Myseun Poccuu

AKanemMmus
XYOOXeCTB

1920-e
Ha4vano

1930-x

BEPOHWKA BOIraAH

B HAYYHO-UCCNEAOBATE/IbCKOM MY3EE POCCUMNCKOM AKALEMUWN XY[,0-
XKECTB (HUM PAX) B CAHKT-METEPBYPIE YYTb 6OJIbLIE FOAA OTKPbIT 3A/, MO-
CBALWLEHHbIA AKALEMUW XYAOXECTB B C/IOXHEMWWMWA MEPUOL EE
NCTOPUW —1920-E - HAYAJTIO1930-X TOAOB. 3AT ABNIAETCA MPOAO/IPKEHNEM
MOCTOSAHHOWM 3KCNO3MLNW «AKALEMUYECK MY3EYM» M1 BMECTE C TEM
MOXXET PACCMATPUBATLCHA KAK CAMOCTOSATE/IbHbIN PA3ZEN. PA3YMEETCS,
COXPAHUBLLUNINCA N3OBPASUTENbHbBIN MATEPUAN HE MONMHOCTbIO PAC-
KPbIBAET TY HEOBbIYHYIO, MECTPYIO KAPTUHY CYLLECTBOBAHWSA B CTEHAX
AKALEMWW B 1920-X TOAAX PASHOOBPA3HbIX, NHOIAA B3ANMOWCK/THO-
YAIO WX HAMPABNEHWW, HO MO3BONAET PACLUNPUTL HALLW MPEACTABIIE-
HWA OB 3TOM NEPNO/JE.

UMmnepaTopckas AKageMus XyA0XecTB yrpasHeHa B anpene 1918
roga. 31o 6bi10 CefcTBMEM ANKBUAAUMKM MuHKCTepcTBa Mimnepa-
TOpCKoro [lsopa, KOTOpoMy OHa Nog4mnHANack. bbiBllas akagemus rne-
peluna B BegeHve HapogHOro KoMmccapmaTa UMyLLLECTB pecnybamku,
a c vions Toro xe roga — Otaena nmyLLecTs pecnybanku npu Hapoa-
HOM KOMMCCapuaTe NpocseLeHns. BMecTo BbiCllero Xya05KecTBeH-
HOrO y4naunLia npu AKagemMmnmn xyaoxKecTs, CyLLecTBoBaBLIEro € 1894
rofia, Npy HOBOW BAACTW OTKpbINACh CBOBOAHAS XyA0XKeCTBEHHAs

LKona. BaBrycre Toro ke roga HassaHue NoMeHs10Ch, U LWKoAa cTana
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HEU3BECTHbIN XYL OXHUK »
XX BEKA

HATIOPMOPT. 1930-e

XONCT, Maci0. 90 x 68

YyebHas paboTta

UNKNOWN ARTIST »
OF THE 20TH CENTURY
STILL-LIFE.1930S

Oilon canvas. 90 x 68 cm

Aclass assignment

Ha3blBaTbLCA MeTporpafckmne rocyaapcTBeHHble CBO6OAHbIE XyA0dKe-
CTBEHHO-y4ebHble macTepckue (MICXYM, CBOMAC). B MICXYM no-
MUMO NPeXHNX Npodpeccopos Havav npenogasatb A.A. Puinos, A.W. Ca-
BMHOB, A.T. MaTBees, J1.B. LLlepBy [, a Tak>Ke XyA0XKHUKN «1eBOro» Ha-
npasnexdns A.A. AHgpees, H.W. AabTMaH, M.B. MaTioWwwWH 1 apyrue.
YyebHble NaHbl M 3Kk3aMeHbl OTMEHWUN, C OCEHW 1918 roaa 06bLABUAN
cBoboAHbLIM NpueM. Llapuine B8 CBOMACe B TedeHme YeTbipex feT
H.H. MyHuH, H.N. AnbTmaH, A.E. KapeB 1 W.C. LUKOAbHUK Bblan CTO-
POHHMKaMWM CBO6OAbI 0ByYeHWS 1 BbICTYNaAN NPOTMB AABAEHNS HA UC-
KyCCTBO Nt060M naeonornn. B nepsbi y4ebHbIN rog 6onbluve npasa
NONYYUN CTYAEHYECKNIN AKTUB — CTAPOCTbl MACTEPCKUX U KYpUA (Ku-
BOMWCHOW, apXMTEKTYPHOW, CKY/IbMTYPHOWM), 0COBEHHO COBET CTApOCT,
CTaBLWWM BbICLUMM OPraHoOM ynpaBaeHus y4ebHbIM 3aBefeHneM, B KO-
TOpOM npodeccopa y4acTus He MpUHUMAanu. Yxke B ntone 1919-ro CoBeT
CTapocCT ynpasgHuau, a ynpasaeHne nepewwsio K Y4ebHOMy COBeTY,
BO3r/1aB/ieMOMYy KOMMUCCApOM, Ha3HadvyaeMbiM OTaenom 30 Hap-
KOMMNpoca. B ero cocras BXxoAW/IM YeTbipe npodeccopa v ABa CTYAeHTa,
MOJI0BMHA U3 HUX U3bmpanach, NosI0BMHA Ha3Ha4anachb MacTepcknumu;
a TaKKe ABa CTyAeHTa-KOMMYHUCTa UAn «ctoswme Ha CoBeTCKON
nnatdopment. 3acnyrom coBeta cTana opraHmsanmsa nepuoanyeckmx
BbICTABOK CTYAEHYeCKMX paboT KaK OTAENbHbIX MaCTepCKuX, TaK u
obWwmXx.

26 asrycra1919 roga NMrcxyM nocraHosneHvem Konnerum Hap-

KOMMpoca nepewnn B segeHne Mockosckoro otgena 130 Hapkom-
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EJIEHA CEPTEEBHA
ANAOXKAJIOBA. 19041984
MPA3OHUK 1 MAS. 1927
XOACT, Macno. 252 x 378
KeanubukaumorHas pabota
Macrepckas

K.C. MeTpoBa-BoakmHa

YELENA ALADZHALOVA
(1904-1984)

CELEBRATION

OF THE FIRST OF MAY. 1927
QOil on canvas. 252 x 378 cm
Aqualifying project

Kuzma Petrov-Vodkin's workshop

npoca Kak y4pexzeHvie obLerocyAapCcTBeHHOro 3Ha4yeHus. B 1920
rofly B CTpaHe Ha4anach peopma BbICLLEN WKObI, 1 2 MapTa 1921 roga
MeTporpaackuii otaen NpodpeccnoHanbHO-TeXHUYeckoro obpasosa-
Hua (MeTponpodobp) fobuBaeTca Nnepefayn MacTepckmx B CBOe Be-
feHve. leTporpaackme rocyaapcTBeHHble CBOHOAHbLIE XyA0XKeCT-
BEHHO-y4ebHble MacTepCK1e NepenMeHoBbLIBAKOT B AKaAeMuio Xyao-
XKeCTB, YTBEPXKAAIOTCS ee yCTaB U y4ebHble NnaHbl. YCTaHaBMBaeTCs
TPeXroANYHbIV CPOK 0by4eHUs, YeTbipe dakynbTeTa v OANH 06N
KYpC ANd Tex, Y KOro He 6bI10 4OCTaTO4HOM 06Lwe0bpa3oBaTe/ibHOM
MOAroTOBKW. Ha CTapLUmnii Kypc CMOF/IN NepenTu BCero 45 Yenosek, no-
JIOBMHA 13 HMX yYNNIACh eLle B OPEBOIOLMOHHON akagemun. Mossu-
NINCb HOBbIE MeAArory No XyA0XKEeCTBEHHbIM W CreLnanbHbIM npea-
MeTaMm (kmsonucybl .M. bobposckuin, M.B. JobyxunHckmi, O.3. bpas,
n3Monoabix—H.3. Pagnos, B.H. MeluKos, bbIBLIME YHEHMKIM MACTEPCKOM
[.H. KappaoBcKoro), BBeieHO M3y4eHne MHOCTPAHHOT O A3blka. V13 cTapon
npodeccypbl octannck K.C. MeTpos-BoakuH, B.B. benses, B.E. CaBuH-
CcKUI. byayuine ckynbnTopbl obyyatoTcs y .49, TmHUbypra, A.T. MaT-
Beesa, M.l MaHw3epa, B.B. /inwesa, A.A. YnnHa, B.B. Ko3nosa. B1922
rofly, BnepBble 3a NoC/efHNe YeTbIpe roAa, Ha ANNIOM BbILUAN ABEHa-
[LATb CTYAEHTOB XMBOMUCHOI O M CKYNbNTYPHOr0 GakyNbTeToB. BCko-
pe BO306HOBUANCH 3aHATUS U B MaCTEPCKMX XYAOXKHMKOB, MOALEPXKM-
BaBLLMX MEN MPONETAPCKUX KYbTYPHO-NPOCBETUTENbHbIX OpraHmn3a-
LI 0 HeOH6XOAMMOCTM pa3BUTMA KybTypbl NMposieTapuaTta B NpOTUBO-
BEC Yy>KA0M, OTXKMBLUEN ABOPSHCKOW KyNbType.

LleHHble KapTUHbI, XyL0XKEeCTBEHHbIE U3IAHWS U TPaBIOPbI, BblBe-

3eHHble Mo pelleHnto BpemeHHOro npasmTtenbcTsa B MOCKBY B CBSI3U

C BOEHHOW yrpo30ii, B 1922 rofly 661111 Bo3BpaLLeHbl B Metporpag. Oa-

HaKo BBMAY yrnpasgHeHUs akafemMmnyeckoro My3es OCHOBHYIO YacCTb
3KCMOHATOB CPa3y Nepese3/iv B SpMUTAX U PycCKnin Mysen. Jlekumm un
3aHATUSA CTYAEHTOB CTaNv MPOBOAUTbL B MOMELLEHUM BUbAnoTeKku.

Xy[0>KeCTBeHHas XMW3Hb 3TOr0 Neproaa oTanyanach 601bWLNM
pasHoobpasnem. Ha BbicTaBkax ObuwiectBa uMeHn A.U. KynHaxXu,
KPYy>XKa «MHAMBUAYANUCTOBY, TOBApULLECTBA XYAOXHUKOB MOXHO
66110 YBUAETL NONOTHA XKMBOMMCLLEB CAMbIX MPOTUBOMONOXHbIX Ha-
npasneHnin. B 1921 rogy B «[ome MckyccTBa» MpoLWwM BbICTaBKM
b.M. Kyctoamesa, A.H. beHya, M.B. JobyxuHckoro, U.1. bpoackoro.
Ho camow 3HakoBOW CTana BbiCTaBka QYTYpPUCTOB M KybUCTOB,
ycTpoeHHas Otgenom V30 B goMe MaTneBbix Ha MicaakmeBckom nio-
waau. Ee opraHmsatopamu BbicTynnamn H.M. AnibTMaH 1 H.H. TTyHWH.
B 1921 roay BbicTaBKa B JoMe MaTieBbix bbina npespatleHa B Mysen
XY[OXKECTBEHHOW KyNbTypbl, @ B 1923 rofy Ha ero 6ase oTkpbincs VH-
CTUTYT XYA0XKECTBEHHOW KyNbTYpPbl, B KOTOPOM Ky/1bTUBMPOBANMCH HO-
BaTOPCKME METO/bl NCCIe0BaHNA NCKYCCTBA.

