYEPKU-
BaeT BBIPA3UTEILHOCTD CHITY3Ta, THOKOCTH
SKUBBIX KOHTYPOB (DUTYPBI, TOHKAS TP -
XOBKa Tiepe/iaeT IUIaBHOCTh (hOpM, oTpakast
Bce OOTaTCTBO TOHATBHBIX BO3MOXKHOC-
Teii kapaHaaia. [pyroii BaXHoO# cocTtaB-
JISTIONIEN aKameMUIecKOTo O0pa30BaHUS
OBIJTO 3HAKOMCTBO C MCKYCCTBOM CTaphIX
MacTtepoB. Konussmu ¢ ux mpon3BeneHni
rieHcnoHepbl MAX OTYUTHIBASICH 32 CBOU
noe3nku. Y MBaHosa («Amam. @parmeHT
dpeckn CUKCTUHCKOM Kareuibl», 1831)
KOTIMPOBaHUE TIPEBPAIIIAETCS B CIIOXKHBIN
TBOPUYECKUI TIPOIIECC «BXXKUBAHUS» B MU-
POBOCTIpUSATHAE UHOM 2TIOXU, CTpEMIICHUE
WU3HYTPU TIOHATH TTPOU3BENEHUE IPYTOTO
XynoxxHuka. Ero puCYHOK CKYJIBITYpBI
«Benepa Menuneiickas» (1830) — Hac-
Tosiuii meneBp. «51 cHoBa Bunen Bene-
DY, 5 3a0BUT O CIeTIKax, KOTOPbIE MBI UMe-
eM... He 3Hato HU4ero coBepIiieHHee ceTo
TBOpEeHUsI»?, — TIpu3HaBasicst MiBaHoB. DTta
paboTa cTpouTcst Kak ObI Ha TIPOTUBOTIO-
CTaBJICHUM CKYJIBITYPHI U TpauKu, Ts-
JKECTH U JieTKocTh. B Tpex pakypcax ¢u-
TypHI TTepeaHo Bce 6OTaTCTBO MJIACTUKU,
HEeXHOoe «ChymMaro» ITPUXOBKHU CIOBHO
BOCIIPOU3BOJUT CBEUCHUE MpaMopa.

B Mmnepatopckoit AkageMuu xyao-
KECTB CYIIECTBOBAJI TaK Ha3bIBAEMBIil
MaHEKeHHBIN KJIAcC, TAe BOCTTUTAHHWKU
YUUJTUCH PUCOBATh OJIETYIO HA aHTUIHBII
MaHep ¢urypy. CylecTBOBaIu pa3HbIe
CMOCOOBI IpaupOBKU MaHEKeHa: «Tpyo-
KaMW» , «<BUHTOM», «CTPYSIIIIUMUCS CKIIa/T-
kamu». [Ipuexas B Utanuio, UBaHOB yBU-
IIeJI MHOTOOOpasue IpanmpoBOK B KapTH-
Hax UTATbHCKUX MacTepOB, B KOTOPBIX
OHU WMEJI BaXXHOE KOMIIO3UIIMOHHOE

BbICTABKW

W.M.IIWIIKWH
Ianopomuuxu 6 secy
1877

Bymara rpynToBaHHas
TOHMPOBAHHAs! JKeNTast,
cOoyc, YroJIbHbII
KapaHJjalll, pacTylIKa,
npocKpebaHne

284 x 21

Ivan SHISHKIN
Ferns in a Forest
1877

Black powder mixed
with glue, coal pencil,
blending stump,
scratching on pre-
coated yellow paper
284 x 21 cm

2 ur. no: ITaomuuxosa E JI. Bocxoxyenne. OT akaleMIYecKux
KapTOHOB J10 Bubeiickux 3cku30B // AneKCHAp AHpeeBrny
ViBanos. 1806-1858. K 200-netuto co JiHs posKjieHus
xypoxHuka. M., 2006. C. 122.

3HaueHue. [loHMMaHMe 3TOrO TIPUBENIO K
TTOSIBJICHUIO 1IEJIOW cepyuy JINCTOB «JIpa-
mpoBKu» (1830—1840-¢). B xapanmar-
HBIX PUCYHKAX XyTOXHWKA, NUCTIOJTHEHHBIX
Ha IIBETHOW M TOHUPOBAHHOU Oymare,
4yacTo ¢ nobaBiieHreM Oelvi Uiu Mejna,
MpocTasi TKaHb HATIOJTHSIETCS TbIXaHUeM
KV3HU, CIOBHO OOpETaeT eBa YIIOBUMbIE
TIBIKEHUS.

Bce aneMeHThl 00y4yeHuUs1 ObUIM Ha-
TpaBJIeHbl Ha TOATOTOBKY K CO3MaHUIO
kapTuHbl. B 3ckuzax MBaHOBa oTpaxeH
yTh (GPOPMUPOBAHUST UICU €TO OYIYIIIEeTO
3HAMEHUTOTO TOJOTHA «fBneHue Mec-
cUM» — OT BO3HUKHOBEHUS 3aMbICIa JIO
MPOIYMaHHOM, HACBIIEHHOW NMeTaIsIMU
KOMTIO3UIINN, OTpaKalolieil MHOXECTBO
YeJI0oBeUYeCKNX TepeXknBaHUM, COCTOSI-
HUI, XapakTtepoB. VCKIIOUNTEIEHO WH-
TepeceH MO3THUN pUCYHOK «M3rHaHme u3
pasi» (1846—1848). ToHkue KapaHaalIHbIC
IITPUXA TIOKPHIBAIOT TTIOBEPXHOCTD JIUCTA
cepeOpuCTOil MayTMHOI; elIBa KacasCh
Oymaru, KapaHaail OOBOTUT CTPYSIIIAECS
JIMTHUU CKJIaJ0K, TIpUIaBasi pUCYHKY Oec-
moTHocTh. Komnosuuust «bor-Kaparens»
(1846—1848), pucoBaHHast HE KOHTYPOM,
a ISITHOM, C UCITOJTb30BaHUEM BUOPUPYIO-
el ITPUXOBKU, TIEPEKINKAETCs ¢ 00-
paszamu BpyoeneBckux Cepadumos.

Bo Bropoii nonosune XIX Beka Be-
IyIIast poJib B pUCYHKe TIPUHAIJIEKUT Ipa-
buTHOMY KapaHmamnry. DTOT «CKPOMHBIN
TPYXEHUK» OTBEYaJT ICTETUUECKUM U HPaB-
CTBEHHBIM HealaM 3TMOXM KPUTUIECKO-
ro peanusma. PucyHoOK paccMmarpuBaiics
B OCHOBHOM KakK pabouuii, TIOATOTOBU-
TeJbHBINA Matepuasl. Habpocku v 3TIOmbI
C HATYpPBI, 9CKU3BI KOMIIO3UITUH OYIyIIINX
KapTWH, 3apPUCOBKU, CIIeIAHHBIE B TIOE3/T-
Kax, Ha 3acelaHusIX, B OBITY UCIIOTHEHBI
B TeXHUKe rpadTHOTO KapaHallia, pexe
B COUETaHWU C YepHBIM. B camoii MmaHepe
PpVICOBaHUS MOMIEPKUBACTCS] 9CKU3HOCTD,
HabpocoyHOoCTh. Cpenu MpencTaBIeHHBIX
Ha BBICTaBKE PUCYHKOB — 3CKM3BI 3HAME-
HUTBIX KUBOMMUCHBIX mojioTeH B.U.Cy-
pukosa, 1.E.Penuna, B.E.Maxkosckoro,
B.B.Ilykupesa, B.I.TlepoBa. [laxe Takoii
XaHp, Kak TOPTPET, JIUIIeH TMPUCYIIeit
eMy pernpe3eHTaTUBHOCTU. Monesb yac-
TO U300paxkeHa 3a MPUBBIYHON paboTO,
B OOBIIEHHOI OOCTaHOBKe. DTa JIMHUS
TpeNCTaBlieHa TTOPTPETaMU W aBTOTIOP-
Tpetamu XynoxHukoB (B.E.Actpaxos
«IToprper £1.C.Bammnosa», 1860; d.A.Ba-
cunbeB «[loptper M.E.Penmua», 1870;
B.E.MaxkoBckuit «ABTomoptper», 1870;
E.E.BoikoB «Xyn0XXHUK Ha HaType B Jie-
cy», 1881).
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a touch of white, or with its priming
scratched down to the base white shining
layer of gypsum. It was the most complex
and technically difficult kind of drawing,
because images drawn on papier-pellé
cannot be corrected — the drawer’s hand
had to operate with faultless precision.
Savrasov was a brilliant master of
papier-pellé drawing. For Savrasov, draw-
ing always occupied a special place, and
he drew all his life: “Drawing is the cor-
nerstone of painting,”*® he taught his stu-
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A K.CABPACOB

Buo 6 ceae Kynyese

noo Mockeoii. 1855
Papier-pellé, rpadpurHblit
KapaHJalll, PaCTYyIIKa,
mpocKpebanue

37,1 x45.5

Alexei SAVRASOV

A View in Kuntsevo Village
Near Moscow. 1855
Papier-pellé, graphite
pencil, blending stump,
scratching

37.1 x45.5 cm
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dents. The exhibition features Savrasov’s
pieces from different periods. Looking like
accomplished, well-rounded paintings,
his graphic pieces on papier-pellé created
in the mid-1850s are imbued with lyricism
and feature well-known views of arcas
near Moscow (“A View in Kuntsevo Vil-
lage Near Moscow”, 1855; “Old Pines”,
1854). These pieces show off the artist’s
creative freedom and technical skills, as
natural forms are modelled with fine
hatching of varying thickness. Contrasts of

S e

light and dark are created with smudged
areas of different tones. The light-grey
surface of papier-pellé and the silvery glow
of graphite set the emotional mood of the
landscapes. One of Savrasov’s finest land-
scapes of his late period — “Landscape.
Volynskoe Village” (1887) — is made on
papier-pellé with the use of diverse, rich
drawing techniques.

Also noteworthy are works by
Shishkin, Kryzhitsky and Sverchkov, who
preferred “mild” media such as black
chalk, charcoal and sauce. Of the three,
Ivan Shishkin is undoubtedly the most
noteworthy artist. His drawings on display
at the exhibition — “Flowers in a Forest”
and “Ferns in a Forest” (both from
1877) — are true masterpicces distin-
guished by the undogmatic and pictur-
esque treatment of their images of nature.
The drawings were made on primed tinted
brownish paper with the use of stump and
brush, and dry and wet sauce. Shishkin
also used the method of scraping: he
scraped the upper layer of the priming to
create areas of light tone to represent the
heads of flowers and specks of sunlight
livening up the semi-darkness of the forest.

