Bonrorpaackum mysem
M306pa3uTenbHbIX UCKYCCTB

TatbsiHa [loanHa

Vicmopus Bonzoepadckozo my3esi u306pazumesibHbIX UCKYCCMB HA4a1ach 8ec-
Hol 1960 200a, koeda MuHucmepcmsom Kynbmypsl PCOCP 6b151 us0aH npuka3

0 co30aHuu 8 CmanuHepade Xxy0o)xeCmBeHHO20 My3es.

Tak 4epe3s

25 nem nocne oxkoH4aHus Benukol OmeyecmseHHoU B0UHbI 8 20pode-2epoe
B8HOBb nossuscsa My3eli uckyccms. OH 6bin1 c030aH CMAPAHUAMU HAWUX
XyOOXKHUKOB NPAKMUYyecKU Ha Nycmom mecme, maxk kak CmanuHepadcKasa Kap-
MUHHAA 2a/iepes, OMKpPbIMas He3a00120 00 8olHbl, 8 1938 200y, ceopena so
BpeMs x)ecmokux bombexxek 2opoda 8 asaycme 1942 2o0a.

OXpaHMUBLUMIACA KaTanor rasne-
pen, nsaaHHbln B 1941 rogy,
HEeBO3MOXHO MNepenuncTbiBaTb
6e3 6onu. W.E.Penun, B.N.Cypu-
koB, A.A./BaHoB, K.A.KoposuH, N.K.AliBa-
3oBckuin, N.M.JleeutaH, B.[.NMoneHos...
JlecATKN MMeH M3BeCTHbIX MacTepoB oTe-
YeCTBEHHOIO MCKYCCTBA, COTHU Npon3Bese-
HUIA, KOTOPble Mbl YXKe HUKOTAA He YBUANM.
OcHoBy KonneKuMW HOBOro My3es
COCTaBWUAV NPOU3BEAEHNA, NepeaaHHble 13
KpynHenwmx My3eeB cTpaHbl. /13 Tocyaap-
ctBeHHoro Mctopuyeckoro Mysea nocty-
nun «MopTpet EkatepuHbl [1» A.NM.AHTpono-
Ba, «}KeHckuin noptpe™ B.A.TponuHuHa,
«BeuepuHka y npukasuuka» J1.1.Cono-
MaTKUHa, MpOU3BeLEeHNA HapOAHOrO
WCKyCCTBa, rpaBtopbl. [ocysapcTBeHHbIN
Pyccknin mysein nepepan CKynbnTypbl
E.AJ1aHcepe, A.C.Tony6kuHon, K.b.PacTpen-
nn, N.A.TnHcbypra, ®.N.LLy6umHa, M.K.Knoa-
Ta, nensaxu «PabuHa» N.U.ILnwknHa n
«Bug Mepycanuma» M.H.Bopobbesa, Kap-
TuHbl «B KpbiMy» K.A.KopoBuHa n «Ha
crpaxe» A.A.PbinoBa, 3tioabl A.U.KynH-
ok, B.E.MakoBckoro, pucyHku 1 rpasto-
pbl PYCCKUX XyAOXHUKOB, tapdop, npo-
n3BefeHNs HapoAHOro NCKYCCTBA.
MepepaHHble n3 locyaapcTBeHHO-
ro SpmwuTaxa runcoBble CHenku c
aHTUYHOW CKYNbNTYpbl N KapTUHbI ron-
NaHACKUX, HeMeLKuX, ¢paHLy3CKux,
thnaMaHACKUX XYyAOXHWKOB COCTaBMAN
Aaapo Oyayuiero paspena 3apybexHoro
MCKyccTBa.