3Ha4YMMbIM COBbITUEM HaYaNa 1920-X CTaN0 OTKPbLITUE Ans Ny6-
JINKK NpoekTa namaTHmKa Il KoMMyHUCTHn4eckomy MHTepHaumoHany
XKMBOMUCLIA 1 apXUTeKTOopa, KpynHoro npeactaButens eytypusma un
KOHCTpyKTMBM3MA B.E. TaTinHa. Ero mactepckas Haxoamnnach Ha Jin-
TenHOM ABope AKaZieMum XyLoxecTs2. Mofesnb U3 BpeMeHHbIX MaTe-
pvanios nokasasiv B 30aHNN AKafeMnn XyLoXKeCTB, NaMATHUK U3 CTekna
1 CTanu npegnonaranocb YCTaHOBUTDL B [eTporpaze,. balwHa TaTanHa
Cpasy Bbi3Ba/ia HEOAHO3HAUHYIO OLLEHKY. ADXUTEKTOPbI NOCTaBUAN MOL,
COMHEeHWMe TeXHMYECKYI0 CTOPOHY NepBOro KOHCTPYKTUBUCTCKOrO Npo-
eKTa: MoMeLLeHHble BHYTPb KapKaca «nepBuYHble GopMbi» — Ky6, -

NNHAP N KOHYC — A0JDKHDbI 6bin BCe BpemM4 BpallaTbCs B pa3HbIX HacTax
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HEW3BECTHbIN XYA0XHUK
XX BEKA

(tO.A. BacHeL0B ?1900-1973)
KAMEHOTEC. 1926

XOACT, Macn10.107 x 71

JvnnomHas pabota

UNKNOWN ARTIST

OF THE 20TH CENTURY
(YuVasnetsov? 1900-1973)
A STONEMASON. 1926
Qilon canvas. 107 x71cm
Agraduation project

C pa3HOM CKOPOCTbIO. BHYTPU NAaHMpOBanmn pasMecTnTb pyKOBOACTBO
KOMWHTEpPHa, BbICLLIEro opraHa BCeMUpHOM paboye-KpecTbsiHCKOM Ba-
cTn, ntenerpad. Kak 4acTb IEHMHCKOrO NaaHa MOHYMEHTaIbHOW Npo-
naraHAbl naes namsTHUKA NpeacTaBnisna CObom CUHTE3 apxXUTeKTypbI
N CKYNbATYPbl M AeMOHCTPUPOBANA HOBbLIV TUM MOHYMEHTAsIbHbIX CO-
OPY>KEHUI, 06 beANHSIOLLNX XYA,0XKECTBEHHYIO N YTUAUTAPHYIO GOPMbI.
OfHAKO 3TOT MHTEPECHbIN 3aMbICeN Tak 1 He OCYLLeCTBUN.

Camoe BAnATeNbHOE HanpaBieHue B MCKYCCTBE TOrO BpEMEeHN —
GyTYpM3M. Pycckme GyTypUCTbI, TaK XKe KaK 1 UX UTaNbsSHCKME efNHO-
MbILLAEHHWKW, OANHAKOBO OTHOCUANCD K KYNIbTYPHOMY HACNeAMIO: UX
Lenblo 6bI10 «paspylleHre BCAKOrO BUAA KyJAbTYPHOW TpaauLmmy.
Becbma 3aMeTHbIM HanpaBeHNeM CTaHOBUIICS KOHCTPYKTUBK3M. 3a-
POAMBLUMCH B Hefpax Kybo-pyTypnsmMa, OH OBOJIbHO BbICTPO CMOT 3a-
BOEeBaTb CaMOCTOSITENIbHOCTb. Hambonee gpkMM  BbipasuTenem
HedUrypaTMBHOIO MCKYCCTBA 3TOrO BpeMeHu cTan Kasumup Maneswmy.
KOHCTPYKTUBMNCTLI aKTUBHO BLICTYNaNM NPOTUB CTAHKOBOW XXVUBOMUCH,
[l0Ka3bIBaS, HTO OHA He TO/IbKO He HY>)KHa COBPEMEHHOW Ky/bType, HO 1
MeLLaeT ee pasBUTHIO.

IS MCKYCCTBA 1920-X FOLL0B XapaKTepeH NOBbILWEHHbLI UHTepec
K MPOM3BOACTBY. OTO 06BLACHSET 0bpaLleHre K Teme TpyAa Ha 3aBofe,
dabpwuke, B none. MHorune pasgensnv naet o0 TOM, YTO XKMBOMMUCLbI,
CKYNbNTOPbI ¥ aPXUTEKTOPbI — 3TO Takue e paboyue, Kak u Te, KTO
NIbeT CTalb, pybuT nec n T.4. Kakoe-To BpeMs Ha CTpaHuLax nevyatu u
B AMCKYCCKSX 3ByHaNM NPU3bIBbI K CIMSIHMIO NpoLecca TBOpYeCTBa C
NpOM3BOACTBEHHbIM NPOLLECCOM. XYA0XKHUKM BOCMEBaNM Yenoseka
TpyAa, 3CTeTU3Npys ero AesaTeNbHOCTb. HeyanBMUTeNbHO, 4TO 3a Ae-
CATb NeT [0 BHEAPEHWS COLMAMCTUYECKOro peannsma B y4ebHbIX 3a-
OaHUSX [OMUHUPOBANN TeMbl «[11aBUAbHBIN Liex», «Ha 3aBogen, «Ha
dabpukenr.

BonbLION MHTepec npeacTaBnseT Nnporpamma obyyeHns cTy-
[IEHTOB XXMBOMWCU 1 PUCYHKY, COCTaBIEHHAS HEN3BECTHLIM aBTOPOM
B1921-1922 rogax. B HIMM PAX coxpaHunmncs 06pasiibl 3aiaHni, co-
OTBETCTBYIOLLMX 3TOW Mporpamme. MNegaror npoAymMan Bce 3Tanbl 06-
y4eHus. Ha1-M Kypce CTyAeHTbl LO/IKHbI MCaTb HATIOPMOPTbI CUHUM,
KPaCHbIM 1 XXeNTbIM LLBETOM, CTPOS 06beMbl NAIMTPON OTAENbHbIX
LiBETOBbIX LLIKa/. 3aTeM LU0 M3y4eH e B3aUMOOTHOLLEHWS LBETOBbIX
LKA B HATYpe: XeNTbIA N KPACHbLIN NpeaMeTbl Ha CUHEeM, CUHUI 1
XKENTbIN — Ha KPACHOM, CUHUI U KPACHbIN — Ha )KeNTOM. B KOHLe roga
Tpeb0BanoCh BbIMOMHUTL 3alaHNE — PUCYHOK «FO10BbI HA LLBETHOM
doHen, pazbrpas COOTHOLEHNEe eCTeCTBEHHOIO N NCKYCCTBEHHOMO
ocBelleHus (NpUpoAHOro 1 GabpryHoro). Ha 2-m Kypce npeanara-
JIOCb UCMOMHUTDL «HATIOPMOPTbI MPUPOAHON pacLBETKM (Ha pasHbIX
MAOCKOCTAX)»; TOPC HA «MJIOCKOM» LLBETHOM OHEe 1 TopC Ha PoHe
06beM0B, 06HAXXEHHYIO HATYPY Ha LiIBETHOM POHE; «pOCMMCh HA apXK-
TEKTYPHOW 1 CKYbMTYPHOW MOBEPXHOCTU (ABYXTPaHHbIX, CBOAYATHIX,
KYMOJbHbIX...)». C NepexooM Ha 3- Kypc CTYAeHTbl BbiIGupanu cre-
LManbHOCTb — MOHYMEHTa/IbHYI0, CTAaHKOBYIO, EKOPATUBHYIO, Kepa-
MUYEeCKY0 UAK APYryto XMBOMWUCHL. lepelleflWwM Ha 3-U Kypc 1
NPUCTYMUBLLNM K U3YHeHUIO HAaTypbl pyKOBOAUTENb Npeanaran Hanu-
caTb ABE ros0Bbl HA LBETHbLIX POHAxX, a Takxke Ha GoHe 06bLeMOoB;
rpynny oAeTon 1 06HaXKeHHOM HaTypbl, HaTypy B nensaxe. Ha 4-m
Kypce Hafo 6blN0 0CBOUTbL MOCTPOEHME MIOCKOCTU KapTUHDbI: CTy-
[leHTbl n306parkanu rpynny npeaMeToB A48 HATIOPMOPTA, 06HaXKeH-
HYI0 HaTypy C 3aAaHMeM Ha ABWKEeHWe; ABWMXKYLLYIOCS HaTypy B
nensaxe. Mo 3aK10HeHUM Kypca MOI0L0M XYA0XKHUK NpeacTaBas
KOHKYPCHYt0 paboTy.

B 370 >Xe BpemMs ycunmnsatoTcs naeu NponeTtkynbta. Tak, npodec-
cop B.A. leHnCoB, NpuAep>KMBABLLUNINCS NPONETKYbTOBCKMX MO3ULNIA

n4yacrto BbICTyI'IaBLIJI/Il;I B Me4yaTun, CHMTan, 4To cyulecTeyeTt Fy6I/ITEI'IbeIl;I

65

pa3pbiB MeXAY BCEMU BUAAMU M306p33VITEJ1I::HOI'0 TBOpYEeCTBa, Mexay

VCKYCCTBOM «HNCTbIM» U «NPUKIALHBIMY, Y 3TO pe3yibTaT ynagka Ky/b-
Typbl B CTapoM 6ypxkyasHOM Mumpe. [10 C1x Mop, Monaran oH, «ctapas cu-
cTeMa npenofaBaHuns, 3aMeHss cooblieHne 06beKTUBHBLIX 3HAHWI
TBOPYECKNM CYObEKTUBHBLIM MOCTVKEHNEM HYTPOM, BOCMINTbLIBAS “XKpe-
LIOB UCKYCCTBA", rybuUTeNnbHO BAMSET Ha popmaLmio TBOpYeCTBa 1 ca-
MY SKW3Hb HALLMX XYAO0XKHUKOBY. M0SIBNEHME HOBbIX 06LLLECTBEHHbIX
K/J1acCoB 06yCNOBAMNBAET, MO ero MHEHWNO, HEO6XOAMMOCTb BbIPaboTKM
MHOro Metoja 0by4eHns, KakoBbIM MO NPaBy MOXET CTaTb aHaUTUYe-
ckmm MeTog. CornacHo [1eHMcoBy, OCHOBA COBPEMEHHOM LLIKObI — U3y~
YeHVe ONMPaoLLMXCA Ha Hay4YHble JaHHbIE XYA0XKECTBEHHbIX AUCLMM-
JIMH LBeTa, GakTypbl, GOPMbI 1 KOHCTPYKLMMN. TONBKO UX CUHTE3 CTaHeT
CBSA3YIOLMM 3BEHOM MeX/y BCeEMU BUAAMMU UCKYCCTBA, a Ky/ibTypa —
BHOBb €JMHOW, 1AB 3MOXe Lie/IbHbIN, SPKO BbIPRXKEHHbIN 06pa3.