The artistic dialogue between Ilya
Repin and Valentin Serov in painting and,
most importantly, in drawing defined a
whole era in Russian art. “In Russian art
in the 19th century, there were only two
graphic artists as frantic, as passionate:
Repin and Serov”,* wrote Igor Grabar.
The exhibition features only a small part
of both artists’ graphic legacy, including
their numerous sketchbooks. According to
his contemporaries, Repin never parted
with his sketchbook.

Repin passed on his love for drawing
to Serov, whose apprenticeship in art
began in Repin’s home. Repin’s and
Serov’s pencil drawings of the late 1870s -
early 1880s featured at the show demon-
strate an utmost closeness of both masters’
pencil techniques and concepts of draw-
ing. At that period Serov worked literally
side by side with Repin learning the
secrets of his craft. Repin’s portraits of
Yakub (1881) and Vera Repina (1882) and
Serov’s portrait of Tatyana Mamontova-
Rachinskaya (1879) and self-portrait
(1885) share such features as the treat-
ment of the space, the modelling of
faces — “the careful moulding of every

A K.CABPACOB
[eiizaxc. Ceao
Boawirckoe. 1887
Papier-pellé, rpacpur-
HBI ¥ UTATBSIHCKUIA
KapaHfaliin, coyc,
aKBapellb, PacTyLIKa,
npockpebaHue

36 x 533

Alexei SAVRASOV
Landscape. Volynskoe
Village. 1887
Papier-pellé, graphite
and Italian pencil,
sauce, watercolour,
blending stump
scratching

36 x 533 cm

3 Torstensen, Lydia. “Like Artist, Like Poet”. On Savrasov’s
Drawings in the Collection of the Tretyakov Gallery. /
Alexei Kondratievich Savrasov. On the 175th Anniversary
of the Artist’s Birth. Moscow, 2005. P. 175.

4 Grabar, Igor. Valentin Alexandrovich Serov. Moscow, 1965.
P.241.

bonee acpdexTHBIE MaTepuabl, Ta-
KUe, KaK YToJib, UTATbSTHCKUI KapaHIalll,
CaHTWHA, B ATy SIOXY IJIABEHCTBA KUBOITH -
cu Hax TpadUKOi TTPAaKTUIECKU UCUe3NH
13 XyIOXeCTBeHHOTo oomxoa. Jlaxe B Tex
CITyJasix, KOorJa MacTep o0paliaeTcst K HUM
(B.B.Ilykupes «[Toptper A.H.Moxkpuir-
Koro», 1860-¢; A.T.TopaBckuii «ITopTper
xynoxHrka M.H.Bopo6beBa», 1854), on
CJIOBHO MAaCKHpyeT UX CHeruduiecKue
CBOICTBa, Jieiasl ITPUX 00E3TUYEHHBIM,
MOYTH MEXaHUCTUIHBIM. Bo3mokHo, ca-
Ma MaHepa PUCOBaHMS WCITBITaa BIIWSI-
HME IIMPOKO PACTIPOCTPAHUBIINXCS PETI-
POMYKITMOHHBIX TEXHUK U PETYITUPOBAH-
HOI1 hoTorpadum.

Oco6ast posTh B TIOJTYYUBIINX HIUPO-
KO€ pa3BUTHE PUCYHKAaX OBITOBOTO KaHpa
TpUHAaJIeXana TpaduTHOMY KapaH/IaIy.
C 3TOlt TOUKY 3peHUsI UHTEPECHO CpaBHE-
HHUE UCTIOJTHEHHBIX B 1840-¢ roabpl pucyH-
koB [1.A.®enotosa ¢ pucynkamu B.I.Ile-
pOBa — MPEICTaBUTEIIST HOBOTO TTOKOJICHMST
XyIOKHUKOB. OTTOJIOCKOM POMaHTUYeC-
KO 3TIOXM ellle COXPaHSIeTCS B TPOU3Be-
neHusix PenoToBa U3SIIIECTBO U TIOITUI-
HOCTh 00pa3oB, paBHOBECHE MEXIy KO-
MUYECKUM WM KPUTUIECKUM CIOXKETOM
U KpacoTOl KapaHIalTHOTO pucyHKa. ToH-
KOV TIJIAaBHOM JIMHUEN XYJI0XXKHUK OYePUU-
BaeT PUTYpHI, C JIIOOOBBHIO U BHUMaHUEM
00pUCOBBIBACT IETANH, TIepeaaBasi COCTO-
stHUe Mofeseid. JIUIb B To31HeM pUCYH-
ke «Myx-Bop» (1851) ycunuBaetcst ObI-
TOBasl TPAKTOBKA CIOXETa W TTOBECTBOBA-
TeJibHOEe Havaso. Y IlepoBa B HabOpockax
KapTUH W 3CKU3aX WUTIOCTPAlIUif KapaH-
Jall TTOJYEPKHYTO HEOpeXeH, XYT0KHUK
MHOTOKPATHO OOBOINUT KOHTYPHI, TTPONIaB-
JIMBast Oymary, He CKpbIBasi CJIeIbI TIPABKU.
OH pucyeT «11s1 cebsi», He paccMaTpuBast
CBOIO pabOTy KaK CaMOIIEHHOE TTPOU3Be-
TeHYe.

N Bce xe Obl1a cepa pucoBaHus,
TJI€ B [OJIHOW Mepe UCTIOJIb30BAJIUCH CBOM -
CTBa KapaHalieil 1 MHOrooopasue mpue-
MOB pabOThl UMM — 3TO XaHp Mei3axa. Bo
BTOpoii noyioBuHe XIX Beka OoH mpeTep-
TeJT KapauHaJIbHbIe U3MEHEeHUST — depe3
1300pakeHUe IPUPOIBI XYIOKHUKH CTpe-
MIJTACH BBIPA3UTh TyIIEBHBIE HACTPOCHMUSI.
B meitzaxxubix paborax A.K.Caspacosa,
H.E.Cgepukosa, K.f.Kpbrxuiikoro uep-
HO-0enast rpadmka, HapyIast TUKTaT 110~
XU, HAXOIUT 0COOBIE CPENICTBA BHIPA3UTEIb-
HOCTH W OCBAaWBaeT HOBLIE MaTepHasbl.
B cepenune 1850-x romos B Poccuu mosis-
JIeTcs papier-pellé, KoTopas UCIONb30-
BaJIach IJIABHBIM 00Pa30M JUTST pUCOBAHUS
nietizaxkeit. MabpuyHas Oymara, MOKpPbI-
Tasi TOHKUM CJIOEM TUIICa Pa3HOTO TOHA,
naBaja BO3MOXHOCTh WM3BJIEKaTh camble
pa3HooOpa3Hble (P dEeKTh, TPUMEHSITH
pa3InyHbIe PUCOBAJbHBIE WHCTPYMEH-
THI — KapaHall, yrojib, KUCTh, Oenmia —
WJTY TIPOLIapanbiBaTh TOBEPXHOCTH JIUCTA

3 Topcmencen J1.A. «XypaoKHUK — TOT e 11031». O puCyHKax
CagpacoBa n3 cobpannsi TpeTbsIKoBCKoil ranepen // Anekceit
Konpparsesna Caspacos. K 175-neTHio co jiHst poskieHnst
Xypoxuuka. M., 2005. C. 175.

BbICTABKW

A K.CABPACOB
Becennuii neiizanc
(Hauano eecnot). 1876
Papier-pellé, rpacpur-
HbII 1 UTATbSIHCKUI
KapaH/Ialli, pacTyIlka,
npocKpebaHue

46 x 35,5

Alexei SAVRASOV
Spring Landscape
(Early Spring). 1876
Papier-pellé, graphite
and Italian pencil,
blending stump,
scratching

46 x 35.5 cm

IO HYKHETO GEJIOr0 CUSIIOILETO CII0sT TTI-
ca. OTo HanboJiee TEXHUUCCKU CIIOKHBII
BUJ PMCOBaHMS, TaK KaK M300paxeHKe
Ha papier-pellé HeIb3sl TIONPABUTL, OHO
IIOJDKHO OBITh M3HAYAJIbHO TOYHO BBIBE-

PEHO W HEeTIOTPEIINMO UCITOTHEHO.

Brectsium mactepoM papier-pellé
ob1 CaBpacoB. B TBopuecTBe 3TOTO KU-
BOTIHCIIA PUCYHOK BCETa 3aHUMaJ 0c000e
Mecto. OH prcOoBaI Ha TIPOTSKEHUH BCeit
KU3HU. PUCYHOK «€CTh OCHOBHOI KaMeHb
>KUBOTHCH»®, — HACTABJISLT MAcTep CBOMX
YYEHUKOB. B 3KCIO3MIINN MPEeICTaBICHbI
ero paboThl pa3TUIHBIX TiepronoB. Kap-
TUHHO 000OIIIEHHBIE U 3aBEPILICHHBIE, ITPO-
HUKHYTBIC TMPU3MOM PUCYHKH Ha papier-
pellé cepemuubl 1850-X TomoB CBsI3aHBI
C TUMUYHBIMM MOTMBAMU OKPECTHOCTEI
Mockssl («Bun B cene Kynuiese mog Mo-
CKBOI», 1855; «Crapbie cocHBI», 1854).
OHM HaIJISIIHO AEMOHCTPUPYIOT CBOOOIY
BJIajieHust TeXHUKOM. [TpupoaHbie GopMbI

BBUIETUICHBI TOHKOU INTPUXOBKOU Pas3ny-
HOU CWJIBI, CBETOTEHEBBIE COOTHOIICHUS
TIOCTPOCHBI PACTYIIEBKAMU Pa3HBIX TO-
HOB. CBeTJI0-cepast TOBEPXHOCTh OyMaru
U cepedprcToe cCBeUeHUe TpadUTHOTO Ka-
paHalla ONpeAessiioT 3MOLMOHAIBHOE
HacTpoeHue nei3axeii. PasHooOpa3HbI-
MU, OOTaTBIMM CPEICTBAMM PUCYHKA UC-
TIOJTHEHO OJTHO U3 JIyJIIIUX TIPOU3BEICHUI
CaspacoBa mo3gHero niepuionga — «[leii-
3axx. Ceno Bombiackoe» (1887).
HurepecHsl padotsl U. . uiiku-
Ha, K.S1.Kpsrkunkoro, H.E.CBepukoBa,
OTJ/IaBABIINX MTPEATIOYTEHUE «MSITKIM» Ma-
TepuajiaM — UTATbTHCKOMY U YTOJbHOMY
KapaHpaiy, coycy. Benyiee mecto cpenn
HUX, Oe3ycinoBHO, TpuHamIexuT [um-
KUHY. DKCITOHUPYEMbIe Ha BBICTABKE PU-
cyHKu «llBeTwl B jiecy» u «I[lanopoTHu-
K1 B jiecy» (06a — 1877) — Hactosiue
IeNeBPBl, OTINYAIOIINeCs XUBOITUCHOMN
TPaKTOBKO HaTypbl. OHM UCTIOTHEHBI Ha
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little individual form” — along with sym-
bolic treatment of the models’ images.
Later each artist went his own way. They
became exponents of different, sometimes
contrasted, styles which nevertheless were
both important for the development of
pencil drawing. The range of Repin’s
drawing techniques is as broad as can be:
he employed with equal mastery and ele-
gance strokes, spots, lines, combined
them in different ways and enriched the
art of drawing with a painterly sense of
form while keeping within the boundaries
of graphic art. The “Portrait of Alexandra
Botkina” (1901) is a fine example of
applying drawing techniques within the
format of painting.