B.E.MAKOBCKUN < Vladimir MAKOVSKY

Jesywka

c s2o0amu. 1873
Xoncr, macno

68 x 45,5
®parmeHT

Girl with Berries.
1873

Qil on canvas
68 by 45.5 cm
Detail

3HauuTenbHble MNOCTYMEHUA U3
MaBnoBcKoro ABopua-My3ea AOMOAHUAN
3KCNO3UUMI0 My3es MpOU3BeeHUAMU
K.N.bpronnosa, B.A.MNMoneHosa, A.lN.boro-
nobosa, H.N'YepHeuoBa. MpounsseaeHns
N.K.AnBasosckoro, A.llBapHeka, H.AA.AHg-
peeBa, ogoptbl B.A.CepoBa, pucCyHKMU
®.ABacunbeBa, B.3.bopucosa-Myca-
ToBa nepeaana B CTanvHrpagcKuin myseit
locynapctBeHHaa TpeTbAKOBCKas rane-
peA. U ewe coTHM nponsBeaeHUIn NOCTy-
nuan B My3seil u3 locyaapcTBEHHOrO
My3es K306pa3suTeNbHbIX WCKYCCTB WM.
A.C.MywkunHa, My3sesa-ycagbbbl «Kycko-
Bo», [ocynapcTBeHHOro My3es 3THOrpa-
¢un HapogoB CCCP TlocysapcTBeHHoro
My3es BOCTOYHbIX KynbTyp, M3 (oHA0B
MuHucrtepera Kynbtypbl PCOCP.

B 1963 roay Bonrorpaackuii Mysei
1306pa3unTeNbHbIX UCKYCCTB OTKpbIacA
ana nocetutenen. Konnekuus myses
NMOMNoNiHANAch B TEYEHUM MOC/eAYLNX

A.K. CABPACOB
Pacnymuya. 1894
Xoncrt, Macno
625 x 79,5

Alexei SAVRASOV
Bad Roads. 1894
Oil on canvas
62.5 by 79.5 cm

M.H. BOPOBbEB
Uepycanum. 1849

Xoncr, macno. 83 x 133

Maxim VOROBIEV
Jerusalem. 1849
Oil on canvas

83 by 133 cm

NPOEKT

3o0JioTaqd
KapTa

poccun

net. MpousseseHnsa npuobperanucb Ha
BbICTAaBKaX, B YaCTHbIX KOJNEKUUAX,
nepegaBanucb U3 MuHuctepcTea Kynbry-
pbl. MHOrMe npon3BeaeHUA nocTynanu B
aap.

Tak, B 1961 n 1965 ropaax ot
Jasupa [dasugosuua bypntoka 6buin
nosilydeHbl YeTblpe PUCYHKa U [iBa XMNBO-
NUCHbIX npou3BeaeHns - «LiBeTbl Ha
6epery mopsa» u «opTtper H.Yepkaco-
Ba» - nosgHero, 3apybexxHoro nepuoga
TBOPYECTBA XYLOXHWUKA, MOYTU He npea-
CTaB/IEHHOTO B OTEYECTBEHHbIX cobpa-
HUAX.
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The Volgograd

Fine Arts Museum

Tatyana Dodina

In Spring 1960, the Russian Ministry of Culture decreed that an art museum should be recreated in the
hero city of Stalingrad. The original Stalingrad picture gallery, opened on the eve of the war in 1938, had
been totally destroyed in the bombing of August 1942; leafing through the surviving gallery catalogue,
published in 1941, one is overcome by pain and regret. Repin, Surikov, Ivanov, Korovin, Aivazovsky,
Levitan and Polenov are but a few of the eminent Russian artists whose works had been in the old
Stalingrad gallery. Hundreds of works of art by dozens of outstanding Russian and Soviet painters were

gone forever.

hus, faced with the task of creating

the new museum, the artists of Stal-

ingrad had to start afresh. The main

body of the collection was made up
of works donated by some of the country’s
largest museums. The Historical Museum
sent Antropov's “Portrait of Catherine II”,
Tropinin's “Portrait of a Woman”, Solo-
matkin’s “Evening at the Shopkeeper’s” and
a number of pieces of folk art and engrav-
ings. The Russian Museum donated sculp-
tures by Lansere, Golubkina, Rastrelli, Gins-
burg, Shubin and Klodt, Shishkin's “Rowan
Tree” and Vorobiev's “View of Jerusalem”,
Korovin's “In the Crimea” and Rylov's
“Standing Guard”, sketches by Kuindzhi and
Makovsky, and drawings and engravings by
various other Russian artists as well as
Russian china and folk art.

Thanks to the Hermitage, the muse-
um acquired plaster casts of ancient sculp-
tures and a number of Dutch, German,
French and Flemish paintings which
formed the main part of the museum’s For-
eign Art section. From the Pavlovsk Palace
Museum came painfings by Bryulloy,
Polenov, Bogolyubov and Chernetsov. The
Tretyakov Gallery offered the Stalingrad
Museum canvases by Aivazovsky, Varnek
and Andreyeyv, etchings by Serov and draw-
ings by Vasiliev and Borisov-Musatov. Hun-
dreds of other donations were received
from the Pushkin Fine Arts Museum, the
Kuskovo Estate Museum, the Museum of
Ethnography of the Peoples of the USSR,
the Museum of Eastern Cultures and the
Russian Ministry of Culture.