B 1922 roay akagemumio 06befuHUAN € BbIBWKMM LleHTpanbHbIM
YYUANLLEM TEXHMYECKOr 0 pucoBaHus 6aporHa AJ1. LUTuramua, n Hosoe
y4yebHoe 3aBefeHue CTasio HasbiBaTbCs MNeTporpaackmm BXYTEMACoM.
Momnmo pektopa B.J1. CMMOHOBa B COCTaB MpaB/ieHNS BXOANAN
K.C. MetpoB-BoakuH, C.C. Cepadummos, B.A. leHncos, A.E. Kapes. Kak
BCMNOMMHAA OfHa U3 CTYAeHTOK, A.B. FapeBa, TorAa e CoOCToANCA nep-
BbIV MPVIEM MO KOHKYPCY — 13 MOYTU TPEXCOT YeNoBeK MPUHSIN BOCEMb-
fecat. «bONbLUMHCTBO He WMeNo Hapfaexallen MNoAroTOBKW Mo
MNCKYCCTBY ¥ No 06L,e0bpasoBaTebHbIM NpeAMeTam, MX 3aMeHsN Co-
OTBETCTBYIOLLME KOMAHAMPOBKM U CONTMAHBIE XapaKTEPUCTUKM O peBo-
JHOLMOHHON fedTeNbHOCTU UM aKTUBHOCTM B 06LLeCTBEHHOM paboTe.
[lymato, 4TO OHW BAVSAW HA NMPUEM A0BOSIbHO CUbHONS. CTyAeHTbI
SKUIN B CAMOW aKaAeMnmn, MpUYeM B TSOKENbIX YCI0BUSX. B 3aaHMM OT-
CyTCTBOBAJI CBET, ero Aa/iv TO/IbKO B peBpane—MapTe 1923-ro, KOMHaTbI

ocBelwanncb KepoCMHOBbIMKU NaMnamMu. OcobeHHO HecTepnmMMbiM



HEW3BECTHbIN XYA0XHUK
XX BEKA

HA 3ABO/IE. 1920-e.

XONCT, Macno. 88 x 71

UNKNOWN ARTIST

OF THE 20TH CENTURY
AT A FACTORY. 19205
Oilon canvas.

88x71Ccm

CTaHOBW/ICS X004 — B FOPOAe 6binn TpYyAHOCTM C ApOBaMU. [1anbTo B
06LLEeXNTUIN He CHUMANK. Bce MeTannnyeckme npeameTbl —3a4BUXKKM,
KPIOYKM Ha OKHax — MOKPbIBaNNChL MHeeM. CTMNeHAMs cocTasnsna
9 pybner 75 Koneek, HeCKOIbKO KMA0rpaMMOB xneba 1 cenefok. Heko-
TOpble MONOAbIE NHOAM YMYAPSANCH NOAPABOTATL, Pa3puCcOBLIBAS CTa-
KaHbl. B 1923-1924 rogax cTunenamto, pacnpefeneHnem KoTopou Be-
[anvi CTYAEHTbI, 4anV TONbKO AeHbraMu — CyMMa cocTaBmaa 18 pybnen.
B cTpaHy npuxoamnia noMoLLb 0T AMeprKaHCKon paboyen accoumanum,
1 CHaCTIMBYMKAM [,0CTaBaMCh TaZIOHbl HA 06efbl C Kakao.

B 1922 roaly noctynuno MHoro nocneposatenen K.C. Manesuya,
npubbLIBLIMX U3 BuTebcka. OHM ropsyo Crnopuam € TeMu, KTO pasgensn
B3rnsaabl MN.H. ®unoHosa, B.E. TatamHa, H.H. MyHWHa. PaboTtanu kom-
COMOJIbCKME KPYXKKM, BCEBO3- MOXKHbIE 0OLLIeCTBA COARUCTBUS PEBOIO-
LK, CTYAEHTbI 6bI11 Neperpys>keHbl 06LLecTBEHHbIMW 0653aHHOCTSMMA,
HeKOTOpbIM JaXKe He XBaTaNo BpeMeHW Ha y4eby.

B 1925 rogy pekTopoM HazHauyu/In 3.3. DCCeHa, BbIMyCKHMKA AKa-
neMum xyaoxecTs n CaHkT-MeTepbyprckoro yHuBepcuTeTa, ABOpS-
HWUHA 1 KOMMYHWUCTA, C UMEHEM KOTOPOro CBS3aH HeJOoNr I Nepuos,
BO3pOXAeHUs My3es AkafieMnn XyA0XKecTB. ICCeH CTpeMUCS AaThb
BCEM CTy[eHTaM By3a XxopoLuee obpa3osaHue, Mpuraacye npenojasa-
Tenen YnTaTb NIeKUUM MO BbiCIeN matemaTuke, onTuke, Gusnke,

XUMUN, HaqepTaTeanoﬁ reomeTpun, nepcnexkTnee, NCTOpUnN nUC-

KycCcTB. o BocnoMunHaHusam A.B. FapeBon, MHCTUTYT MPOHMYECKM Ha-

3bIBA/IN «BbLICLIMM TEXHUYECKUM WHCTUTYTOM C XYA0XECTBEHHbLIM
YKNOHOM». Ha mepBOM Kypce A/151 BbISiBJIEHWS MPU3BAHMS 3aHNUMANNCh
N3y4yeHMeM BCeX BUAOB UCKYCCTBA — XKMBOMMUCU, CKYbMTYPbl U apXu-
TeKTypbl. [Jonyckananucb U HEOAHOKPATHbIE MepexoAbl C 0Of4HOro da-
KynbTeTa Ha Apyron. COBEpLIEHHO MHOE Harnpas/JeHWe pasBUTUS
nosisuaoch npu ®.A. Macnose, CMeHVBLLEeM DcceHa B 1929 roay. Kak
pekTop JIeHMHIPaACKOr0 BbICLIEro XyA0XKeCTBEHHO-TEXHUYECKOro UH-
CTUTYTA, OH CNOCO6CTBOBAN NepeopmeHTaLMU Ha MPOU3BOACTBEHHO-
TexHunyeckoe obpasoBaHme. YaCTUYHO BOCCTAHOBIEHHbLIN y4yebHO-
nokasaTtesbHbI My3e 6bi MO ero pacrnopsi>KeHnto BHOBb 3aKpbIT, a
KOMIEKLMW pO3aHbl, TPV 3TOM MHOTOe MOMasno B My3elHbI GOHA AN
[anbHenLwen Npoaaxu. B nctopumn AkagemMmnn xyLoxecTs UMs 3TOr0
YyenoBeka CTano HapuuaTenbHbIM. «MacnoBLWMHa» — CUHOHWUM Bpe-
MEHU pa3rpomMa, YHU4YTOXEHMS NMPOU3BeAEeHNIN NCKYCCTBA U NPOAY-
MaHHOro pasBasia caMoln Xy[LOXeCTBEHHOW LWKobl. OAHAKO Aaxe
6ernoe 3HaKOMCTBO C JOKYMEHTaMM NMOKa3biBaeT, 4TO MacnoB 6bin
NULWb XOPOLUIUM UCMONHUTENEM, eMCTBOBABLUMM B COOTBETCTBUM C
noctaHosnexHusamu LIK BKM(6), anpektneamu HapoaHoro Komucca-
puaTa npocseLleHuns. LileHTpanbHble opraHbl BNAaCTW NPUHSAAN peLle-
HWe 0 Nepexo/ie BbiCLIero y4ebHOro 3aBefleHNs Ha MPOM3BOACTBEHHYIO
NpaKkTUKy, MO3TOMY CTYAEHTbI Ha4ana 1930-X OCHOBHYIO YacTb y4eb-
HOro roaa foMKHbI b1V MPOBOAMTL He B CBOMX MacTepCKux 1 6m6-
NMoTeKe, a Ha MPOMU3BOACTBeE.

B 1930 roay npowv3soLuna peopraHmnsaLms MOCKOBCKOrO U IeHWH-
rpaackoro BXYTEMHOB. )XMBONUCHbBIV U CKYNbATYPHbIA GaKyAbTeTbI 13
MockBbl MepeBefeHbl B JleHWMHrpaz, a noanrpapuyeckmnin akynbTeT —
13 JleHnHrpaaa B MockBy. Macnos CTaHOBUTCS AMPEKTOPOM HOBOTO
06beiMHeHHOr0 VIHCTUTYTa MPOeTapCckoro n306pasmnTebHOro NCKyCc-
cTBa. OAHA 13 rNaBHbIX ero Lenen — npyBaevyeHne NponeTapckmx Kai-
poB. Mpu MHCTUTYTe 6bIIM OPraHM30BaHbl AHEBHOW U BEYEpHUN
paboune pakynbTeTbl (pabdakm) C OTALNEHUAMM KUBOMUCU N CKYbM-
TYpbl U CPOKOM 06y4eHns Tpu roaa. OKOHYMBLLAS MX paboyas Moso-
LLeXb 3a4UCNANACh B UHCTUTYT 6€3 BCTYNMUTENbHbIX 3K3aMeHOB. B nione
1931 rofa yTBepJeHa HoBas CTPyKTypa y4ebHoro 3aBegeHus, n da-
Ky/ibTeTbl MepecTpoeHbl MO OTPac1eBOMY NpU3HaKy. BBeaeHa cuctema
cnewumanm3aLmm C yKIoHaMm1: MaccoBo-6bIToBast (GKMBOMUCH M CKY/bM-
Typa), NONIUTEXHUYECKU-CamoeaTenbHas (YKIOHbI: Xy40XKECTBEHHO-
nefarornyecknin N KNyBHO-MHCTPYKTOPCKMI), MacCOBO-3penLLHas
flekopaTuneHas (YKIOHbI: TeaTp, KMHO, 0dOPMIEHME MaCCOBbIX 3penLL)
W T.4. BCe 3T0 NPUHUMNMANBLHO MEHS0 MPEXHIO METOANKY.

0 COXpaHMBLUNMCS LOKYMEHTaM MOXHO CAeNaTh BbIBOJ, O TOM,
410 MaBnpodobp opreHTpoBan MacioBa Npexze BCero Ha Noaro-
TOBKY 6yayLMX AM3aMHEPOB, KOTOPbLIE MOr/M Bbl paboTaTb Ha Npo-
MN3BOACTBE. He cornacHble C STUMM TEHAEHLMSMWN N3BECTHbIE XY 40K~
HWKWN N UCTOPUKM MCKYCCTBA, Y3HaB 0 GaKTax YHNUHYTOXEH WS IKCMOHa-
TOB My3esl, Ha4av BblpaxkaTb B Npecce cBoe 6ecnokoncTBo. Mopoackas
KOMMCCUS, 03HAKOMMBLLIASICS C pabOTOM MHCTUTYTA, B MIOJIe 1932 rofa
ocBoboamna ®.A. MacnoBa oT AO/HKHOCTU AnpekTopa. B Tom e rogy
WMHCTUTYT BHOBbL NepenmeHoBbiBaeTcs — B JIMHXKAC (JIeHMHrpaackmm
WNHCTUTYT XXMBOMMUCU, APXMTEKTYPbI 1 CKYIbATYPbI), 2 PEKTOPOM Ha3Ha-
YaeTcs ckynbnTop A.T. MaTBeeB, npex/e NpopekTop fno y4ebHoun pa-
60Te. 11 oKTA6pS 1932 rofa NosABASETCS NOoCTaHoBAeHMe «O CO3aaHNN
AKaZeMUM Xy[0XKEeCTBy, a C1934-T0 BO rNaBe Bcepoccuickon Akasemmm
XYA0XeCTB B JleHnHrpage sctan U.U. bpoackui, yueHnk W.E. PenunHa.