In Repin’s graphic pieces, drawing is
a process without closure — sketchiness
and the effect of incompleteness are the
main characteristic and the chief virtue of
his drawings. A form is being born from
the maelstrom of strokes under the view-
ers’ eyes and as if with their “participa-
tion”... The white surface of a sheet, for
the viewer, is not a plane but a space vig-
orously drawn into the creation of form.
Repin employs a “rich but also irregular
line” which not so much delineates the
contours of shapes as “moulds” them —
especially in shaded and hatched areas —
the same way as a touch of brush in his
paintings does. <...> Forms and volume
are lodged somewhere between the lines —
they are brought into relief by lines and
strokes but do not reside in them”.? In
Serov’s drawings, to the contrary, forms
are seemingly “peripheral” — the imagery
is pivoted on contours. Serov relentlessly
sought the ideal line revealing not so much
the human as the artistic essence of the
sitter. The pattern of the line and the man-
ner it is being applied seem to originate
from the sitters’ characteristics. In the
study for the “Portrait of Henrietta Girsh-
man” (1904-1905) transparent lines enve-
lope as a cloud the figure of the standing
woman and gently trace the oval of her
face. In the sketches on carton for the
“Portrait of Polina Shcherbatova” (1911)
the masterful energetic strokes of coal
convey the statuesque bearing of the
model.

Serov’s visual language becoming
ever more symbolically condensed, the
painter was losing interest in the particu-
lars of forms and trying to elaborate a
more generalized and terse artistic formu-
la. “I want to ensure my drawings have as
little pencilwork as possible”,® he wrote.
Even when he became a famed and recog-
nized artist, Serov tirelessly worked on
improving his drawing technique. It is
known that having made a sketch from
nature, the artist would often place on it a

5 Fedorov-Davydov, Alexander. Repin — Master of Drawing //
Russian and Soviet Art. Articles and Essays. Moscow, 1975.
Pp. 367-368.

6 N . . .
Quoted from: Valentin Serov in Memoirs, Journals and

Correspondence of his Contemporaries. In 2 volumes.
Leningrad, 1971. Vol. 1. P. 81.
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b.M.KYCTOJJVEB
Ipozyaxa. 1919
Bymara, rpacputHsIit
KapaHjiall, pacTylIKa
21,8 x 31,5

Boris KUSTODIEV
A Ride. 1919
Graphite pencil,
blending stump

on paper

218 x31.5cm
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sheet of semi-transparent paper, traced
the most essential lines and continued his
work on the new sheet. Then he would
repeat the manoeuvre, thus giving the
drawing the look of an allegory. The
female figure in the “Abduction of
Europa” is the result of such a long
process of “working on the form”. Not
surprisingly, Serov’s portraits of ballet
dancers make up the most precious part of
his graphic legacy. The illustrious dancers
such as Anna Pavlova, Tamara Karsavina,
and Ida Rubinstein were ideal models for
Serov. The dancer’s expressive figure
trimmed by choreographic exercise, the
characteristics of her poses and move-
ments, conceived to look like flat silhou-
ettes from the auditorium, put in agree-
ment the goals of choreography with

N |
A

the goals of drawing. The means of graph-
ic art here enhance the achievements of
choreography.

Drawings featuring sketches of interi-
or decoration form a distinct group. Many,
and maybe a majority of, large-scale design
projects conceived in the early 20th centu-
ry remained realized only on paper. The
exhibition presents Serov’s large cartons
with sketches for interior decoration of a
Mrs. Nosova’s house and sketches in san-
guine accomplished by Zinadia Sere-
bryakova, Mikhail Dobuzhinsky, Alexan-
der Yakovlev and featuring details of the
design of the Kazan station, Moscow — the
last monumental project of the Silver Age.

The creative method of Mikhail
Vrubel as a graphic artist had a solid foun-
dation in realism, formed by the Russian
artistic tradition and developed due to his
natural talents. Vrubel’s portraits on view
highlight the special boundary between the
real and imaginary worlds which is at the
heart of the artist’s thinking and creative
method. The animating energy of his art
sublimates the images of real people into
symbolic visions. The image of Mrs.
Zabela-Vrubel as a Seraph, which seems to
be willed into life by the artist, materializes
from a host of quaking strokes; the pale,
melting contours of his self-portrait repre-
sent not so much the artist himself as his
shadow. On the contrary, the viewer can be
casily misled by the portrait likeness of The
“Head of the Demon” (1889-1890) and
can easily believe that the artist did not
conjure up this fleshless angelic face but
really “saw” it, as he claimed. The corpo-
rality and sculptural fleshiness of the
imagery is created, first and foremost, by
the visual language itself, which uses
images stored in our memory. This includes
both the types of human figures and specif-
ic drawing techniques utilized by the
Renaissance masters — the rippled gauze in
the fashion of Leonardo’s sfumato is com-
bined with the sketchy lines “in the fashion
of sinopias”, characteristic of Michelange-
lo. Unusually large, the sheet of paper was
primed so that its surface became like a
plastered wall, giving the drawing the look
of a fresco. The visual language, the take on
form as expressed in this study of the
demon’s head, intended for the future
painting “Sitting Demon” (1890, in the
Tretyakov Gallery), are inextricably linked
to Vrubel’s work on his murals: the drawing
was made on the reverse of a large charcoal
sketch of the composition “Resurrection”
for the St.Volodymyr Cathedral in Kiev.

Other drawings accomplished by
Vrubel in Moscow include such master-
pieces as a pencilled sketch called
“A Horseman Charging Ahead” (1890-
1891), conceived as an illustration to

W.E.PEITH

3a posirem. 1905
Bymara, yrosbHslit

U UTAJIbSIHCKUI
KapaH/Ially, CaHTHHa,
pacrymika. 45,7 x 29,1

Ilya REPIN

At the Piano. 1905
Coal and Italian pencil,
sanguine, blending
stump on paper

457 x 29.1 cm

TPYHTOBAaHHOI TOHUPOBAHHOW KOpUYIHE-
BaToil Oymare ¢ MpUMEHEHNEeM PACTYIIKA
U KWCTU, CyXUM U MOKPBIM coycoM. Mac-
Tep MPUMEHSIT TaKXKe TIPUeM IIpocKpeda-
HUSI — COCKAOJIMBaJI BEPXHUU CJIOI TPYH-
Ta I M300pakeHUsl CBETIIBIX TOJIOBOK
LIBETOB U COJTHEUHBIX OJTMKOB, UTPAIOTIINX
Cpeau JIECHOTO TTOTyMpaka.

XynoxectBeHHbli auasor W.E.Penu-
Ha u B.A.CepoBa B XXUBOIIHCH, U OCOOCH-
HO B PUCYHKE, OTIPENeIII COO0M TeTyto
aroxy. «Takux HeyIepKUMbIX, CTPACTHBIX
PUCOBATBIINKOB B PYCCKOM HCKYCCTBE
XIX Beka 66110 TONTBKO BOE: Peri u Ce-
poB»*, — ucan 1.9.Ipabaps. [leMoHCTpU-
pyeMble Ha BhICTaBKe KapaHIallTHbIe TTOPT-
peTsl KoHta 1870-x — Havana 1880-x ot-
MEYaloT TOUKY MaKCUMaJIbHOW OIM30CTH
B TIOHUMaHWW KapaHTAITHOW TeXHUKU
U KOHLETIIINY PUCYHKa 000MX MacTepOB.
Bro Bpems, Korma CepoB HETIOCPENCTBEH-
HO paboTa psiioMm ¢ Permuubiv, ocBanBast
ero XyJIOXeCTBEHHbIe TpueMbl. B moprt-
petax FO.U.Sxy6 (1881) u B.A.Pertmnoit
(1882), cozmaHHBIX PermHbBIM, 1 B CEpOB-
ckux noprpere T.A.MamoHTOBOIi- PaunH-
ckoii (1879) u aBromioptpere (1885) obur-
HOCTb MaHepbl TIPOSIBIISIETCSI B TPAKTOB-
Ke MPOCTPAHCTBA JINCTA, B JIeTIKe JINIIA,
B «TIIATEILHOM TIPOIIYITBIBAHUM BCEX
MEJIKUX U YaCTHBIX (hOpM» TIPU 0000I11IEeH-
HOM u300paxeHuu urypsl. B naapHeii-
meM TYyTH NBYX MacTepoOB Pa3OIILIUCh.
OHU BOTUIOTWIIM Pa3NYHbIE, B YeM-TO
TIPOTUBOITIOJIOXKHBIE, HO OTMHAKOBO BaXK-
HBIE JIUTSI pa3BUTHSI KapaHIAIITHOTO PUCYH-
Ka XyJIOoXeCTBeHHbIe MaHephl. [lnamna3oH
TTO/IBJIACTHBIX PenmHy mprieMoB prcoBa-
HUS IMPOK, KaK HU Y KOTO JIPYTOro: OH
OIIMHAKOBO MACTEPCKU W aPTUCTUYHO pa-
0oTajl TPUXOM, TISITHOM, JIMHUEH, UC-
TTOJTB3YSI 9TU «MaHEPhl» B PA3TUIHBIX CO-
YeTaHUSIX, 000TaIal PUCYHOK KUBOITHC-
HBIM YyBCTBOM (DOPMBI, HE TIpECTyTIast Ipu
9TOM 3aKOHOMEpPHOCTell Tpaduieckoro
sI3bIKA. SIpKUM TIpUMepOM pereHUsT K-
BOITMCHOWM 3amauyd CpeJCTBAMM DPUCYH-
Ka siBjisieTcst ero 3HaMeHuThIi «[lopTper
A.Tl.Borkunoii» (1901).

B penmmHCKUX priCyHKaX MPUHIIUTIN-
aJTbHO OTKPBIT TTPOIIECC PUCOBAHUS — 3C-
KU3HOCTh MaHephl, 3(PheKT He3aKOHYEH-
HOCTHM OCMBICJISIETCST KaK TJIaBHOE CBOW-
CTBO W TJIaBHasl IIEHHOCTh pucyHKa. Ha
rJ1a3ax y 3puTesisi, Kak Obl TPU eTo «yJac-
TUW», B BUXPE IITPUXOB poknaeTcs dhop-
Mma. benoe mone nucta — He MJIOCKOCTB,
a MPOCTPAHCTBO, aKTUBHO BOBJIEKAEMOE B
co3nanue Gopmbl. XyAOXHUK padoTtan
«COYHOU W BMECTe C T€M TpPepLIBUCTOM
JIMHUEH», KOTOpast «<He CTOJIbKO OYepur-
BaeT KOHTYP (OPMBbI, CKOJIBKO “JIENTUT” ee
MOOOHO Ma3Ky B PETTUHCKOI XKUBOTINCH,
B OCOOEHHOCTH B TEHSIX, B IITPUXOBKE
<...> @opMbl, 00BEM 3aKITIOUEHBI THe-TO
MeXIy TUHUSMU, BBICTYTAIOT Oaromapst
JIMHUSIM, TITPUXaM, HO HE HETIOCPEeNCT-
BEHHO B HUX»®.