Stalingrad was renamed Volgograd in
1961. In 1963, the Volgograd Museum of
Fine Art was opened fo the public. Since
then, the museum’s collection has contin-
ued to grow. Works were purchased at exhi-
bitions and from private collectors; others
were donated by the Ministry of Culture or
private individuals. One of the first private
donations came from the artist David
Burlyuk. In 1961 and 1965, he gave the
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M.M.KOHYAIOBCKUI
OKHo.

banaknasa. 1929
XoncT, Mmacno

107 x 90,5

Pyotr KONCHALOVSKY
Window.

Balaklava. 1929

Qil on canvas

107 by 90.5 cm

museum a selection of works from his later
years: four drawings and two oil paintings,
“Flowers on the Sea Shore” and the “Portrait
of N.Cherkasov”. Burlyuks final years were
spent abroad, and this period is barely rep-
resented in Russian museums.

In 1980, the widow of the Moscow art
collector Kasimir Arning left the museum 38
paintings by Russian and foreign artists.
Nina Arning-Zaitseva was originally from
Tsaritsyn, as Stalingrad was known until
1925. Thanks to her generosity, the muse-
um acquired works by Fyodor Alekseyev,
George Dawe, Vladimir Makovsky, Mikhail

Poccumn

Larionov, Nikolai Roerich, Philip Malyavin
and Konstantin Gorbatov. These were
restored and added to the existing sections,
enriching and expanding them.

In the 1960s and 1970s, the Vol-
gograd Museum held a number of exhibi-
tions of works by well-known Soviet artists,
thereby acquiring some wonderful paint-
ings by Alexander Samokhvalov, Vladimir
Ivanov, Pyotr Ossovsky and Pyotr Kon-
chalovsky.

The collection is still growing today,
with new works by local artists forming an
important part of this treasure trove. Alto-
gether, the Volgograd Museum now possess-
es over 6,000 works.

From its very outset, the museum has
played a vital role in the cultural life of Vol-
gograd. Besides organising exhibitions, it
holds talks and lectures on art for children,
and in recent years has also offered educa-
tional events for students and art teachers.

AANNACTOB Arkady PLASTOV
Jesouka 8 cuHem Girl in Blue
niamke. 1963 Kerchief. 1963
KapTtoH, macno Oil on cardboard
®parment Detail

B 1980 roay no 3aBelyaHuio BAOBbI
MOCKOBCKOro KonnekuumoHepa K.®.Ap-
HUHra, HuHbl AnekcaHapoBHbI ApHUHI-
3anueBoii, ypoxeHKn ropoaa Lapuubl-
Ha, B Bonrorpaackuii myseit nzo6pasu-
TeNbHbIX MCKycCTB noctynuno 38 npo-
N3BeAEHUI PYCCKUX U 3apybexHbIX
XyAOXHWKoB. bnarogapa atomy wepapo-
My fapy My3eiiHas Konnekuua obpena
npoussegeHns ®.A.Anekceesa, [.[oy,
B.E.MakoBckoro, M.®.JlapnoHoga, H.K.Pe-
puxa, ®.AManasuHa, K.W.Topb6aTosa.
Mocne pecTtaBpauuMy OHW BOWAM B
MOCTOAHHYIO 3KCNO3MLMIO, AOMOAHWUAN U
pacwmpunmn yxe nMmeloLimMeca pasgensi.

B 60-70-e roabl Bonrorpaackuii
My3e/i OpraHu3oBan pAj  BbICTaBOK
M3BECTHbIX COBETCKUX XYAOXHWKOB, B

B.ENOMKOB a Viktor POPKOV «
Maiickui May Celebrations. 1972
npa3oHuk. 1972 Oil and tempera

Xoncr, Macno, TeMnepa on cardboard

140 x 190 140 by 190 cm

pe3ynbTaTe KOTOPbIX B KOMIEKLUNIO BOLIN
3aMeyvaTenbHble nonoTHa A.H.Camoxsano-
Ba, B..MBaHoBa, [.MN.KoHuanosckoro,
M.M.OccoBckoro u ap.

AKTBHOe nononHeHue (OHAOB, B
TOM yucie paboTaMu MeCTHbIX aBTOpPOB,
Npofo/MKaeTCcA M B HacTosliee BpeMs.
O6uee YnCN0 XpaHALMUXCS B My3ee Npo-
n3BeJeHNI NPeBbICUIIO LWeCTb ThiCAY.