Mopasnsioliee 60NLWMHCTBO MMEH MOMOAbIX XYAOXHWUKOB
1920-X — Ha4ana 1930-X rofl0B He 0CTanoCh B UCTOPUM UCKyCCTBA. Mo
OKOHYaHUW MHCTUTYTA BbIMYCKHWKM WAM paboTaTthb B LIKO/bI, AOMA
NMMOHEPOB 1 OTXOANM OT TBOPYECTBA, KOTOPOE He MOT/10 UX NMPOKOp-
MUTb. COLMaNbHbLIN COCTaB CTyAEHTOB bbl1 HEOAHOPOAEH, KaK 1 CTe-
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AvnnomHas paboTa.

Macrepckas K.C. MeTposa-BoakunHa

NIKOLAI SEKIRIN
(1899-1962)

YOUNG PIONEER’S CAMP.
SWIMMING. 1927

QOil on canvas. 104 x 96 cm
Agraduation project.

Kuzma Petrov-Vodkin's workshop

NeHb UX MOArOTOBNEHHOCTW. ToCcTynann Te, KTO OTC/Y>XXWUA B apMuu,

YYEHWUKMN XyA0XKECTBEHHbIX LUKOA 1 yynauLl, Obliectsa NooOLWpeHms
XYA0XKeCTB (CIMBLUErocs C akafleMueit) 1 COBCEM tOHbIE TMMHA3NCTKU.
He Bcem 6b110 CyXKAEHO OKOHUYMTb MOMHBIV KYPC — B UHCTUTYTE MPOXO-
AWM €HUCTKMY, N HACTb MOIOAEXM OTHUCASAAN 13-3a COLMANLHOIO
NMPOUCXOXKAEHWS.

B caMoM Havane 1920-X rof0B rocnofCTBOBa/ «06bLEKTUBHbIN
MeToa» 0by4eHus, NpoCyLLecTBOBaBLMI bonee roga. OgHa rpynna
npodeccopoB 6biaa NpuKpeneHa K XMBOMUCHOM MacTepCkow, Apy-
ras — K knaccy pucosaHus. O6xons paboTbl y4aLWmMXCs, OHM BbICKA3bl-
Ba/IN MHEHMeE O Kaxkaom. Mo CBUAETeNLCTBY CTyAeHTKM A.T. Fony6-
KWHOW, CY>XAEeHNS BCerfa OTn4anmcb NPOTUBOPEYMBOCTLIO, U 3TO
cMmyLano ctyaeHToB. CAaB 3K3aMeH Mo J1enke, OHa nonana Ha obwumn
KypC 1 HeKOTOpOoe BpeMs 3aHnmanacby K./. fropbatosa. Mactepckyto
lopbaTtoBa lNonybkmHa Bbibpana He Cly4anHo, BOCXMLLASCh €r0 KOJ0-
PUCTMYECKMM MACTepPCTBOM U CHUTAS XYAOXKHMKA TOHYAULLIMM AUPU-
KOM B >KMBOMMCK. Ha 3-M Kypce ee 1 Apyrux CTYAEHTOB NPUKPENnuIn K
B.B. benseBy, «XxOpoLLIeMy 1 OMbITHOMY pyKOBOAMTENO», HO paboTas-
Lemy «ro cTapuHke». Monogexm xoTenoch HoBOro. «B Pycckom My3see
y>ke BbI/1 OTKPbLIT OTAEM HOBOW XKMBOMMUCY C O4eHb pa3HbiMU paboTamum
MalukoBa, MNeTposa-BoakunHa, LWarana, AnbTMaHa v ap. Yxe BbICTy-
nan @10HOB 1 MPOBO3r1aLlan CBON MaHNBECT 0 “cAeNnaHHbIX KapTu-

Hax", M3 KOTOPbLIX “Kaxaas A0/MKHA 6bITb nogobHa Codpum KoH-
CTAHTUHOMONBLCKOM”; TaTANH NOPA3UTENbHO NAKOHUYHOW NUHUEN
[aBaf HANPsiXKeHHOE ABUXEHMe U 06beM Gurype; 6ol OTKPLIT My3en
“"HoBoro n3obpasntenbHOro TBOpYecTBa”. BbiCTaBEHHbIE B HEM IKC-

NOHATbl MHOTAA rPAHUYNAN C XYTMTAHCTBOM, XYOO0XKHUKW XKe nornye-
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CKW 3aBepLInan CBOM NyTb, AOVAS OT KAPTUHbI 40 6€10r0 3arpyHTOo-
BAHHOI0O X0/ICTA, MPU3HAHHOIO HAMBbLICWNM AOCTUXKEHMEM XKMNBO-
nncu, a B CKybNType — A0 Kyba, OTANTOro B runce. HecMoTps Ha He-
€006pa3HOCTb MHOMOrO, BCE 3TO YKa3biBaso, YTO MCKaHUS B 0biacTu
SKMBOMUCK BEAYTCA. BbisI0 SCHO, 4TO 3TO TBOPYECTBO YUCTO YMO3PU-
TeNbHOro MOPSAKA, HTO LLIO OHO HE OT CepALLa, a MOTOMY ObisI0 SCHO 1
TO, 4TO BCE HEHYXKHOe ByaeT BbIMETEHON,

B mactepckue nHoraa npuxoaun N.H. ®UNoHOB, M 4acTb CTyAeH-
TOB yLUIa K Hemy. «OHW MHOTAA BCTPeYaInCh HaM, M3MyYeHHbIe, B 3a-
NiaTaHHbIX 0 HEBO3MOXKHOCTM BproKax, C OTCYTCTBYIOLWMUM B3rS40M.
OHwu Aenanu "kapTuHbl B cebe”. MpOHUKHYTL B UIOHOBCKYIO MacTep-
CKYt0 BbII0 HEBO3MOXKHO — BCE, YTO Aenanu Tam, 6bIN0 CONPSXKEHO C
TanHow. XKOanu BbICTaBOK. BbicTaBka GuUIOHOBLLEB MOBEPria HaC B He-
[loyMeHre. Mbl C yBaXKeHWeM pacCMaTpUBaIN UX FPOMaAHbIe MOOTHA,
0OBE/IPHO OTAeNaHHble Kybrkamu, MHoraa AOMUKaMM U YCIOBHbLIMM
[lepeBbsSMU. 3TO Bbl1 KONOCCANbHBIN MO 3aTpaTe Yes0BeveCckor SHeprm
TPYA, K TOMY e COBEPLUEHHO 6eCcnonesHbInn®.

Yem MHTepecoBannch CTYAEHTbI Hayana 1920-x rogos? 1o BoC-
KpeceHbsIM XOA4MAN B DPMUTAK, «paACCY>AANN O TEXHUKE BEINKUX Ma-
CTepoB ¥ byKBaIbHO MPUHIOXMBAMNCL K KAPTUHaM. MHOrme c a3apTom
HabpacbIiBa/IMCb HA KHUMM MO UCKYCCTBY»®. Manoobpa3oBaHHAs MOJIO-
[eXb, Npuexasllas U3 NpoBUHLMW, OTKpbIBana Ans cebs >KypHaibl
«Mwup nckyccTBar, «ArnoJiIoH», «30/10TOe pyHO». Bedepom, nocsie 3aHa-
TUI, X0AMAW B BUBGNNOTEKY akafeMun, U3y4anm pUCYHKM 1 3CTammb.
Mocne ee 3aKpbITUSA CTAPLLIEKYPCHUKM Berann B 6ubanoteky MIHCTUTYTA
NCTOPUM UCKYCCTB Ha McaakmeBckon naowaan. «PaccmaTpuBaHme
KapTUH PpaHLy3CKMX XYAOXKHUKOB XX Beka, AJ1S Yero Mbl e3aunu B
Mocksy, rae Toraa 66111 oTKpbITbl Mopo3osckas u LLykuHckas rane-
pewn, HaBOAMMO HAC Ha MbIC/IN O KMBOMUCK B YUCTbIX TOHAX, O BJIUSIHUN
[ONOSIHNTE/IbHLIX TOHOB, 0 paboTe MaskoM. Y Hac B paboTax 6bi1o
MHOrO YepHOr o, 1 3TO AIBHO OTPULLATE/IbHOE SIBIEHME B XXMBOMUCU MPO-
XOANNO He3aMeyeHHbIM, Ha Hero Hallu pyKOBOAUTENIN He pearnpo-
Ba/IN HMKaK. C/I0BO "KOIOPUT” MOYEMY-TO BOOBLLE HE yNOTPe6ISnoCh»’ .
Mo3ToMy, Koraa nosiBUACS HoBbIM Npodeccop A.E. Kapes, 0 KOTOPOM
rOBOPW/IN KaK O XyAOXKHMKE, MLLYLLEM HOBOE, MHOIME MOIOAbIE TI0AN
nepeLLsiv B ero MacTepckyto. Movntartesib GpaHLy3CKoro NcKyccTsa Ha-
Yana XX cToneTuns, ncnosib30BaBLLMI €ro JOCTUKEHWNS B COBCTBEHHOM
TBOpYecTBe, KapeB XOpoLLIO YyBCTBOBAJT XKMBOMUCD, 1t06MA TULMaHa 1
KoposuHa, rosopun o konopute. CTyAeHTbl CYLWann, HO NPUMEHUTb
YTO-1M60 Ha NpaKkTMKe He MOran. CkasbliBa/IMCb OTCYTCTBME 3HAHUN 1
onbITa, KpaTkMm Kypc 0byuenuns. A.M. FonybkmHa BcnoMmuHana: «Mpu-
XOAWNIN U XYA0XHUKM YieHbl AXP ‘a. 3Banun HaC MATU 32 ApXUMOBbIM,
MansBuHbIM, JleBUTaHOM. Toraa ele He 6110 peyn 0 coumanmncTnye-
CKOM peanusme. FoBopuan 06 NCKyccTse peBoatoLMmn. Mbl CayLwanm n
LenMancb Mexxay cobon BneyaTneHnsaMn — "npornaeHHbIN 3Tan. <...>
AXPp ‘0BLbl He cymenu y6eaunTb BCIO MacCy CTyaeHYecTBa. Mbl 6biam 3a
peanivaM, HO HaM Hy>KHbl 6bI/11 HOBbIE ero GopMbl <...>. [JOMOPOLLEH-
Hble “feBble”, BbICTaB/IeHHbIe B “My3ee COBpeMEHHOro NCKyCcTea”, OT-
KPbITOM TOrAa B foMe MsaTnesa Ha VcaakneBCckoM NAoWaan, Hac He
yBAeKanu, a nog4ac v ockopbnsam. OHM HaMm He BbIn HY>XXHbI. Hac nne-
HsAn dpaHLuy3bl. MpocToTa peanmsma Mapke € ero CMHTe3UpyoLWUMK
JIMHVAMW Ha GOHE MepLAIoLLLEero XXeM4Yy>XKHO-CEPOro LBeTa HagoAro
oCTaHaB/MBana Hac nepej ero nojaoTHaMu. TexHuka PeHyapa ¢ ero
rnpocse4ymsatoWmmm nakamm, ceet Knoga MoHs... NMucbma BaH lFora
BOCMNPUMHUMANNCL KaK MOIUTBA, C HUMU MOXHO BblIO MPOCHYTLCS
YTPOM M 3aCbiNaTb HOYbIO. KONLOBCTBO PYCCKOM MKOHbI XV Beka 3aBO-
paXKnBano HeEMOBTOPUMbIM KOSIOPUTOM, LLeNIbHOCTbIO IMHENHOW U LiBe-
TOBOW KOMMO3ULMK, — BCEM 06IMKOM KapTWHbI, FAe BAVsSHWe aBTopa

Ha 3puTens 6bI10 TOXKAECTBEHHO ero 3aMbICy»S.