CepoB, HAaNPOTUB, CTPEMUJICS K Ta-
KOMY PUCYHKY, B KOTOPOM hopMa KUBET
Kak OBl «Ha TpaHWIIe»: OCHOBHAS HATPy3-
Ka TiepeHOCUTCsT Ha KOHTyp. Ero myts —

B.A.CEPOB
Hamypwuya

¢ omcmaeaeHHol
npasoii pyxkoii
1909-1911

Bymara, yepHblit
KapaHjiall, pacTyliKa
39,7 x 26,8

Valentin SEROV

A Female Model

with her Right Hand
Extended. 1909-1911
Black pencil, blending
stump on paper

39.7 x 26.8 cm

TOUCK «WIeaTbHOI» JIMHUU, BBIpAXKalo-
1LIEl HE CTOJIbKO YEJI0BEUECKYIO, CKOJIBKO
XyIOXECTBEHHYIO CyITHOCTh Mozie. Cam
XapakTep JIMHUU, CITOCO0 ee HaHeCeHUsI
OyATO TIpoMCTEeKaeT U3 OCOOEHHOCTEN
noptpetupyeMbix. B ackuze k «[loptpe-
1y LJL.Tupmman» (1904—1905) npo3spau-
HbIE JIMTHUU, KaK 00JIaKO, OKYTHIBAIOT (U~
TypY CTOSIIIEN XEHITUHBI, OCTOPOKHBIM
TIPUKOCHOBEHUEM OYePUMBAIOT OBAJ JIUTIA.
B moaroroBuTenbHBIX KapToHaX K «[1opT-
pery I1.W.1lep6aToBoii» (1911) BnacTHbI-
MU SHEPTUIHBIMU IBVDKEHUSIMU YTJIST TIe-
penaHa CKyJbITypHasl CTaTb MOJEJIU.
[MocTeneHHO N300PA3UTETHHBII SI3BIK
CepoBa cTaHOBUTCST 60JIee YCITIOBHBIM, Mac-
Tep Bce OoJiee paBHOAYIIIEH K YACTHOCTSIM
(GOpMBI, OH CTPEMUTCS K €€ 0000IIIEHUIO,
K KpaTKocTu (HopMyJibl: «X04y JOOUTHCS,
YTOOBI B PUCYHKE OBITIO KaK MOXKHO MEHb-
1I1e KapaHaaiia»®, Yxe Oyaydn u3BeCTHBIM
U TIpu3HaHHBIM MactepoM, CepoB Hac-
TONYMBO MPOJOKAET COBEPIIIEHCTBOBATh
CBOIO TEXHUKY prcoBaHusl. MI3BecTHO, 4TO
clieniaB XKUBOW HAOPOCOK C HATYPBI, XYTOXK-
HUK HEpPEeAKO HAKJIa[AbIBaJl HA HETO JIUCT,
TTOJTYTIPO3PAYHBIN, KaK KaJbKa, U, O0BeIsT
HauOoJiee BaXXHbIE TUHUHA, TIPOIOJIKAI pa-

»~

Ipabape 1.5. Banentun Anekcansiposny Cepos. 2KnsHb
¥ TBOpuecTBO. M., 1965. C. 241.

Dedoposllasvidos A.A. Pennt — Mactep pucytka // Pycckoe
u coserckoe uckycerso. Crarbu u odepku. M., 1975. C. 367-368.

Lur. no: Banentus CepoB B BOCTIOMIHAHMSIX , JIHEBHUKAX
1 nepeniucke coppemennnkon: B 2 T. JI1., 1971. T. 1. C. 81.

BbICTABKW

00Ty Ha HOBOM JIUCTE. 3aTeM 3TOT IIpUeM
ToBTOpsIIcs. B peayssraTe pucyHOK Bee 60-
Jiee MpuoKaics K 0000LIEHHOMY 3HAKY.
®urypa HaTypIIUIIBI 1Tt KapTUHBI «[1o-
xutieHue EBportsr» — utor mogo6HoTo mpo-
TSKEHHOTO TIpoliecca «o0peteHus ¢hop-
Mbl». HeymuBUTETbHO, YTO MOMTMHHBIMU
1eeBpaMu CepOBCKOTO PUCYHKA CTaJld
€ro MopTpeThl 6anepuH. 3HaAMEHUThIe Oa-
JIeTHBIe TaHIOBIIUIIBI — AHHa [laBroBa,
Tamapa KapcaBuna, Mna PyouninTeiin —
OBUT MICATHHBIMY MOJIEJISIMU JUTST XYTOXK -
HuKa. OTTOUeHHAasT XopeorpaduiecKuMu
VIPaXKHEHUSIMU BBIPA3UTETLHOCTD (PUTY-
PBI TAHIIOBIIUIIBI, XapaKTep ee 1103 1 IBU-
JKEHU, pacCUMTAHHBIX Ha TUIOCKOCTHO-
CUJTy2THOE BOCTIPUSITHE U3 3aJ1a, POKIAIOT
COBMaJIeHE 3a/1a4 Xopeorpaduu 1 rpadu-
ku. [pacduka 3nech mpeyMHOXAET TOCTHU-
>XKeHUsI xopeorpabun.

Ocobast TeMa B pUCYHKE — DCKU3BI
pocniuceit UHTepbepoB. MHOTHE, eClT He
OOJIBIIIMHCTBO MOHYMEHTATLHBIX aHCAM-
Oseit Hayanma XX BeKa «OCYIECTBICHbBI»
JIATIT B 9cKu3ax. Ha BbICTaBKe 9KCTIOHM-
pytotest 6onbinme kKapToHsl B.A.CepoBsa mist
noma E.I1.HocoBoii, a Tak:ke cCaHTMHHBIE
pucynku 3.E.CepebpsikoBoii, M.B.J100y-
x)kuHckoro, A.E.fIkosnesa nist KazaHcko-
TO BOK3aJia — IMOCJIEIHETO MOHYMEHTAITb-
Horo ipoekTa CepeGpsTHOTO Beka.

Tsopueckuit meton M.A.BpyGeins-
pUCOBAJIBIIMKA UMENT TIPOYHYIO peanc-
TUYECKYIO OCHOBY, 3aJIOKEHHYIO PYCCKOM
XyJIOXECTBEHHOU WIKOJIOW W Pa3BUTYIO
GJraroziapst ero IpUPOITHBIM JapOBaAHUSIM.
[MpencraBneHHast TUHUS TTOPTPETOB Mac-
Tepa TMO3BOJISIET ONIYTUTh TY OCOOEHHYIO
TpaHb MEXJIy pPeaTbHBIM U MBICTUMBIM
MUPOM, KOTOpPast COCTaBJISIET OCHOBY €TO
MBIIIJIEHUS W TBOpYeckoro merona. O6-
pa3bl peajbHBIX JIOAell TMpeoOpaskeHbl
OIIyXOTBOPSIIONIEH SHepruell pucyHKa 1o
CUMBOJIMYECKUX BuneHU. M300paxkenue
3abens-Bpybens B obpaze Cepaduma,
CJIOBHO CTyIIIEHHOE BOJIEH XYIOXHUKA,
pOKIaeTcst 13 COHMA IPOXKAIIINX ITPUXOB;
OJyieIHBIe, TalOIIMe JIMHUHM aBTOTIOPTPETa
SIBJISTIOT HaM yXe He CaMOTo XYIOXHUKa,
a, cKopee, ero TeHb. B To e Bpemst JIeTko
00MaHyThCS MOPTPETHOCTHIO «[0J10BbI [le-
MoHa» (1889—1890), 1erko moBepuTh B TO,
YTO 3TOT OECIUIOTHBIN aHTETbCKUIL JTUK
He COUYMHEH XyIOXHUKOM, a COTJIACHO eTO
CJIOBaM, IEUCTBUTEIEHO ObUT UM «YBUICH».
TemecHOCTb, CKYNBIITYpHas MaTepuaib-
HOCTb N300pakeHUsT CO3MAETCsI B TIEPBYIO
ouepeqh caMOW MaHEpOW WCITONIHEHUS,
BBI3BIBAIOINIEH XpaHsIIMecs B HalleH Ta-
MSITU 00pasbl. DTO M TUTIAXKU, M KOHKPET-
HBbIE TIPUEMBI pUCOBaHUsI MacTepoB Bos-
pPOXIeHUST — 3bI0Kast IBIMKA JIEOHAPIOB-
CKOTO «C(hyMaTo» COUETAETCSI C ICKU3HBIMU
JIMTHUSIMUA B «MaHepe CUHOIMUII», CJIOBHO
CONIEIINX C KAPTOHOB MWUKeIaHIKeIo.
HeoObiyHO 607B1ION MO pa3Mepy JIUCT
Oymarv TOHUpPOBAaH TakK, YTO €ro MOoBepX-
HOCTb YIo00JIeHa TUTOCKOCTH OTIITyKa-
TYpeHHOI CTeHBI, CO3IaBasl BlieyaTieHue
dpecku. [Tnactnieckunii S3bIK, TOHUMA-
Hue (OpPMBbI B 3TOM PUCYHKE JIJIsT Oy ay1ieit
KapTuHbl «IeMoH cumsmumii» (1890, T'TT)
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Mikhail Lermontov’s “Demon”, and
“Portrait of Alexandra Mamontova”
(1890-1891). In these works, the artist
traced with a pencil only areas in the shad-
ows, leaving the glowing sheet of paper to
represent the dazzling light. These draw-
ings seem to foreshadow the style of
‘Vrubel’s late pieces, in which, in the words
of Alexander Benois, “he wanted to con-
vey the shining of objects rather than their
light and colour”.