C nepBbIX €T CBOEro CyLecTBOBa-
Hus Bonrorpaackuii myseit nszobpasu-
TeNlbHbIX MCKYCCTB Urpan 6onbLuyio posib
B KYNbTYPHOW XW3HU ropoaa. Hapsay c
BbICTaBOYHOW eATeNbHOCTbIO OH aKTUB-
Ho paboTaeT B 06/1acTM 3CTETUYECKOrO
BOCNUTaHUA peTtelt. B nocnegHume rogbl K
TPaAULMOHHON [eTCKON ayautopumn
npubaBunacb CTyaeHYecKas MONOAEKb.
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Co6panme Unbm MawkoBa

Bonzoepadckuli Myseli usobpaszumesnbHbIx UCKyccms npedcmas/isiem 8 npoekme «3o010mas kapma Poc-
cuu» cobpaHue npou3sgederuli nbu MisaHosuya Mawkosa, Xy00KHUKGA, C UMeHeM KOmopo20 CBA-
3QHbl HAWU NpedcmasieHus 0 CMeJIoM HOBAMOPCMBe PyCCKO20 UCKyccmaa Hayana XX seKa u o senu-
KoJ1IenHbIX HAM0OPMOPMax, CMaswux Kaaccukoli omeyecmseHHoU xusonucu. 3ma KoaneKyusa Hacyu-
mbisaem 38 xusonucHbix u 60 epaguyeckux npoussedeHull, oxsambisaem HYembipe decssmuiemus u
0aem B03MOXXHOCMb Npociedums maopyeckuli nyms Mawkosa om nepsbix yyeHuYecKux pabom 0o sep-

WUH Macmepcmsa.

1964 romy, yepes rop nocne

OTKPbITWA My3eA AndA nybavKu, B

Hero yepes [lMpeKumio xynoxe-

CTBEHHbIX BbICTaBOK M NaHopam

6blnM NepefaHbl HaTOPMOPT «YepeLwHsa»

(1939) n «HatiopmopT Ha cuHeM coHe»
(1930-e).

B 1967 rogy y BAOBbI XyAOXHUKA

Mapbu MBaHoBHbI MalukoBoi npuobpe-

TeH nemnsax «HoBoaeBMYMIN MOHACTbIPb»

Hosodesuyuli
MOHacmbIpb.
1912-1913
Xoncr, macno
93 x 120

Novodevichy

Convent. 1912-13

Qil on canvas
93 by 120 cm

pa3gena TBopyecTBa M.MawkKoBa B Halwen
KONeKuuu.

B 1976 rogy B Bonrorpagckom
My3ee M300pasuTeNbHbIX  WCKYCCTB
coCToAnacb BbICTaBKa MpPOU3BEAEHUN
N.MawkoBa, rge Hapsgy C My3elHbIMU
3KCMoHupoBanvMcb U paboTbl, XpaHWB-
limeca B MacCTepcKoun XyaoxHuka. Mocne
3TOro B My3ei MOCTYyNWAWN KapTUHbI, CO3-
naHHble B 1930 roay B craHuue Mu-

TMopmpem xyOoxHuKa »
AW.Munbmana. 1916-1917
Xoncrt, macno. 167,5 x 1425

Portrait of the Artist »
Adolf Milman. 1916-17
Oil on canvas

167.5 by 142.5 cm

npousowno B 1984-1985 ropax, nocne
cmeptn M.M.MawwkKoson.

Y ee HacnegHVWKoOB My3el Kynun
HaTtopMopTbl KoHua 1930-x rogos 1 6onb-
LIoe KONNYeCTBO PWUCYHKOB: MOpTpeTHas
rpaduka 1920-1930-x rogos, wTtyaun
06HaxeHHO HaTypbl.

Cobupaa pabotbl Vnbn Mawkosa,
Mbl MPOABWUAW WHTEpeC KO BCeMy Hacle-
ANo XyAoXHUWKa. Tak B My3ee OoKasanucb
He TONIbKO NPOV3BEeAEHNA «MUXalIOBCKO-
ro» nepuoAa, HO N He BbI3bIBaBLUNE IHTY-
31a3Ma y KOJUIeKLMOHEPOB TeMaTuyecKme
HaTIOpMOPTbI, NPOM3BeAeHUA TaK Hasbl-
BaeMOI «KypoOpTHOI» cepuun, KapTuHbl U
PUCYHKM BOeHHbIX NieT. OHW npeacTaBnsatoT
Majion3BecTHble CTOPOHbl  Hacneama
MacTepa, KOTOPbIA LIMPOKOW ny6auke
M3BeCTeH KakK OAMH W3 ocHoBaTeneMn
obbeauHeHna «bybHOBbIN BaneT.