ENEHA KOHCTAHTUHOBHA 3BEHBAX
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XKEHCKASl TO/IOBA. 1919

XONCT, Macno. 61,5 x 52

YyebHas paboTta

Macrepckas B.W.Wyxaesa

YELENA EVENBACH
(1889-1981)

WOMAN'’S HEAD. 1919

Oil on canvas. 61.5 x 52 cm
Aclassassignment

Vasily Shukhaev's workshop

NIYKOMCKUA »

HATYPLUMK CTOSLLUN. 1920-€
XONCT, Macno. 97,5x77

Y4ebHbIV 3TI0A. 1-1 KypC

MacTepckas A.E. Kapesa

LUKOMSKY »

STANDING MAN. 1920s.

Oilon canvas. 97.5x77cm

An assigned sketch. First-year course

Alexei Karev's workshop

HUKOJIAN AJIEKCAHOPOBUY
MABJ10B. 1899-1968
ABTOTMOPTPET. 1927

XONCT, MaCn0. 48,5 x 34

NIKOLAI PAVLOV
(1899-1968)
SELF-PORTRAIT. 1927

QOilon canvas. 48.5x34cm

Monogexb MHTepecoBanach M COBpeMeHHOM 1MTepaTypoi, Mos-

3nen. Koraa Minbs SpeHbypr ymTan B KOHCEPBATOPUN CBOW POMaH «JTto-
60Bb XKaHHbLI Henn», >Xenawwmx nocaywatb 6bi10 CTOALKO, YTO
NMPULLNOCh BbI3BATb OTPAL MUAMLKMW. BbicTynan Bnagnmmp Masakos-
CKUIN. B UHCTUTYTE XXMBOMMCHOW KyNbTypbl B.E. TaTAWH MHCLLeHMpOoBan
npousseneHye B. XnebHnkoBa «3aHresu», NoCTaBMB CBOEW 3aa4en ne-
peBecTW 3ByYaHMe CTUXOB XNebHMKOBA Ha A3blk uBeTa. Cam TaTauH
4YnTan CTUXK, CTOSA Ha XOPax, a HECKOJIbKO ero y4eH1KOB BTOPWIN C nap-
Tepa. OdopmieHne «4enCTBa» COCTOSO0 U3 LLIHYPOB 1 MPOBOJIOKM, C MO~
MOLLbIO KOTOPbLIX MOAHUMAINCh MJIOCKOCTU Pas3inyHbIX GOPM U LiBeTa.
3BYKOBble COHeTaHWs NOAYepPKMBANNCh LiBETOM 1 popMamn.® CTyaeH-
TaM NpUXoAMI0CH C 60eM MPOpPbLIBATLCS HA TeaTpasibHble MOCTAHOBKM —
6uneTbl 6N 04eHb JOPOTUMU, KYMUTb UX MOT/IN TOJIbKO H3MMaHbI.
Tonnow xoAnav B yHUBEPCUTET — Ha nekummn E.B. Tapne, Ha gucnyT A.B.
JlyHavyapckoro c mutpononntomMm A.M. BBeAeHCK1M, Ha ractposiv teatpa
B.3. Menepxonbaa.

MHTepecHb! 419 UCcnefoBaHNs UCTOPUM akagemMum AUNJIoMHble
paboTbl BbINYCKHMKOB. B cobpanmmn HUM PAX XxpaHsaTCa ABe AUNIOM-
Hble paboTbl 1926 roga Ha Temy «payka» — C.I. MeyeHeBON-Bacu-
ne.ckon 1 A.M. Mo4yteHHoro (MacTepckas A.E. KapeBa). OcTtanbHble
«lpaykm» B TOM rogy 6binn BbinonHeHbl K.®. AcaeBnd, A.T. bynblye-
BbIM, A.T1. FonybkmHom, M.M. ly6sHckown, U.B. JTanyckuHbim, J1.A. Jlep-
MaHoM 1 O.W. LlyxaHoBoW. B 1926 roay Ans nonyyeHuns kBanndukaumm
KaXKAbIV CTYAEHT MpefCTaBm OfHY 3aKOHYEHHYIO KOMMO3ULMIO U 3CKM3
Ha Temy «1925 roa». Tak, M.M. Ipy>XMHUHA BbINO/HNAA 3CKM3 «1925 FOA,.
JinkBnpaums HerpamoTHoCcTu», M.I1. HeBepoB — «B nnaBuibHe», a
H.M. CyHuO0Ba — «Ha rpaHuLe MOHroAnn. SKcneamumsa Ha AnTan. 1925
rofy. 3a4aHus 6biav AaHbl NPOPeKTOpPOM No y4ebHom YacTu B.B. bense-
BbIM: «@). HA MaCTEPCTBO: M306pakeHwe C HATypLLMKA B TPYyLOBOM Nose
(Ky3HeL, KaMeHLLMK, MIOTHUK, npayka); 6). Ha TBOPYECTBO — 3CKM3 Ha
Temy 1925 roa’». Mimerolleecs B cobpaHmnm HUM PAX nonoTHO «KameH-
LWMK» 1926 roAa, YmcnsLLeecs Kak paboTa HeM3BECTHOMO XYA0XKHUKA, Be-
posTHee BCero, nNpuHagnexuT knuctu KO.A. BacHeuoBa — byayuiero
TaNaHTIMBOr0 UKOCTPATOPa AETCKUX KHUT . (Temy «KaMeHLLMK» Takxke
Bbibpanu n 1. MBaHoB, b.A. Kpbinos, A.E. MopasunHoBa, M.IM. Hese-

poB, B.W. YnKoB.) B 1926 rofy no pacnopsikeHuto pektopa 3.3. DcceHa

cpasy Tpu kypca (1921, 1922 11923 rOA0B NOCTYMNEHNS) BbINN BbIMyLLEHbI
ycKopeHHo. CTyAeHTaM AaHbl CBUAETENbCTBA 06 OKOHYAHUM MHCTUTYTA
He 33 ANNIOMHbIe NPOV3BeAeHMS, a 3a «3aK0UYMTeIbHble paboThbl, Co-
CTOSILLME N3 3CKM30B M 3TIOA0B NOCAefHEeN MOCTaHOBKM IV Kypca Ha Ma-
CTepCTBO».

OpHa 13 3amMeTHbIX Guryp B nHcTUTyTe — K.C. MeTpoB-BoakuH,
[,0N1T0 pa3pabaTbiBaBLMA COBCTBEHHYIO CUCTEMY 0ByYeHMs. unaom-
Has KapTuHa «Yauua» E.B. biaroBeL,eHCKon ABASeTCs XapakTepHbIM
npumMepom 3agaHus leTposa-BoakmHa. Ero ctygeHtamm nomMmmo
E.B. bnaroseuieHckor n E.C. Anagxanoson 6binm E.K. OBeHbax u
H.M. CexnpuH, a Taioke E.C. FackeBuny, ydyeHnua A.P. 56epaunHka, 4o
akageMuu nocelasluas Wwkoay O6LecTBa NOOLPEHMA XYA0XKECTB.
B 1925 roay E.C. MackeBun4 Nosyynna CBUAETENLCTBO 06 OKOHYaHMUMN
WMHCTUTYTA 32 ANNIOMHYI0 paboTy «Purypa B nemnsaxe», nofapeHHyto
My3et0 B 2005 rofy nof HassaHuem «lpaykar. 3ta pabota rackesuny
6bl1a BbICOKO oueHeHa H.H. MyHWHbIM B cTaTbe «KOHKYpCHas Bbl-
CTaBka B AKafieMum XyA,0XKeCTB». [0 ero MHeHuIo, «PUrypy B nersaxe»
OT/INYAET «...XOPOLLUas XMBOMNCh; BbIBEPEHHOE YyBCTBO MOBEPXHOCTH,
4yTKOCTb K LiBETY, N03BONIAOLLAS AyMaTb 0 6oraTcTBe >XMBOMUCHOMO
MUPa, YNPaBASIOLLEr0 3TON PyKOnM»*O.

BnvigHue MeTpoBa-BoakmHa 66110 O4eHb BEIMKO, OAHAKO He BCe
pasfensanv yBepeHHOCTb B YHMBEPCASIbHOCTU METOAA «TPEXLIBETKMN: «Y
HUX, K COXaneHuto, 610 TONLKO TpU Kpacku. Bonpoc konopuTa otna-
fan, bbina KpUcTanbHas YMCToTa 3-X LBETOB: HE XXMBOMUCD, @ PUCYHOK
B peAenax KaAoro Lpeta — CKy4Ho 1 Gpanbmeonil. Ee npoTUBHUKOM
6bin1 v npodeccop A.E. Kapes, TpeboBaBLIMIA NUCATL LLBETOM, pa3busas
06bembl Ha LiBETOBbIE MI0CKOCTH. B akafeMmyeckom rasete nossmnnach
KapuikaTypa — [eTpoB-BoAKMH C TpexLBeTHbIM ¢p1arom BoccefaeTt Ha
TPOHe, Y KOTOPOro ManeHbkui Kapes NoANMAMBAET HOXKU.

OfHy 13 mactepckmx sen M.B. MaTiownH. OH coBeToBasi CMOT-

peTb Ha HaTypy NOA yrioMm 9o°. O6HaXKEeHHY MoAeb MMCaNN KOHT-

pacTHbIM K GOHY LIBETOM, & BOKPYT AeNann 06BOAKY «COeAMHSIOWMM




NPOMEXYTO4YHbIM LBeTOM». O6BOAKA bbla TONLMHOM B nanew, v wna

Ha BCex BHELLHMX KOHTypax. MaTtoLU1H FOBOPW O MCUXONOT MU MOAENN,
TpeboBas nepeaayn ee xapakrepa.

HekoTopble WTyAMK, B OTANYME OT HOMbLINHCTBA y4ebHbIX paboT
1920-X —Ha4ana1930-X roAoB, NOANMCAHbLI AaBTOPAMU. STO KOMMO3NLUK
A.A. Tpowwuyesa v E.M. Epumosa. Edrnmos pogmnnca 8 Cumbeponone,
noctynun Bo BXYTEVIH B AaHBape 1929 roga B Bo3pacTe TpUALATH JieT,
y4uncs B Mactepckon A.W. CaBnHoBa. B1931-M nepeBencst Ha oTAeneHne
KWNHO 1 C fiekabps Toro xke roga no geepasb 1932-ro MPOXOANIT Hempe-
PbIBHYIO MPOM3BOACTBEHHYIO MPaKTUKY Ha (Gabpuike «benrockMHoy.
B 1933 rogy, Nony4mB CeLmanbHOCTb XYAOXKHUKA-NOCTAHOBLUMKA, MOT
NPUCTYNUTL K CAMOCTOSATE/IbHOW paboTe, HO 151 3TOro 611 HE06X0ANM
CTaXk aCCUCTEHTA MOSIHOMETPAXKHOI O XYA0XKECTBEHHOrO UM HEMOTO
KWNHO. YCTPOUTbLCS MO CReLManbHOCTH OH He CMOT.