In his later period (1902-1906),
drawing human figures became for Vrubel
the main way of learning about the world
around him, the sole connection between
himself and the reality. Almost unable to
work with paint, he focused solely on pen-
cils and charcoal, taking the expressive
potential of the technique to previously
undreamt-of heights. In his pictures fea-
turing the landscapes behind the hospital’s
window, the bare branches of the trees are
filled with a vital force, defying winter and
the chill that seems to be creeping from the
hardened banks of snow. In his portraits of
its patients, the intricate disturbing
rhythms of the hatching, which seem to

convey the models” mood, are captivating.
The ash-tray shaped as the shell of a moth-
er-of-pearl, a gift to the artist, is depicted
as the “pearl of creation”, as a complex
natural and artistic form. It is similar to a
galaxy of stars; the combinations of hatch-
es of different forms and thickness create
the illusion of opalescent mother-of-pearl,
while the grounds overlap, move, swirl
around, and draw the viewer into the depth
of the image. The creator of a whole suite
of drawings featuring the shell, Vrubel
claimed that “paints were not at all needed
for conveying the colour of an object —
what matters is precision in picturing those
miniscule grounds which conjure up in our
imagination the form and volume of an
object, and colour”. Nikolai Prakhov
recorded Vrubel’s words that astonished
him: “I am certain that in the future artists
will give up paints altogether and use only
black chalk and charcoal, and the public
will ultimately learn to see in these draw-
ings colours the way I do now”®.
Konstantin Somov represents a dif-
ferent drawing style of the age. In 1905,
with a portrait of Vyacheslav Ivanov, he
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M.A BPYBEIIb
Jepeso y 3abopa. 1904
Bywmara, rpacdutHbIit
kapaHpar. 24,9 x 35,7

Mikhail VRUBEL

A Tree by the Fence
1904

Graphite pencil on
paper. 24.9 x 35.7 cm

K.A.COMOB
Uepesvs. 1897

DcKn3 K KapTHHe
«Papyra» (1897,
AteneyM, XeJIbCUHKM)
Bywmara, yrosb, uepHblit
M L[BETHBIE KapaHJAIIN,
nmacTeJb, MeJl

292 x 39,5

Konstantin SOMOV
Trees. 1897

Study for the work
“Rainbow” (1897,
Ateneum, Helsinki)
Charcoal, black and
colour pencil, pastel,
chalk on paper

29.2 x 39.5 cm

started his famous “series of bust portraits
made with colour pencils”®. Created for
the purposes of reproduction, these
images have neat and somewhat emphatic
forms, which is the reason why the poet
Mikhail Kuzmin called these portraits
“masks”. In every portrait, the artist used
practically the same technique — graphite
with slight inclusions of coloured pencil or
pastel, sometimes with a barely visible,
delicate watercolour tincture. Yet, the
style and emotional weight of the pictures
vary depending on the sitters’ character
and temperament and the nature of the
relationship between the model and the
artist. A sense of incompleteness is played
up in the image of Yevgeny Lansere,
which is based on contrasts between the
austere pencil-drawn silhouette and an
elaborate treatment of the face; in Mikhail
Dobuzhinsky’s portrait the “leading part”
of line-art drawing is gracefully tinted with
areas of soft smudged colour, which
favourably highlight the expressive silhou-
ette; distinguished by a nearly photo-
graphic emotional detachment, Alexander
Blok’s portrait has a “sublime and noble
perfection”. With its rigidly frontal com-
position, imposing face in close-up taking
up all of the sheet’s space, and emphati-
cally academic style making the image
look like a picture of an antique gypsum
bust, this portrait features an individual
who has already found his place in history;
tellingly, his contemporaries immediately
started to regard Somov’s image of the
poet as a canonical representation. In
Ivanov’s portrait, on the contrary, the
meticulously detailed face is “hidden” in
the profusion of tempestuous strokes and
free-flowing lines that come together to
form the consummately drawn figure and
play up details of the clothes.

In his early years, Somov experi-
mented a range of “dry” media; combin-
ing different kinds and types of pencils, he
tried to learn as much as he could about
the properties of each. Using a hard
graphite slate, he simulated the effect of a
lead pencil, as he did, for instance, in the
famous profile portrait of a little girl called
Olya, 1896; employing a very soft black
pencil, he mimicked the velvety “tone” of
black chalk (“Roof of the Barn. Mar-
tyshkino" 1896). He even used old-fash-
ioned names to describe the drawing tech-
niques he used. In the artist’s catalogue
these long out-of-use forms come back
to life as an “echo of past times”. The
least known part of his legacy, Somov’s
early landscape drawings add a new
dimension to his long-standing reputation
as the painter of elegant scenes, revealing
him as a superb master of live drawing
greatly skilled in a vast variety of drawing

7 Quoted from: Mikhail Vrubel. Correspondence. Memoirs of
the Artist. Leningrad, 1976. P. 222.

8 Ibid.

9 Ernst, Sergei. Konstantin Somov. Petergof, 1918. P. 65.

Hepa3pbIBHO CBSI3aHBI C pabOTOM Hal MO-
HYMEHTAJTbHBIMA POCTIUCSIMA — OH WC-
TTOJTHEH Ha 000pOTe GOJBIIIOTO YTOJIBHO-
ro 3ckm3a Komrosuimu «Bockpecenue»
s Branumupckoro cobopa B Kuese.

K pucynkam Bpy6Gesisi MOCKOBCKOTO
nepuona (1889—1904) otHocsaTCS Takue
IeneBphl, KaK KapaHAAlTHLII BapuaHT
wutioctpaimu K moame M. 1O JlepmoHTo-
Ba «Ckauymwmii BcamHuK» (1890—1891)
u «IToptper A.C.MamoHTOBO#» (1890—
1891). KapanpmamoM B HUX 0003HAYCHBI
TOJIBKO HaXOJSIIVecs B TEHW YYaCTKU
opMBI, CITETISIIINMIT CBET BOTUIOIIAET CBE-
TauuMiics auct oymaru. B aTux padorax
TPeIIYBCTBYETCS MaHepa TIO3MHUX PUCYH-
KoB Bpy0esns, korma «emy Xodercs mepe-
IIaTh HE CBET U I[BET MIPEJIMETOB, a UX CUsI-
Hue» (A.H.benya).

B no3anwmii nepuon (1902—1906) Ha-
TYPHBII pUCYHOK JUisi BpyOesisi cTaHOBUT-
CsT OCHOBHBIM CITOCOOOM TTOCTUKEHMUSI OK-
PYXaloIIero Mupa v eIMHCTBEHHON HUTBIO,
CBSI3bIBAIOLIEH ero ¢ peanbHOCThIO. [TouT
JIVTIIEHHBIN BO3MOXHOCTH TTHCATh KpacKa-
MU, XYTOXHUK IIETUKOM COCPENOTaINBa-
eTCsl Ha PUCYHKE KapaHAallaMu, yTJIeM,
TTOBOJIST BBIPA3UTETbHbBIE BO3MOKHOCTH TeX-
HUKW JI0 HEMBICTUMBIX paHee TPeIesioB.
B neiizaxkax, yBUIEHHBIX U3 OKHA OOJIbHU-
1IbI, OOHAXXEHHBIE BETBU JIEPEBHEB HaTle-
peKop 3UMe HaITOJIHeHBI BUTAIIBHOU CH-
JIOH, OT 3aCTBIBIIUX CHEXXHBIX CYTrpOOOB,
KaXeTcs, BeeT XxoJionoM. B moprperax ma-
LIMEHTOB IITPUXOBKA 3aBOPaKMBAET 3a-
MBICJIOBATBIMU TPEBOXHBIMM PUTMaMU,
CJIOBHO TIepeNaloNIUMU COCTOSTHUE MOJIe-
neit. TlomapenHasi BpyOenio mepiaamyt-
poBasi paKOBUHA-TIETIEIbHUIIA TIPECTAeT
KakK «I1epJ1 TBOPCHUS», CIIOKHASI IIPUPOJI-
Hasl M XyHoxecTBeHHas dopma. OHa mo-
moOHa 3BE3MHON TrajlaKTHUKe, coveTaHue
MITPUXOB Pa3HOU (DOPMBI U CHITHI POKIIA-
eT WUTIO3UIO TIepeTNBAIOIIeTocs Tepiia-
MyTpa, TUIaHbI HAMOJI3aloT APYT Ha JIpyra,
NBIXYTCSI, KpyKart, 3aTSITUBAIOT B TITyOU-
Hy. Co311aB LIEJTyIO «CIOUTY» PUCYHKOB pa-
KOBUWHBI, Bpy0Oenb yBepsit, 4To «Kpacku
BOBCE HE HYXHBI IUISI Tiepefayu IBeTa
TpeaMeTa — BCe JIeJI0 B TOUHOCTH Tiepeia-
YU PUCYHKA TeX MeJbUYalllliuX TUTAHOB, U3
KOTOPBIX CO3MAeTCs B HAIlleM BOOOpake-
HUU dopma, 00beM MpeaMeTa U LBET» .
H.A.llpaxoB 3anucan MopasuBIIKE €TO
cioBa Mactepa: «Sl yBepeH, 4To OymyIne
XYIIOXKHUKM COBCEM 3a0pOCsIT Kpacku, Oy-
YT TOJBKO PUCOBATh UTATBIHCKUM Ka-
paHIAIIOM U YIJIEM, U ITy0JInKa HayIUTCsI
B KOHIIE KOHIIOB BUJIETh B 3TUX PUCYHKAX
KpacKu, Kak I TeTiepb UX BIDKY»®.

[pyrast TMHUST pUCOBAHUST ITOTO TIe-
proma TpejicTaBieHa TMPOU3BEACHUSIMU
K.A.Comoga. B 1905 romy moptperom Bsi-
yecnaBa MiBaHOBa OH HAUMHAJT CBOIO 3HA-
MEHWTYIO «CEPUIO TOJIOB IBETHBIMU Ka-

7 Iur. no: M.A Bpy6eus. Ilep a. Bocrc 0X
J1.,1976. C.222.

8
Tam xe.

9 Opnem C.P. K.A.Comos. Ir., 1918. C. 65.

B.A.CEPOB

Iopmpem oemeii
(H.A.uT.A. Kacbsnosbt)
1907

Bymara Ha kapTone,
Yrollb, CAHTMHA, MelT
86,5 x 68

Valentin SEROV
Portrait of Children
(NAand TA.
Kasianov). 1907
Charcoal, sanguine,
chalk on paper mounted
on cardboard

86.5 x 68 cm

panmamamu»’. [lpegHa3HaueHHBIC IS
BOCIIPOM3BEICHUS B KypHayie «30JI0TOe
PyHo», 5T paboThI 00J1a1210T YETKOCTHIO
U HEKOTOPOii hOpCUPOBAaHHOCTEIO hopM,
YTO IMO3BONIMIIO Ky3MUHY Ha3BaTh UX «Mac-
KaMM». TeXxHrKa UCTIOTHEHUS TTOPTPETOB
MPaKTUYECKU HEU3MEHHA — TpaUTHBIN
KapaH/Ialll ¢ He3HAUYUTETbHBIMU BKparie-
HUSMU LIBETHOTO KapaHalla WiIn ITpU-
XOB TIaCTeJIN, MHOT/IA eiBa 3aMETHOE Jie-
JINKATHOE TIOAIIBEYMBAHNE aKBapesblo.
OnHako MaHepa WCIIOTHEHUsI, SMOIIUO-
HaJIbHasl HACBIIIIEHHOCTh PUCYHKA BapbU-
pyeTcs B 3aBUCUMOCTH OT XapaKTepa Mo-
e, ee TeMIlepaMeHTa, 0COOeHHOCTel
B3aMMOOTHOILICHMI XyI0KHUKA U TIOPTPEe-
tupyemoro. [Toptper E.E.JlaHcepe oObI-
rpeiBacT 3 (EeKT He3aBepIICHHOCTH — OH
TTOCTPOEH Ha KOHTPACTe CTPOTOTO KapaH-
JIAITHOTO CYITy3Ta (DUTYPHI U TIIATETBHOM
paspaboTku auna. B moprpere M.B.[lo-
OY>KMHCKOTO «BeIyIast MapTUsi» KOHTYP-
HOTO pUCYHKAa TApMOHUYHO pacliBeueHa