Ha obopoTe cBoero «<HaTtopmMopTan, CO3AaHHOrO eLLLe Ha 2-M Kypce
XKMBONMUCHOr O akybTeTa, EGMMOB, NOAYYMBLLMIM 3aiaHMe pa3paboTaTh
«10Ka/IbHbIM LiBET», HANMCA ITHOL, KEHCKOW FON0BbI. XONCT B Te rofbl 6bin
NCK/TKOYNTENBHO AOPOTUM, MO3TOMY XYAOXKHUKM YACTO MCNOMb30BANN U
ero 0bopOTHY0 CTOPOHY. B COBpaHmMm My3es XpaHSaTCs Takume xe ABYCTO-
POHHMe y4ebHble 3Toabl E.K. OBeHbax, B.H. MpowkunHa. CTyaeHTbl Ha-

4ana1920-X rofoB ro/loAani, YTobbl CKOMUTbL AEHLIMM Ha Matepuainbl.
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MpoTOKONbl 06X0A0B MAaCTEPCKMX B 1929 rofdy MO3BONSIOT He-
MHOrO OKYyHYTbCS B aTMochepy MHCTUTYTA. MNonHoe ofobpeHue nony-
YUY 3a4aHma B MacTepckon npodeccopa .10, Kucenmca. Boictynas
[0K1aA4YMKOM MO UTOram 1-ro Kypca, OH pacckasall, YTo «3agaq4amm 3Tio-
[10B M0 XKMBOMUCK SABNSNOCh U3YHEHWNE TEXHNKN MaTepuanos, n3ydHeHne
KPaCHOWM M CMHeW NannTpbl, AenCcTBMe CBETA Ha LiBeT.

3ajaver KpaTKOCPOUHbIX 3aaHuI (OAHA Heflens) Mo KOMMo3u-
LK — B ONpeAeNieHHbI pasmep BKOMMNOHOBATL TP GUrypbl, OTBEYas
Ha COBPEMEHHYIO TeMY TPYA, YBS3bIBAS KOMMOHOBKY GUIyp C IOTUKON
ctoxeTan*2. Kommccuns yTeepamna: cymTaTh BBeAeHVEe NOCTaHOBOK Ha
M3y4eHune OTAENbHbIX LiBETOBLIX FaMM BMOJHE Lies1ecoobpasHbIM. bbiia
yTBEPXAEeHA MeToAuKa MpenojaBaHns XuWBOMUCKU MNPoOpeccopos
A.A. PbinoBa n A.E. Kapesa (faBLuero CTyAeHTaM 2-ro Kypca 3aaaHme Ha
13yyeHuie JeNCTBUS CBeTa Ha 06beKT HabntoaeHNs). YHeHKam nocnes-
Hero pekoMeHA0BaNN yCUAnUTb paboTy Haf 3CKM3aMu. AKTUBHO 3aHU-
Masics 1 K1acc pucoBaHuMs Moj pyKoBoACTBOM npogeccopa B.E. Ca-
BUHCKOro. OAHOM 13 33434 ero MeTOANKM bbina «0CTPOTa BbISIBNEHMS
dopmbly. CTyAeHTam 1-ro Kypca, MMCaBLUMM 3TIOAbl FOMI0BbI U HATYPbI,
CaBWMHCKMI AaBan 3afilaHue «BbIAENNTb COHeTaHMe TOHOB U UX UMPY, a
He Jloka/ibHoe peLleHuen.

BbICOKYHO OLLEeHKY NMOAYy4MAN MeTOANYeCKMe yCTaHOBKM B.H. MeLwu-
KOBA, NperojaBaBsLLero Ha eKopaTUBHOM OTAe/IeHUN CTYAeHTaM 3-ro
Kypca, a Takoke npopeccopa A.M. CaBMHOBA, pyKOBOAMBLLErO paboTown
YHEHWNKOB 3-I0 Kypca Ha MOHYMEHTa/IbHOM OTAeNeHNN.

Meproa NpOTMBOPEYNI, NCKAHWUIN, IKCMEPUMEHTOB 1 CMOPOB
OKOHYaTeNbHO 3aBepLUNICA MPUHATUEM B 1932 rofy NOCTaHOB/IEHNS
Monutbropo LK BKM(6) «O nepecTporke nMTepaTypHO-XYA0XKECTBEH-
HbIX OpraHusaunny». NpeactaBuTenen TBOpYeCkMX Npodeccuin Ha-
Yanu 06beAnHATL B 06LLLECOI03HbIe OpraHm3aLnmn — Colo3 COBETCKMX
XYLOXHUKOB (MMcaTenemn, KOMNO3UTOPOB U T.4.). OHM 3aMeHnAn ne-
pecTaBLUMe CyLLLecTBOBaTb pa3HOO6Pa3HbIe XyA0XKeCTBeHHbIe rpynnu-
POBKMU.

B 1934 rofy cosgaHHyto B JleHMHrpage Bcepoccumckyto akaae-
MU0 Xy[I03KEeCTB BO3r1aBM MacTep XKnmsonucu U.1. Bpoackuni, yHeHmnK
M.E. PenvHa, BOCNUTaHHUK iIMNepaTopckon AKageMnm XyLOXKeCTB.

Hauvanocb akTMBHOEe GOPMUPOBAHME NEHUHIPALCKOW LUKOAbI
SKMBOMWCK. B ee coCTas BOLLIN MU3BECTHbIE XYAOXHUKM FO.M. HernpuH-
ues, B.M. OpelHunkos, A.H. Camoxeanos, E.E. MonceeHko, A.A. Mbl/ib-
HUKOB, A.W. lakTnoHoB, 3.M. ApwakyHu, .M. ErownH n mMHorune

Apyrue.
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IN 2012 AROOM DEVOTED TO THE MOST DIFFICULT PERIOD IN THE HISTORY OF
THE RUSSIAN ACADEMY OF FINE ARTS (RAFA) WAS OPENED AT THE INSTITU-
TION'S ACADEMIC RESEARCH MUSEUM. INTEGRATED WITHIN THE PERMANENT
DISPLAY TITLED "ACADEMIC MUSEUM", IT CAN ALSO BE VIEWED AS AN AU-
TONOMOUS SECTION. ALTHOUGH THE SURVIVING VISUAL EVIDENCE DOES NOT
AMOUNTTO A COMPREHENSIVEACCOUNT OF THE SINGULARAND DIVERSE LIFE
ATTHEACADEMY INTHE1920S, WHEN THAT INSTITUTION WAS HOME TO DIFFER-
ENTAND SOMETIMES MUTUALLY EXCLUSIVETRENDS, ITNEVERTHELESSWIDENS
OUR KNOWLEDGE ABOUT THIS PERIOD.

The Imperial Academy of Fine Arts was abolished by decree in April
1918, as a result of the liquidation of the Ministry of the Imperial Court,
to which the Academy reported. The former Academy came to be ma-
naged by the People's Commissariat of the Holdings of the Republic,
and from July 1918 by a department of the Holdings of the Republic at
the People’'s Commissariat of Education. The new authorities establis-
hed a Free Art School, replacing the previous Higher College of Arts,
which had existed under the old AFA's auspices since 1894.

In August 1918 the school changed its name to the state-run Pet-

rograd Free Art Educational Studios, and the old group of teachers was
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YELENA EVENBACH
(1889-1981)

HEAD OF A BOY. 1920
Qilon canvas. 70 x56.5cm
Aclass assignment

Kuzma Petrov-Vodkin's workshop

complemented with new arrivals such as Arkady Rylov, Alexander Savi-
nov, Alexander Matveey, Leonid Sherwood, as well as by artists belong-
ing to the"leftist” groupings such as A. Andreev, Nathan Altman, Mikhail
Matyushin and others. Syllabi and examinations were abolished, and in
autumn 1918 admission was granted to anyone interested. The special-
ists who would define the Studios' policies for four years — Nikolai Punin,
Nathan Altman, Alexei Karev and losif Shkolnik — championed freedom
of education and were opposed to any political pressure on the workings
of art.

In the first academic year broad powers were granted to the or-
gans of student self-government — to leading figures of the workshops
and painters, architects’, and sculptors'“curias”, and especially to a cen-
tral council, which became the Studios’ highest governing body, and in
whose activities the teachers did not participate. InJuly 1919 the council
was abolished and control of the school became the responsibility of an
Educational Council headed by a commissar appointed by the People’s
Commissariat for Education (Narkompros); its membership included
four professors and two students, with half of the members elected and
half appointed by the Studios, as well as two students affiliated with the
Communist Party or“adhering to the Soviet platform”. The Council dis-
tinguished itself by reqularly organizing shows of students' works, either
focused on a specific studio or including participants from across the

school.
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AN OLD WOMAN. 1919
Oilon carton. 51.5x35cm
Aclassassignment.

Vasily Shukhaev's workshop

On August 26 1919 the Board of the People’s Commissariat for Ed-

ucation issued an order transferring management responsibilities for the
Free Studios, as an institution of national significance, to the Moscow
Department of Visual Arts of the People's Commissariat for Education.
Nationwide reform of higher education was launched in 1920, and the
Petrograd Department of Vocational Training (Petroprofobr) won its bid
to take over management responsibilities for the school, effective from
March 21921. The Petrograd Free Art Studios were given a new name, the
Academy of Fine Arts, and its charter and curricula approved.

The Academy offered a three-year course of study, with four fac-
ulties and one remedial course for students without sufficient high-
school preparation. Only 45 students already studying at the Academy,
half of whom had been enrolled before the revolution, were allowed to
continue their education at senior level. The school recruited new teach-
ers of art and specialised subjects (the painters Grigory Bobrovsky,
Mikhail Dobuzhinsky, Osip Braz; the young artists Nikolai Radlov, Vasily
Meshkov; and former students from Dmitry Kardovsky's workshop), and
introduced the study of foreign languages. The school's “old-timers” in-
cluded Kuzma Petrov-Vodkin, Vasily Belyaev and Vasily Savinsky. Sculp-
tors were under the instruction of Ilya Gintsburg, Alexander Matveev,
Matvei Manizer, Vsevolod Lishev, Alexander Ulin and Vasily Kozlov. In
1922, for the first time in the previous four years, 12 students each from
the painting and sculpture faculties continued on to graduation proj-
ects. Soon classes were resumed in the studios of artists sympathetic
to theideas advanced by the proletarian educational-cultural organisa-
tions — namely, that a proletarian culture needed to be developed as a
counterbalance to the alien and outdated aristocratic culture.

Valuable paintings, art publications and prints which, given fears
of war, had been taken to Moscow on the Provisional Government's or-
ders, were returned to Petrograd in 1922. But the Academy's museum
was liquidated, with most of its exhibits taken to the Hermitage and the
Russian Museum. Unlike the museum, the library continued to operate,
hosting lectures and classes for students daily, from morning until

evening.
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The life of the arts in that period was very diverse. Shows arranged
by the Kuindzhi Society, the"Group of Individualists”, and the"Partnership
of Artists” featured works by painters who championed very diverse
styles: in 1921 the House of Arts hosted exhibitions of Boris Kustodiev,
Alexander Benois, Mikhail Dobuzhinsky and Isaak Brodsky. But the most
significant exhibition was a show of futurist and cubist artists sponsored
by thevisual arts department in the Myatlev House on St. Isaac’s Square,
organised by Altman and Punin. In1921a Museum of Artistic Culture was
created from that exhibition, and in1923 re-arranged into an Institute of
Artistic Culture, as a centre for innovative art scholarship.