BbICTABKW

MSITKMMY [IBETHBIMU PACTYIIIEBKAMU, BbI-
TOITHO OTTEHSTIOLITUMUY BBIPA3UTETbHBII CH-
ayaT. [Toptpet A.A.biioKka UCTIOJTHEH TTOY-
1 ororpacdruecku 6eccTpacTHO, C «BbI-
COKMM " OJaropogHbIM COBEPIIEHCT-
BoM». CTporo hpoHTaTbHAS KOMITO3UIIHS,
KpYITHbIE MOHYMEHTaJIbHBIE (DOPMBI JTU-
11a, TOMYEPKHYTO aKaleMUJIHasi MaHepa
paboThI IPOU3BOMASIT BIIEYATICHUE PUCO-
BaHUS C AHTUYHOU TUTICOBOU TOJIOBBI —
9TO OpPTaHWYHBIN 00pa3 yeloBeKa, yxke
TIPUHAJIEXAIIETO UCTOPUU (HECTyIaifHO
COMOBCKUIA TTOPTPET T03Ta OBLT Cpasy ke
BOCTIPUHSIT COBPEMEHHUKAMU KaK XPecTo-
martuitHblit). B moprpere B.M.MBaHOBa,
HATIPOTUB, CKPYITyJE3HO W <«MEJIOYHO»
MPOIMKMCAHHOE JIMLIO «CIPSITAJIOCh» B BO-
poxe OYpHBIX IITPUXOB U CBOOOIHBIX JIN-
HU, BUPTYO3HO CTPOSIIUX (PUTYPY, OOBI-
TPBIBAIOIINX AETATN ONEXKIBI.

B pannue romgsr CoMOB MHOTO 9KCITe-
PUMEHTUPOBAT C «CyXMMU» TEXHUKAMU, CO-
yeTast pa3Hble BUIBI U TUTIBI KapaHaIeid,
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techniques, and an enthusiastic student of
the properties of different graphic media.
Philipp Malyavin’s pieces, in con-
trast, demonstrate a consistency in the
artist’s drawing style. The precise dating of
his pictures is difficult not only because he
remained loyal to the same theme
throughout his life but also because his
manner of drawing did not change.
Malyavin drew all the time, and whole
sketchbooks with his croquis and finished
graphic pieces have survived. Of special
interest are his drawings featuring peasant
women in the course of their everyday
activities — their poses, movements and
gestures are captured very accurately and
sharply. The show features three portraits
of peasant women made with graphite
alone. As Igor Grabar reminisced: “The
women walked around the studio while
Malyavin quickly sketched their motions
in a big sketchbook. He used big stubs of
compressed soft slate, which he received
by mail order from somewhere. While he
was sharpening the slate pencil to give it
the shape of a pointed flat little chisel, he
could at the same time wield it to trace the
finest lines or to apply broad thick strokes,
combining line art with the painterly

10Grabar, Igor. My Life. Monograph About Self. Moscow;
Leningrad, 1937. Pp. 192-193.

" Great Artists of the 20th Century. [Biographical Essays] /

Authors and compilers Bogdanov P.S., Bogdanova G.B.
Moscow, 2001. Pp. 218-219.
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B.A.CEPOB
Ilopmpem knseunu
I1.1 lllepbamosoii
1911

DcKu3 noprpeTa
(1911, T'TI)
Kapron, yrosas, men
108 x 70

Valentin SEROV
Portrait of Princess
Polina Shcherbatova
1911

Study for the portrait
of 1911 (Tretyakov
Gallery)

Charcoal, chalk

on cardboard

108 x 70 cm

JI.C.BAKCT
ITopmpem
K.A.Comosa. 1906
Bywmara, yrons, mMei,
LIBETHOY KapaHJiall
325%x269

Léon BAKST
Portrait of Konstantin
Somov. 1906
Charcoal, chalk,
coloured pencil

on paper
325%x269cm
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effects of light and shadow. At that time he
just began to employ coloured pencils,
and later he learned to use them with the
utmost craft.”'® Malyavin’s consummate
skill in plying coloured pencils greatly
impressed his contemporaries. One of
them wrote: “He always had at hand a very
large assortment of pencils — soft, velvety,
dry, coloured. He picked them and set
them to work as brushes. Usually Philipp
Andreevich started out with the eyes, then
went on to nose and mouth. I saw him
light up from within and focus his atten-
tion; there was that ravenous look in his
eyes as he outlined directly the oval of a
face with impeccable accuracy.”"

A starting point for understanding
Boris Kustodiev’s artistic language is the
piece “A Session with a Model in Repin’s
Studio at the Academy of Fine Arts”
(1899-1902), featured at the exhibition.
The product of teamwork among Repin’s
students, this drawing appears as a symbol
of the development of common artistic
principles, which would be distinctly felt
in the style of the entire coterie of excel-
lent graphic artists tutored by Repin. This
group included Somov, Kustodiev and
Malyavin.

Repin and Kustodiev seem to have
been engaged in a dialogue between student
and teacher through their drawings, “Por-
trait of Wilhelm von Bitner” (1912) and ‘A
Ride” (1919), respectively. Both pieces were

(L L1 |

produced on a grainy paper whose texture
“atomises” the strokes of graphite into a
multitude of chips. Reflexes of sunlight cut
into the delineations of the silhouettes,
which split into separate sections, and the
smudged areas of rich colour create a
vibrant light environment. Kustodiev’s style
features a rivalry between line and colour
spot. Sometimes it is hard to say what is of
primary importance for the creation of the
form — the interplay of wreathing fumy
shadows and dazzling light, or the dashing
lively lineaments. As no other artist, Kus-
todiev mastered the craft of conveying an
emotional atmosphere — viewers have the
impression that they can hear the noises of
a street in a provincial city, as young ladies
on a balcony look on, with the roar of a
steamboat advancing to the quay and the
clamour of a crowd expecting it, as well as
the calls of a woman selling newspapers.
The series of graphic pieces “Semen-
ovskoe Village. A Conversation” (1900s),
on blue paper, images the thick numb dusk
inside a peasant’s hut in which sounds
seem to die away, lines come to a stand-
still, and silhouettes melt into the air;
everything seems in a low voice, in half-
tone, as the pencil moves unhurriedly and
cautiously, feeling its way to the right line.
The works of Boris Grigoriev, Kus-
todiev’s contemporary, seem to be the very
opposite of those of Kustodiev — everything
in Grigoriev’s works is showy and full of

OH CTpeMUJICS K TIOCTUXKEHUIO OCOOEHHO-
cTeit paboThl KaxIbIM U3 HUX. Uccnenys
CBOMCTBa TBepHOro rpaduTHOTO Tprde-
JIsl, XyIOXHUK TIpuoImxancs K apdexry
CBUHIIOBOTO KapaHjaiiia (Kak, HalpuMep,
B 3HAMEHWUTOM TPOMWIHBHOM IOPTpeTe
nesoukr O, 1896), a UCTIOJIB3Ys OUEHB
MSTKWIA YepHbIiA KapaHaalll, J0CTUTaI 6ap-
XaTHOTO «TeMOpa» UTAbTHCKOTO KapaH-
nama («Kpeima capasi. MapTbIILIKMHO»,
1896). B ormpeneieHUM TEXHUKH CBOUX
PVICYHKOB OH JIaxke UCITOJIb30BaJl CTApUH-
Hble Ha3BaHUs. «DXOM IPOIIEAIINX Bpe-
MeH» OKHMBAIOT B KaTajiorax BeicTaBok Co-
MOBa 3TU BBILIENIINE U3 YITOTPEOICHUS
WHCTPYMEHTHI. PaHHMe Teii3akHble pu-
CYHKU — HaWMeHee U3BECTHasl CTpaHUIIA
€ro TBOPUYECKOTO HaCJIeNUsl, PACKPHIBAIO-
asi He TIPUBBIYHBIN 00pa3 COUMHUTENS
WU3BICKAHHBIX TaJJAaHTHBIX CIIEH, HO TIpe-
BOCXOJTHOTO MacTepa HaTypHOTO PUCYH-
Ka, BJIaJIeIOIIero OoraTeliimM apceHaIoM
MPUEMOB PUCOBAHUS U YBJIEUEHHOTO UC-
CJlefoBaHMEeM 0COOEHHOCTEN pa3HOOOpa3-
HBIX TPaQUIECKUX TEXHUK.

MarnsiBuH, HaPOTUB, AEMOHCTPUPY-
€T PeIKOe MOCTOSTHCTBO PUCYHOUHOIM Ma-
Hepbl. TouHass maTMpPOBKa ero paboT 3a-
TPyIHEHA HEe TOJIBKO MPUBEPKEHHOCTHIO
OITHOIA TeMe, HO M HEM3MEHHOCTBIO IToUep-
Ka pUCOBAJIBIIMKA. XyIOXHUK PUCOBAT
ocTosTHHO. COXpaHUITUCH 1IeJTble alTb00-
MBI eT0 HaOpOCKOB U 3aKOHUEHHBIX KOM-
ro3uinit. OcoGeHHO MHTEPECHBI JINCTHI
¢ U300pakeHneM KPEeCThSTHOK: UX TO3bI,
NBIZKEHUST, )KECTHI TIepelaHbl YIUBUTETb-
HO TOYHO 1 ocTpo. Ha BeicTaBKe mokasza-
HBI TpU pUcyHKa «KpecThsHKM», UCTION-
HEHHBIE TOJIBKO TpaUTHBIM KapaHIaIIoM.
[pabappr BcnomuHa: «baObl XoAWIU MO
MacTepckoil, a MayisiBuH ObICTPO 3apu-
COBBIBAJT UX IBUKEHUST B OTPOMHBIN alTb-
6oM. OH prcoBaJt GOJIBITUMU 00PyOKaMuU
MPECCOBAHHOTO MSITKOTO Tpudesisi, KOTO-
pble OTKyna-To Beimucat. Yuns rpudens
B BUJIE OCTPOTO TIOCKOTO JIOJIOTIIA, OH OfT-
HOBPEMEHHO MOT ITPOBOANTH MM TOHYA -
1Me JIMHUW U IIUPOKUE XKUPHBIE IITPUXU,
coueTast KOHTYPHYIO MaHepy C KUBOTIUC-
HbIMU 3 deKkTaMu cBeTOTeHU. B To BpeMs
OH TOJIbKO HAYWHAJI PUCOBATH I[BETHBIMU
KapaHgallaMi — TIpUEeM, BITOCJIEICTBUU
UM TOBEIEHHBIN 1O BBICOKOTO MacTep-
ctBa»'®. BupTyosHsrit MeTon paboTsl Ma-
JITBUHA LIBETHBIMU KapaHIaIIaMy ITpon3-
BOJIVWJI CMJTbHOE BIIEUATIEHNE Ha COBPEMEH-
HUKOB. OnuH u3 Hux nucai: «[lon pykoii
Y Hero ObUTO Bcera O4eHb MHOTO KapaH-
nareit — MITKUX, 6apXaTHBIX, CyXUX, IIBET-
HbIX. OHU MEHSITHCH B €T0 PyKaX, KaK K1C-
. Haunnan @ununm AHapeeBUd prcy-
HOK OOBIKHOBEHHO C T71a3, TIOTOM HOC, POT.
S Bumen, Kak B HEM BCE€ 3aropajioch, Kak
Hanpsrajocb BHUMaHue, I1a3a IJsenu,
KaK y XUILHUKA, U Bpa3 OH ¢ 0e3yNpevyHoit
TOYHOCTHIO OOBOIVIT OBAJI TUTIa» "',

ml"pab‘apb HM.5. Mos xu3hb: ABroMoHorpacus. M.; J1., 1937,
C.192-193.

n ur. no: Bemikue xypoxunku XX Beka / asr.-coct. Borganos I1.C.,
Borjanosa I'B. M., 2001. C. 218-219.