One of the important events of the early 1920s was the public ex-
hibition of a model of the monument to the Comintern (Communist In-
ternational) created by Vladimir Tatlin, a painter, architect and
prominent proponent of Futurism and Constructivism, whose workshop
was located on the territory of a foundry in the campus of the Academy?.
The glass-and-steel monument was destined for Petrograd, and a model
made of ordinary materials was put on display in the Academy'’s building.
Tatlin's tower immediately provoked a wide range of reactions. Archi-
tects questioned the technical feasibility of this first constructivist proj-
ect: the"primary forms”inside the framework —a cube, a cylinder, a cone
— were to rotate non-stop within different sections of the structure at
different speeds. The tower was to house the chief offices of the Com-
intern, the supreme organ of the international workers' and peasants’
government, and a telegraph office. As a part of Lenin’s plan of monu-
mental propaganda, the tower was conceived as a synthesis of architec-
ture and sculpture intended to demonstrate a new type of monumental
structure combining artistic and utilitarian features. However, this in-
teresting idea was never realised.

The most influential trend in art at that time was Futurism.
The Russian Futurists'approach to cultural heritage was closest to that
of their Italian counterparts, who championed the "destruction of all
manner of cultural traditions”. Constructivism was prominent, too:
formed within the fold of Cubo-futurism, it took on a course of its own

quite quickly. Kazimir Malevich was the most illustrious proponent



VISSNY 40 SWNISNIN / (6€) €402 .2 / AHITIVO AOMVALIHL FHL

HEW3BECTHbIN XYA0XHUK
XX BEKA

MOrPY3KA. 1920-e.

XoncT, macno. 68 x99

UNKNOWN ARTIST

OF THE 20TH CENTURY
LOADING CARGO. 19205
Oilon canvas.

68x99Ccm

of non-figurative art of the era. Constructivist artists often spoke out

against the autonomy of the art of painting, arguing that not only did
modern culture not need it, but that it was detrimental to that culture’s
development.

The art of the 1920s had a strong focus on industrial processes,
which explains why work routines both at factories and plants and in the
field were frequent subjects in the period's artwork. Many subscribed to
the idea that painters, sculptors and architects were workers just like
those who laboured on industrial sites, forged steel or forested timber.
For some time exhortations to combine creative work with manual
labour were made through the press and in public debates, and artists
eulogised the"man of labour”, aestheticising his work. It is little wonder
that, ten years before the introduction of Socialist Realism, assignments
given to art students were dominated by subjects such as“A smelting
shop”,"At a factory”,"At a plant”.

A painting and drawing syllabus prepared in 1921-22 is of consider-
ableinterest. The compiler's name is unknown, but the programme was
obviously used in the educational process because the holdings of the
RAFA's Academic Research Museum include examples of corresponding
assignments. The creator of the syllabus carefully thought out all stages
of the educational process. Freshmen were to create still-lifes in blue, red
and yellow, modelling volumes with the palette of a specific colour scale.
This was followed by learning about inter-relations of colour scales in real
life: yellow and red objects against a blue backdrop, blue and yellow
against red, blue and red against yellow. The end-of-year assignment
was to depict a"head against a coloured background” exploring relations
between natural and artificial light. Second-year requirements included
“still-lifes with natural colouration (on different planes)”; a torso against
a flat, coloured background; a torso against non-flat objects; a naked
human figure against a coloured background;“a painting on an architec-
turaland sculptural surface (two-sided, vaulted, domed...)". In their third
year students were to choose a specialisation — monumental art, easel
painting, decorative or ceramic painting, or other kinds of painting. The
main tutor of the workshop would ask third-year students who had
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started anatomy drawing to depict two heads against coloured back-
grounds, and against non-flat objects; a group of subjects in clothes and
naked human figures in a landscape. The fourth-year curriculum in-
cluded the construction of a composition — students were to depict a
group of objects in a still-life; a naked human figure in motion; a human
figurein motioninalandscape. Finishing their course of study, the young
artists had to submit their works to competition.

The so-called Proletcult (Proletarian culture) ideas were becoming
more and more popular. Thus, a Proletcult advocate, professor Vladimir
Denisov, who often published opinion pieces in the press, pointed out
that there was a harmful disconnection between all kinds of visual art,
between"“pure art”and“applied art” - a disconnection, he believed, that
was a result of the corruption of culture in the old bourgeois world. He
believed that up until then, “the old system of instruction, replacing a
communication of objective knowledge with a subjective‘gut learning’
and aimed at raising‘priests of art’, had a detrimental effect on the for-
mation of creativity and the very lives of our artists”. The emergence of
new social classes called for the development of a new method of in-
struction, and the analytical method could be the correct one. According
to Denisov, modern teaching should be pivoted around disciplines based
on scientific data such as colour, texture, form and construction. Only
their synthesis would become the connecting link between all kinds of
art, and culture would restore its wholeness, producing a holistic and
compelling image of the era.

In 1922 the Academy was merged with the former School of Tech-
nical Drawing of Baron Stieglitz, and the new institution was called the
Petrograd VKHUTEMAS (the Arts and Crafts Studio of Higher Education).
According to the memoirs of one of the students (A. Gareva), in that year
the school for the first time had a competitive admission process, en-
rolling only 8o out of 300 applicants. “Most did not have the necessary
basic training in art and general subjects — it was substituted with rele-
vant business travel and solid letters of recommendation listing revolu-
tionary credentials or public activities. | believe such documents were
given significant weight in the admission process,’ she remembered?.
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Students lived in the Academy'’s building, and conditions were dire. The
premises did not have electrical lighting, which was provided only in Feb-
ruary-March 1923, and before that the rooms were lit with petroleum
lamps. The cold was especially hard to bear, and firewood was in short
supply in the city. People walked around in the dormitory wearing over-
coats, and all metal objects — the latches and clasps on windows — were
covered with frost. The stipend was 9 rubles 75 kopecks plus several kilo-
grams of bread and herring. Some students managed to supplement
theirincomes painting drinking glasses. In1923-24 stipends, the delivery
of which was handled by the students themselves, were paid in cash only
—18 rubles. Russia was a recipient of aid from the American Relief Ad-

ministration, and those who were lucky were granted vouchers for
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lunches with cacao. In1922 the school enrolled many followers of Male-
vich, who had arrived in Petrograd from Vitebsk in that year. They had
heated discussions with those who shared the ideas of Filonov, Tatlin
and Punin. There was an abundance of different clubs for Komsomol
members, with various societies for assistance to the revolution — stu-
dents were overburdened with public duties, some so much so that they
even found themselves lacking time to study.

In1925 the school had a new man appointed to the post of principal
— Edouard Essen, a graduate of the AFA and St. Petersburg University, a
nobleman and Communist under whose governance the Academy’s mu-
seum experienced a brief period of revival. Essen was eager to provide all
students with a good education, inviting excellent teachers to lecture in
advanced mathematics, optics, physics, chemistry, descriptive geome-
try, perspective and art history. According to Gareva's memoir, the school
was ironically called a"higher technical institute with artistic focus”. The
first-year curriculum, aimed at identifying students' talents, included all
the main fields of art — painting, sculpture and architecture. Students
were allowed to transfer from one faculty to another more than once.

Fyodor Maslov, who took over the reins from Essen in1929, led the
schoolinan entirely different direction. As principal of the Leningrad In-
stitute of Arts and Crafts, he shifted its focus towards technical and in-
dustrial elements of the programme. The educational museum, partly
restored to its former condition, was closed on Maslov's order, and its
collections handed over to different recipients, with many holdings sent
to the Museum Fund to be sold. Maslov himself went down in the Acad-
emy'’s history as a trouble-maker, and the term Maslovshchina became
synonymous with a period of wreckage and destruction of artwork and
the deliberate disorganisation of the art school itself. However, even a
cursory glance at archive documents reveals that Maslov was principally
a good executor who enforced the decrees issued by the Central Com-
mittee of the Soviet National Communist Party (of the Bolsheviks) and
directives of the People’s Commissariat for Education. The national au-
thorities decided that instruction at the school needed to contain exten-
sive internships on industrial sites, so in the early 1930s students were
required to spend most of the school year notin their studios or libraries,
but at plants and factories.

In1930 the VKHUTEIN (Arts and Crafts) institutes in Moscow and
Leningrad were restructured: the faculties of painting and sculpture
were transferred from Moscow to Leningrad, while that of book design
moved from Leningrad to Moscow. Maslov became the director of the
newly-formed Institute of Proletarian Visual Art, and one of his main ob-
jectives was to recruit students with working-class backgrounds: the
school set up daytime and evening preparatory courses in painting and
sculpture for workers, with a course duration of three years. Young work-
erswho completed these courses were enrolled at the Institute without
entrance examinations.

In July 1931 a restructuring plan for the school was approved, and
the faculties were re-arranged to match different sectors of industry. A
new system was introduced: design for daily life (painting and sculpture),
guidance of amateur art activities (art education and guidance of ama-
teur clubs), design for spectacles for the masses (theatre, cinema, and
design for mass entertainment). All this amounted to a radical change
in existing methods. From surviving documents one can conclude that
the Board of Vocational Training told Maslov to focus on training future
designers for industrial sites. When famous artists and art historians
learned about the destruction of the museum'’s exhibits and objected to
such developments, they began to publish anxious comments in the
press. A municipal commission reviewed the Institute’s performance in
July1932 and dismissed Maslov from his post as director. In the same year
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the institution changed its name yet again, to LINZHAS (Leningrad In-
stitute of Painting, Architecture and Sculpture), and the former vice-prin-
cipal for academic affairs, Alexander Matveev, was appointed as
principal. On October 111932, a decree"On the Creation of the Academy
of Arts"wasissued, and in1934 llya Repin’'s former student Isaak Brodsky
assumed control at the Russian National Academy of Fine Arts in
Leningrad.

The overwhelming majority of young artists of the 1920s and early
1930s did not leave a mark in the history of art. Graduates of the Acad-
emy found employment in schools and clubs for young pioneers and
abandoned creative work, which could not provide them with a living.
The social composition of the student body was diverse, as was the de-
gree of the students’ preparedness. Matriculants included discharged
army conscripts, former students of art schools and colleges and the So-
ciety for Encouragement of Arts (which merged with the Academy), as
well as very young female graduates from the gymnasia. Not all those
who enrolled made it to graduation — a process of “weeding out” would
take place periodically, and some students were expelled on account of
their family background.

At the very beginning of the 1920s Soviet education was domi-
nated by an “objective method” of teaching, which lasted more than a
year. One group of professors was assigned to the painting workshop,
another to the drawing workshop. Reviewing students’ works as they
walked between them in the class, they commented on each work. Ac-
cording to one of the students A.P. Golubkina, their opinions were always
atvariance with each other, which confused students. Having passed an
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examination in moulding, she joined the general education group and
studied under Konstantin Gorbatov for some time. Golubkina’s choice of
Gorbatov's workshop was intentional since she admired his mastery of
colour and regarded him as a very fine lyrical painter. In their third year
Golubkina’s class was taught by Vasily Belyaev, “a good and experienced
leader” who, however, worked “in the old fashion”. These young people
wanted something new: “The Russian Museum had already opened its
section of new art with a wide variety of works by Mashkov, Petrov-Vod-
kin, Chagall, Altman and others. Filonov was already speaking up and
introducing his manifesto about'made paintings’, of which'each ought
to be like the Hagia Sophia’; Tatlin, using astonishingly economic lines,
was imparting intense motion and volume to figures; a museum of New
Visual Creativity was opened. Exhibits in the museum sometimes bor-
dered on the scandalous, and the artists logically ended up as they
should have: walking all the way from a painting to a white primed can-
vas recognised as the supreme achievement in painting, and in sculp-
ture, ending up with a gypsum cube. In spite of the weirdness of many
artefacts, experimentation in painting was taking place. It was clear that
thisart was the product of brainwork alone, not something flowing from
the heart, so it was also clear that everything unnecessary would be
swept away."