12l7ymm H. Tpu xynoxnnka // Anonyon. 1915. Ne 8-9. C. 1.

K.A.COMOB
Ilopmpem nosma
A.A.Baoka. 1907
Bywmara, rpacutHblit

U LIBETHOM KapaH/allK,
ryauib. 38 x 30

Konstantin SOMOV
Portrait of the Poet
Alexander Blok. 1907
Graphite and colour
pencil, gouache on
paper. 38 x 30 cm

BbICTABKW

OTnpaBHasi TOYKA ISl TIOHUMAaHWS
XxynoxectBeHHoI cuctembl b.M.Kycto-
NeBa — TIPE/ICTABICHHBIN B 9KCITO3UITUN
9cku3 KapTuHbl «[locTaHoBKa Momenu
B AKaJieMUM XyIOXeCTB B MacCTepCKOU
Penuna» (1899—1902, HUM PAX). Oror
PUCYHOK KakK Obl CMMBOJU3UDPYET (op-
MUpOBaHUE OOIIe XyI0KeCTBEHHOU OC-
HOBBI, KOTOPAs OIIYIIAETCST B CTUJIE TIEJION
TUIesiAbl 3aMeYaTeIbHbIX PUCOBAIbIIN-
KOB, BBIIIEIIINX U3 PETTUHCKOI MacTep-
ckoit. B ux uncie — ComoB, Kycronues,
MansiBuH.

CB0oe0oOpa3Hblil MUATIOT YIUTENS U
YUeHHMKa TIPOCIIEKUBAETCSI B PUCYHKaX
«[Moptper B.B. dbon burnepa» (1912) Pe-
muHa u «IIporynka» (1919) Kycroguesa.
O06a BBITTONTHEHBI Ha (DaKTypHOU Oymare,
ee pesibehHast MOBEPXHOCTD «IPOOUT» Tpa-
uTHBIIT ciTer HA MHOXECTBO TpaHeli-oc-
kosikoB. [loaBukHas BUOpuUpytollas CBe-
TOBasi Cpella CO3[aeTCsI COYHBIMU pac-
TYIIKaM¥, KOHTYp (UTyp TMpepbIBaeTcst
OJIMKaMU, pacrafaeTcs Ha OTAEbHbIE OT-
pe3ku. B merone prucoBanus Kycromuesa
MeXIy JIMHUEH W TIITHOM YCTaHABITMBA-
I0TCSI OTHOIIIEHUSI coTiepHUYecTBa. [Topoii
TPYIHO CKa3aTh, YTO MIEPBUIHO B ITOCTPO-
eHun HOPMbI — Urpa KIyOSIIUXCS AbIM-
HBIX TeHEl 1 CIIeTISIIIIeTO CBeTa WIN CTpe-
MUTEJIbHBIN TTOABMKHBIN pucyHOK. Kak

HUKTO JIPYTOiA, XYTOXKHUK TIPEYCTIesT B CO-
3MaHUY YMOIIMOHATILHOW aTMOC(ephI: Ka-
3KETCSI, MBI CJTBIIIIAM 3BYKH YJTUIIBI TIPOBUH-
LIMAJIBHOTO TOPO/ia, IIyM NpUOIMXKAOIIe-
rocsI K TIPUCTaHU TapoXona ¥ TalIsIIieid
B €T0 OKUIIAHWY TOJIITHI, TPU3BIBHBIE KPU-
KU TIPOJIaBIIUIIBI Ta3ET.

B ucnonHeHHOIi Ha rosty0oit Oymare
cepun prucyHKoB «Cento CemeHoBckoe. [1o-
cugenku» (1900-¢) B TYCTBIX HETTOIBIXK-
HBIX CyMepKax JePeBEHCKOI N30l CIOBHO
TacHYT 3BYKU, BSI3HYT JIMHUH, PACTBOPSI-
I0TCST ouepTaHust (puryp, Bce BITOJITOIIOCA,
BITOJITOHA, JIBVKEHUST KapaH/Iallla HeCTIell-
HBIE, OCTOPOXKHBIE, CJIOBHO Ha OIIYITh Ha-
xogsiye hopmy.

[MonHO#  TIPOTUBOIIOIOXHOCTHIO
b.M.KycronueBy KaxyTcsi pabOTbl €ro co-
BpemeHHuka b.J1.Ipuropsesa. B Hux — Bce
paccunMTaHo Ha BHEITHUH 3(pdeKT, ToTHO
onecka. Kaxk nucan H.H.I[lynuH, pucyH-
ku [puropbeBa — «ImapaoKChl B TPOCTPAH-
CTBE... TOPCTOYKA CBWHIIOBOW MBI Ha
Ballleii JJallOHW, 1 HUYETo OOJIbIe» 2, «OH
00OJTLCTUT Bac JIETKOW YBEPEHHOCTHIO, K-
BOCTBIO, HEOOBIKHOBEHHOW OPUTUHAIb-
HOCTBIO CBOETO 3peHus <...>

[puropreB BUIWT, KaK HACTOSIIITUI
PEaJTHCT, U IyBCTBYET, KaK MOXET YyBCTBO-
BaTh TOJILKO XYIOXXHUK, XYTOKHUK B KaXK-
TTOM JIBVDKEHUU PYKU U B KAXKIOM IITPUXE
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B.1.I'PUTOPBEB Boris GRIGORIEV
Yemuvipe acenckue Four Female Figures
ueypui. 1916 1916

Bymara, rpadpurhbIit Graphite pencil, blending
KapaHfall, pacTylIKa stump on paper

334 x234 334 x234cm
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glamour. As Nikolai Punin wrote, “A Grig-
oriev is a ‘paradox in space’, ‘a handful of
lead ashes on your palm and nothing
more..."?, he is bound to enthral you with
the lightsome confidence, liveliness,
extraordinary originality of his vision...

“QGrigoriev has the eye of a true real-
ist and feels as only an artist can feel, an
artist in every movement of his hand and
in every stroke of lead. The relations,
which Grigoriev conveys with astonishing
precision, and the forms, which he crafts
with consummate lightness, enable him to
encapsulate in two or three strokes the
very heart of the matter, the material, the
light and even the paint...

“QGrigoriev has a perfect command
of lines; he knows them as a coachman
knows his horses’ habits, he uses their
weaknesses and their strengths, thicken-
ing, folding or toning them down,
depending on the message from his
instinct, his free and energetic instinct of a
drawer. Grigoriev’s lines flow, they are
potentially full of motion.”"

Apart from Grigoriev, the group of
excellent artists of drawing — both by
vocation and by way of thinking — who
were working in the 1910s included such
noteworthy masters as Alexander Yakovlev
and Nikolai Tyrsa.

Yakovlev elevated his mastery of the
academic manner of drawing — “a generic
property” of the Russian art school — to the
level of “style”, becoming one of the
founders of neo-classicism in the art of the
Silver Age. The eagerness to resurrect the
grand style and the love for the art of the old
masters were also channelled into a fond-
ness for old-fashioned and forgotten tech-
niques. It was Yakovlev who brought san-
guine back into use in Russian graphic art.
The era’s last grandiose project — the design
of murals for the Kazan railway station, the
project to which Yakovlev contributed as a
member of a team — survived in its initial
form in sanguine drawings by Zinaida Sere-
bryakova, Mikhail Dobuzhinsky, Alexander
Benois, Yevgeny Lansere and Yakovlev
himself. Some of these pieces are featured at
the show. Of special note are the drafts,
made with sanguine with an addition of
charcoal, for the landmark duo portrait by
Yakovlev and Vasily Shukhaev “Pierrot and
Harlequin” (1914, Russian Museum).

Whereas Yakovlev “re-discovered”
sanguine, charcoal began its new life as a
modern drawing medium in Tyrsa’s pic-
tures. “Looking at Tyrsa’s drawings, we
indeed have the feeling of being in touch
visually. The matted surface of his pictures
is wonderful; the potential of charcoal is
utilized to the full — soft velvety, dry and
matted... Sometimes light strokes of the
pencil enhance this dryness and deep
blackness to the greatest degree ... the form

$.AMAJISIBUH Philipp MALYAVIN
Kpecmbsanku. 1900-e Peasant Women. 1900s
Bymara, upetHble Colour and graphite

¥ TpaUTHBII pencil on paper
Kapanpaum. 44,5 x 32 445 x 32 cm

itself seems to have been born only so that
it could reveal the beauty of charcoal,
either descending to low velvety sounds or
rising to cadenced, resonant rings of a vil-
lage bell.”" “Tyrsa perceived of the world
as an eternal bronze at rest...,”" the art
scholar Nikolai Punin wrote.

The works of the artists from the “Jack
of Diamonds” group featured at the exhibi-
tion mostly include studies for their paint-
ings. As Gleb Pospelov correctly pointed
out, the Jack-of-Diamonders’ drawings
“amount to a ‘background’ in the works of
painters. Whereas the pieces by other
graphic artists shone on the surface of cul-
tural life, the drawings by the ‘Jack of Dia-
monds’ artists were left behind in the stu-
dios almost the way it happened to drawings
in the second half of the 19th century.”'®

Natalya Goncharova’s art stands
somewhat apart from other artists of the
group. In her primitivist drawings charcoal
is exposed as the oldest, “primeval” medi-
um of drawing. It crumbles, the line almost
arbitrarily changes its direction, leaving an
uneven trace on the coarse cardboard. In
her series of drawings (1910-1911), featur-
ing breaking of blocks of ice, Goncharova,
as if kindled by memories of her initial
training as a sculptor, strikes blows of char-
coal, gradually “hewing out” the figures
and rounding off their forms. In her sketch-
es for screens, Goncharova used another
“sculptural” technique — the figures seem
to be cut out of a hard material like the
marionettes she was then designing.