Filonov visited the workshops from time to time, and some stu-
dents left their teachers and joined him."We sometimes got to see them
—theirtrousers patched all over, they looked haggard, with a vacant look
in their eyes. They were creating ‘paintings per se'. It was impossible to
get into Filonov's studio — everything done there was shrouded in mys-
tery. There was an expectation of public shows. The exhibition of the
artists from Filonov's circle puzzled us. We respectfully looked at their
huge compositions adorned, with pinpoint precision, with little cubes,
sometimes little houses and abstract trees. This was a labour involving
huge expenditures of human energy, and completely useless to boot.”®

What interested the students in the early 1920s? On Sundays they
visited the Hermitage, “... discussed the great masters' techniques and
literally sniffed the pictures. Many were avidly reading books on art."®
Poorly educated youngsters from the provinces discovered magazines
such as“Mir Iskusstva” (World of Art), “Apollo” and “Zolotoe runo” (The
Golden Fleece). In the evenings, after drawing classes, they went to the
Academy’s library to study drawings and prints. After the Academy’s li-
brary was closed, senior students patronised the excellent library at the
Institute of Art History on St. Isaac’s Square."Viewing pieces by the 20th-
century French artists, which was the purpose of our travels to Moscow,
where the Morozov and Shchukin galleries were then open, made us
think about painting in pure tones, about the influence of additional
tones, about brushstrokes. Our pieces had a lot of black in them, and this
obviously negative feature of artwork passed unnoticed, our teachers
did not react to it in any way. The phrase ‘colour scheme’ was not used
at all for some reason.”

With the arrival of a new professor Alexei Karev, by reputation an
artist looking for new ways, many young people enrolled in his class. An
admirer of 20th-century French art who used its achievements in his
own creative practice, Karev was keenly sensitive to the art of painting,
loved Titian and Korovin, and talked about colour schemes. The students
listened but could not apply anything in practice — this was the result of
their lack of knowledge and experience, and insufficient education. A.P.
Golubkina remembers: “Artists affiliated with the Association of Artists
of Revolutionary Russia [AARR] would come as well. They said we ought
to follow Arkhipov, Malyavin, Levitan. There was no talk yet about So-
cialist Realism. They spoke about the art of the revolution. We listened

to them and shared with each other our impressions —'a thing of the
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past’... The AARR artists failed to persuade the majority of the students.
We were for realism but needed it in new forms... The home-grown'left-
ies' displayed at the Museum of Modern Art, then situated in the Myatlev
house on Isaakievskaya Square, held no appeal for us, and sometimes
seemed insulting. We did not need them. We were captivated by the
French. The simplicity of the realism of [Albert] Marquet, with his syn-
thesising lines against the backdrop of the shimmering pearly-grey
colour caused us to stop in front of his compositions. Renoir's techniques
with his shine-through varnishes, Claude Monet's light... Van Gogh's let-
ters were like a prayer, you could wake up in the morning and fall asleep
at night with them. The magic of Russian icons of the 15th century en-
chanted us with their inimitable colour scheme and wholeness of linear
and colour composition — with the entire appearance of the picture
where the artist's impact on the viewer was equivalent to the artist’s
concept.®

Theyoung people were interested in contemporary poetry and lit-
erature as well. When llya Ehrenburg read from his novel “The Love of
Jeanne Ney" at the Conservatory, the crowd was so big that the police
had to be called. Vladimir Mayakovsky gave readings. At the Institute of
the Culture of Painting Tatlin produced a performance based on Velimir
Khlebnikov's “Zangezi", attempting to translate Khlebnikov's verse into
the language of colour. Tatlin himself read out the verse standing on the
choir balcony, while several of his students, standing in the stalls, re-
peated thelines. The design of the"spectacle” consisted of cords and wire
used to lift planes of different forms and colours, conveying and high-
lighting combinations of sounds with colours and forms®. Students had
tofight theirway into theatres since tickets were very expensive, afford-
able only to the beneficiaries of the Soviet New Economic Policy (NEP);
they flocked to the university to sitin on Yevgeny Tarle's lectures, to listen
to a debate between Anatoly Lunacharsky and Metropolitan Alexander
Vvedensky, to watch the touring performances of Vsevolod Meyerhold's
company...

Some examples of the graduates’ projects give a vivid illustration
to the history of the Academy’s education. The collection of paintings at
the RAFA's Academic Research Museum includes two graduation proj-
ects accomplished in 1926, both titled “A Laundrywoman”, and com-
parison of them is of interest — one is by Sofia Pecheneva-Vasilevskaya,
while a graduation project on the same theme was accomplished by
Alexei Pochtenny (who was in Karev's workshop). Other “Laundry-
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women”in that year were painted by K. Asaevich, A. Bulychev, A. Gol-

ubkina, M. Dubyanskaya, I. Lapuskin, L. Lerman and O. Tsukhanova.

In 1926, in order to receive a degree every student had to submit a
finished composition and a sketch on the theme"Year1925". Forinstance,
M. Druzhinina created a sketch "1925. The Eradication of llliteracy”,
M. Neverov —-“In a Foundry”, N. Suntsova —"On the Border of Mongolia.
Expedition to the Altai. 1925". The assignments were given by the vice-
principal for academic affairs V.Belyaev as: “a) test of craftsmanship:
drawinga sitterin a process of labour (blacksmith, bricklayer, carpenter,
laundrywoman); b) test of creativity: a sketch, theme —'Year 1925". The
1926 piece called A Stonemason”, held at the RAFA's Research Museum
and attributed to an unknown artist, was in all likelihood the work of
Yury Vasnetsov, a student who would become a talented illustrator of
children's books (the stonemason theme was also chosen by G. lvanov,
B. Krylov, A. Mordvinova, M. Neverov and V. Chizhov). In1926, on the or-
ders of the dean, three groups of students (enrolled in1921,1922 and 1923)
were graduated together ahead of schedule. The students were granted
diplomas not for their graduation projects but for“final projects consist-
ing of drafts and sketches of the fourth-year last composition for the
craftsmanship test”.

One of the school's prominent personalities was Kuzma Petrov-
Vodkin, who spent much time developing his own teaching system. Yev-
genia Blagoveshchenskaya's graduation project “A Street” is typical of
assignments given by Petrov-Vodkin. In addition to Blagoveshchenskaya
and Yelena Aladzhalova, the artist's students included Yelena Evenbakh
and Nikolai Sekirin, as well as Alfred Eberling’s student Yekaterina Gaske-
vich, who, before the AFA, had attended a school run by the Society for
Encouragement of Arts. In 1925 Gaskevich received a document about
the completion of the course of study at the school for her graduation
project “A Figure in a Landscape”, gifted to the museum in 2005 under
the title "A Laundrywoman”. Gaskevich's piece was highly praised by
Nikolai Punin in his article“The Competition Exhibition at the Academy
of Fine Arts" "A Figure in a Landscape” was distinguished by"“... a solid
painting skill; a balanced sense of surface, sensitivity to colour suggest-
ing the richness of the inner world governing this hand"©.

Although Petrov-Vodkin's influence was considerable, not every-
one shared his certainty about the universality of the “three-colour
method” "Unfortunately, they had only three pigments. Colour scheme
was no longerimportant, there was a crystalline purity of three colours:
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not painting but drawing within the limits of every colour — boring and
laboured** The opposition to the method was also shared by Karev, who
demanded that the students paint with colour splitting up volumes into
colour planes. The AFA's newspaper printed a caricature — Petrov-Vodkin
with a tricoloured flag sits solemnly on a throne whose legs are being
sawed away by Karev, who was depicted as a dwarf.

One of the workshops was headed by Mikhail Matyushin, whose
advice was to examine nature at a 9o degree angle. Naked bodies were
portrayed with colours in contrast with the background and their silhou-
ettes were traced with a“linking half-by-half colour”. The tracing lines,
finger-thick, were present on all external contours. Matyushin talked
about the psychology of the sitter and demanded that the sitter's char-
acter be revealed.

Unlike most class assignments produced in the 1920s and early
19305, some studies are signed by their creators, including A. Troshichev
and Yevgeny Yefimov. A native of Simferopol, Yefimov was admitted to
VKHUTEIN in January 1929 at the age of 30 and studied in Savinov's work-
shop. In1931 he transferred to the department of cinema and in Decem-
ber1931-Feburary 1932, without a break, worked as an assistant at the
Belgoskino film studio. In 1933, with a degree in motion picture design
under his belt, he was qualified to make an independent project, but only
if he had also had experience working as an assistant in a film crew of a
full-length feature or silent film, but he could not find a job to match his
degree. Yefimov, tackling an assignment to develop “local colour”, made
a sketch of awoman's head on the reverse of a still-life he had created as
an intermediary student at what was then the painting faculty. Canvas
was exorbitantly expensive then, so artists often made use of the reverse
side. The museum holds similar double-sided sketches made by the stu-
dents Yelena Evenbakh and Viktor Proshkin. In the early 1920s the stu-
dents starved themselves in order to save up for painting supplies.

Workshop inspection records compiled in 1929 afford a glimpse of
goings-on at theinstitution. Assignments in professor Kiselis's workshop
were fully approved. Presenting an oral report summarising the first-year
course experience, he said that"the objective of painted sketches was to
explore the techniques of different media, the red and blue colour gamut,
and the impact of light on colour. The short-term (one week) assign-
ments on composition were to fit three figures into a certain space, re-
sponding to the modern theme of labour and matching the arrangement
of the figures with the logic of the narrative 2 The commission decided
that assigning compositions for exploration of an individual colour
gamut was quite appropriate. The methods of teaching painting devel-
oped by professors Rylov and Karev were approved (Karev gave sopho-
mores assignments to explore the impact of light on an object of
observation). It was recommended that Karev's students put more effort
into sketching. Energetic efforts were also applied by students in the
painting class mentored by professor Vasily Savinsky, who set the goal
of "keenly identifying forms”. Freshmen who studied painting under his
tutelage and sketched heads and human figures were given an assign-
ment"“to highlight combinations and interplay of tones, rather than local
colour solutions”.

Good ratings were given to the educational guidelines developed
by Vasily Meshkov, who taught third-year students at the decorative de-
partment, as well as the educational guidelines of professor Alexander
Savinov, responsible for third-year students at the monumental art de-
partment.

The period of disagreements, explorations, experimentation and
debate came to an irrevocable close in 1932, when the Politburo of the
Central Committee of the Communist Party adopted the directive “On
Restructuring Literary and Artistic Organisations”. Those who were in-
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volved in the creative and artistic professions began to be congregated
into national organisations, like the Union of Soviet Artists (or Writers,
or Composers, etc.), which replaced the numerous artistic groupings
that had previously existed.

In1934 Isaak Brodsky, who two years earlier had become a profes-
sor at the Institute of Painting, Sculpture and Architecture, rose to lead
the Leningrad branch of the Russian National AFA. It was the beginning
of the formation of the Leningrad school of painting, which would later
became famous and include such prominent artists as Yury Neprintsev,
Viktor Oreshnikov, Alexander Samokhvalov, Yevsei Moiseenko, Andrei
Mylnikov, Alexander Laktionov, Zaven Arshakuni, German Yegoshin,
Vladimir Vetrogonsky and many others.
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