The show features a rare example of
artistically perfect pencilled drawing, the
“Portrait of a Builder” (1913) by Kazimir
Malevich, which records the development
of the picture’s idea between the “Portrait
of Ivan Klyun (A Builder)” (1912) and the
“Improved Portrait of a Builder” (1913,
Russian Museum), a manifesto of Cubo-
Futurism of sorts. All the experiments
with form and space are “set forth” in this
piece with the utmost confidence of an
artist-cum-philosopher who created
Suprematism.

Any medium or technique contains
its own strong aesthetic potential. The
choice of medium and technique is bound
to influence the character of the drawing,
the degree of its expressiveness, its weight-
iness; such choices largely determines the
artist’s style. Both artists and viewers
should always remember just such issues
when contemplating the fine aesthetic
interplay in the sublime and difficult craft
of drawing.

"2 punin, Nikolai. Three Artists // Apollon. 1915. No 8-9. P. 1.
S 1bid. P. 3.

Y punin, Nikolai. Drawings of a Few Young Artists. //Apollon.
1916. No 4-5. P. 15.

15Pum’n, Nikolai. “World of Art” [Review of the Exhibition] //
“Severnye Zapiski”. 1915. P. 216.

16Pospelav, Gleb. Drawings by the “Jack-of-Diamonds™ Artists //
Exhibition Catalogue. Moscow, 1999. P. 1.

cBuHIa. OTHOIIEHUS, B TIepeaade KOTO-
pbix [puropseB qoCcTUTAET YAMBUTEITHLHOMN
TOYHOCTH, U (DOPMBI, KOTOPHIMU OH BJIa-
TIEeT C JISTKOCTBIO BUPTY03a, TAI0T eMY BO3-
MOXHOCTb B IByX-TPeX IITPUXaX BEIPA3UTh
caMylo CYIIHOCTh Jela, MaTepuall, CBET
U 1axe Kpacky <...>

[puropbeB — HacTOsIIIMIT MacTep M-
HWI1; OH X 3HAET, KaK 3HAI0T Kydepa Ipu-
BBIUKY JIOTIIANIEH, OH TIOJTh3YeTCsI X CUJION
U UX CJ1Ia0OCTBIO, YTOJIIIAs UX, CTU0ast Uiu
3aTylIeBbIBasi, — CMOTPSI IO TOMY, UYTO
TTOJICKAXKET eMY WHCTUHKT, €70 CBOOOTHBIIA
U XUBOW WHCTUHKT PUCOBAIbIIMKA. JIu-
Huu [puropresa TeKyT, OHU TTOTEHIINAITb-
HO TIOJTHBI IBVKCHUS» 2,

Cpenut OeCTSAIINUX PUCOBABITUKOB
1910-X TOIOB, PUCOBAIBIINKOB 11O ITPU3-
BaHWIO, 110 00pa3y MBICITHU, CJIEIYeT BhIe-
auth A.E.flkoBneBa u H.A. Twipcy.

Bragenue akageMUuecKUM pPUCYH-
KOM — «POJIOBOE CBOMCTBO» PYCCKOM Xy-
TTOKECTBEHHOM IITKOJTBI — SIKOBIIEB BO3BEI
B PaHT «CTWJIS», CTaB OIHUM U3 OCHOBaTe-
Jielt HeokTaccuimaMa B uckycctBe Cepel-
pstHOTO Beka. CTpeMyieHre K BO3POXKICHUIO
OOJIBLLIOTO CTWJISI, JIIOOOBb K HACJEIUIO
CTapbIX MacTepOB OTPA3UIIUCh U B YBIIE-
YEHUU CTApbIMU 3a0bITHIMU TEXHUKAMU.
Hmenno SIkoBeBy pycckast rpaduka oosi-
3aHa BO3POXIEHNEM NHTepeca K CAaHTUHE.
[TocnenHunii rpaHANO3HBINA TPOEKT IMOXU —
pocriucu 3nanust Kazanckoro Bok3aia —
COXPaHWINCh B CBOEM IePBOHAYATHHOM
BUIe B CAaHTUHHBIX pucyHKax CepeOpsi-
KkoBoii, looyxxuHckoro, benya, Jlancepe
u camoro fkosieBa. MiHTepecHBI TOATO-
TOBUTENbHBIE ITIONBI CAHTUHOM C 100aB-
JIEHUEM YTJIST K TTPOrpaMMHOMY TBOMHOMY
noptpety A.E.fIxosnesa u B.W.11lyxaeBa
«[Mbepo 1 Apnexun» (1914, TPM).

Ecnu SIkoBieB 3aHOBO «OTKPBLT» CaH-
TWHY, TO HOBasl XK3Hb YTJIs1 KaK COBPeMEH-
HOTO PUCOBAJILHOTO MaTepuajia HaurHa-
eTcs ¢ pucyHkoB Teipcer. [isinst Ha pucyH-
KU 3TOTO XyHIOXKHUKA, «Mbl ICHCTBUTEIILHO
WCITBITBIBAEM YYBCTBO 3PUTETHHOTO OCSI3a-
Hust. [IpekpacHa MaToBasi TTIOBepXHOCTH
ero paboT; yrojb MoKa3aH C HeoObryaii-
HOM CWJION — MSTKMIT GapXaTHBIH, CyXoi
U MarToBHIif... MHOTHA Jerkue mTpuxu
KapaH/Ialia yCWINBaIOT 3Ty CYXOCTbh U TITy-
OOKYIO YepHOTY 0 HEBEPOSITHOM cTerie-
HU... cama (opma, Kazaaoch, poauIach
JIATIB TSI TOTO, YTOOBI OOHAPYKUTH Kpa-
COTY YIJIsI, TO OITyCKAIOIIIETOCST IO HU3KUX
OapXxaTHBIX 3BYKOB, TO TTOIBIMAIOIIIETOCS
IO MEPHBIX, 3BEHSIIUX YIApOB epPeBEeH-
CKOTO0 KOJIOKOJIa» ", «ThIpca Tmo3HaI MUp,
KaK BEYHYIO, TPEOBIBAIONIYI0 B TTOKOE
OpoH3y»," — yrBepxknan [TyHuH.

[pencraBieHHbIE B 9KCITO3UIINT PU-
CYHKM YYaCTHUKOB oObenvHeHus: «byo-
HOBBII BajieT» — B OCHOBHOM 3CKU3bl UX
JKMBOITUMCHBIX padoT. [1o cnipaBeminBomy
3amevanuto [T Ilocnenosa, 1ucTbl 6yOHO-
BOBAJIETIIEB COCTABIISTIOT «CBOEOOPA3HBIN
“3amHuil TIaH” B paboTe MacTepOB-XKU-
BoruciieB. Eciu mipouw3BeneHust Apyrux
PVICOBATBIITNKOB OJTMCTATN HA TIOBEPXHO-
CTU XYIOXECTBEHHOU XU3HU, TO y OYyO-
HOBOBAQJIETIIEB OHU OCTAJTUCh TIPUHAMI-

K.C.MAJIEBUY
ITopmpem cmpoumens
1913

Bywmara, rpacutHblit
kapanpaur. 49,6 x 33 4

Kazimir MALEVICH
Portrait of a Builder
1913

Graphite pencil on
paper. 49.6 x 33.4 cm

JIEKHOCTBIO MAacTEPCKOM MOYTH TaK, Kak
9TO OBIBAJIO C PUCYHKOM W BO BTOPOU
nojioBuHe XIX Beka»'.

HecKobKO 0COOHSKOM B UX KPYry
crout H.C.Tonuaposa. B ee mpumuTuBUCT-
CKUX PUCYHKaX Yrojib o0OpeTaeT CyTh ca-
MOTO JPEBHETO, «IMEPBOOBITHOTO» XY/IO-
>XKeCcTBeHHOTO MaTepraia. OH KPOIIUTCS,
JIMHUSL TIOYTH TIPOM3BOJIHO MEHSIET Ha-
TpaBJieHNe, OCTaBJIsIeT Ha MIePOXOBATOM
KapTOHe HEpOBHBINA cien. B pucyHkax
C U300paxeHueM pyOosIIMX TIIBIObI JibIa
JenokosioB (1910—1911) Tonyaposa, ciioB-
HO BCTIOMUHAasI CBOE TIepBOHAYAILHOE 00-
pa3zoBaHMe CKYJBIITOPA, yIapaMU YTrOJb-
HBIX IITPUXOB TOCTETICHHO <«BBIPyOaeT»
durypsr, yrounsist ux opmy. B ackuzax
IUTSI ITUPM MCTIOJTB30BaH JPYTOi «CKYITbIT-
TYPHBIii» TipreM: (GUrypbI CJIOBHO BbIpe3a-
HBI U3 TBEPIOTO MaTepuaa, Kak TeaTpaib-
Hble MAPVOHETKH, HaJl CO3MaHUeM KOTO-
PBIX XymoxxHuIa padotana B 1920-¢ rombl.

Penxum 06pasiioM 3aKoHYeHHOTO, ca-
MOIIEHHOTO KapaHIaITHOTO PUCYHKA SIBJISI-
etcs «[loptpet crpouTens» (1913) K.C.Ma-
JieBUYa, GUKCUPYIONINI COCTOSTHUC NN
kapTuHbl Mexny «[loprpetom W.B.Kitto-
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Ha (ctpoutesi)» (1912) u «YcoBepreHcT-
BOBaHHBIM MTOPTpeTOM cTpoutesist» (1913,
I'PM), — cBO€0Opa3HbIii MaHM(bECT Ky0Oo-
dyrypusma. Bee akcriepumeHTH ¢ hop-
MO ¥ IPOCTPAHCTBOM «U3JIOKEHBI» B HEM
¢ a0COJIIOTHON YOEXIEHHOCTBIO XYIOX-
HUKa-bunocoda, coznaress CynpeMaT-
YECKOW CUCTEMBI.

JI100011 XynoxecTBEeHHbII MaTepuai
HeceT B ce0e OOJTbIINe 3CTETUIeCKUE BO3-
MOXHOCTHU. BeIGOp MaTepuasa BIUsIeT Ha
XapaKTep pUCYHKa, CTETIeHb €r0 BbIpa3u-
TEJIbHOCTH, TIOJTHOBECHOCTh, BO MHOTOM
00ycllaBJIMBaeT aBTOPCKyI MaHepy. OO0
9TOU TOHYANIIIe AcTeTUUecKoil urpe, oo
5TOM BBICOKOM U TPYTHOM MacTEPCTBE He
ciemyeT 3a0bIBaTh HU XYHOXHWKY, HU
3pUTEITIO.
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