Bonrorpaackuii mysein usobpasu-
Te/IbHbIX UCKYCCTB He Cy4aiHo obpatun-
cA K /.MawKoBy, YbA }M3Hb 1 TBOPYECTBO
cBA3aHbl ¢ MockBow. OH poannca B Kasa-
ybei cTaHuue MwuxaiinoBcKoit, obnactu
Boiicka [loHcKoro, HbiHe YpronuHcKoro
pavioHa Bonrorpaackoi obnactu. Yke B
paHHeM Bo3pacTe y MaluKoBa NposBUANCH
cnocobHOCTU K 1300peTaTenbCTBY U pUCo-
BaHu0. Ho Hu cTaHnua Muxannosckas, Hu
NpoBUHLMaNbHbIe ropoakn PrnoHoBO U
Bopucornebek, rae toHbii Vinbs Malukos
CNYXKWUA «ManbYMKOM» B KyneyecKux fiaB-
Kax, He Mornu cnocobcTBoBaThb ero obpa-
30BaHMIO U Pa3BUTUIO.

MoanvHHoOW wKonow, rae Oyaywmin
XYZLLOXKHUK 0CBavBan OCHOBbI npodeccuo-
HaNbHON rpamoTbl, ctano MockoBckoe
YYUNULLE KMBOMKWCK, BAAHUSA U 3044€CTBa,
kyaa W.Mawkos noctynun B 1900 rogy.
Ansa Hero nepsble roAbl 0by4eHns Gblan
BpeMeHeM HanpsXeHHOro Tpyaa. 3ToT
nepvog, npeAcTaB/eH B Konnekummn Bonro-
rpagckoro Myses HebGONMbLIMMU Nei3ax-
HbIMMW 3TIOAAMMN U PUCYHKAMU, B OCHOBHOM
HaTyplmkoB. Cpean rpaduyeckmx 1MCToB
BblJeNAeTCA aBTOMOPTPET, MOAMNUCAHHBIN
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(1912-1913). B Hauane 1970-x rogoB ot
Hee e Obl1 MOMyYeH Lenblil pajg KuBo-

xannoBcKoit: «Konxo3Huua ¢ TbIKBaMu,
«[leBylwKa Ha TabayHON naaHTauMm»,

M [aTMpOBaHHbIN aBTopoM: «Bb oanHb
ceaHcb Mana 20 901 r. N.MalwukoBb».

MUCHbIX U rpaduyeckmx pabot, B ToM
yucne Takue wepnespbl, Kak «loptper
AWN.Munbmana» (1916-1917), «Kpbim.
Mapk B Anynke» (1923), «Crenb. Penein-
HUK» (1933), paa HatropmopToB 1930-x ro-

foB. OHKM cTann ocHoBoW MeMopuanbHoro
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«[1BOpuK B cTaHMLe MnxannoBcKom».

B 1980-1981 rogax 6bi1v nprobpe-
TeHbl pucyHKM M.MalukoBa pasHbix neT, a
4aCTb XMBOMUCHBIX U rpadnyecKknx npo-
n3sepeHnn nepejaHa M.M.Mawkoson B
nap. lNocnegHee KpynHoe nocTynneHue

Co3panHbin B 1903-1904 ropax
«opTpeT AeBOYKWM» CBUAETENLCTBYET O
3HauUTENbHbIX NPOdeccoHaNbHbIX A0CTU-
»eHnax Minbn Mawkosa. OgHaKo cyanTb 0
TBOpYeCcKon uHamBugyanbHocTn W.Maw-
KoBa MNoKa eLle TpyaHo. Bmecte ¢ npodec-




CMOHANbHbIMU  HaBbIKaMWU  XYAOXHUK
YCBOWJI U CNIOXUBLUNECHA B COBPEMEHHOM
WCKYCCTBE CTEpPeoTUMbl W LWTaMmbl, 0CBO-
6041TbCA OT KOTOPbIX OH cMor Gnarogaps
rny6OKOMY MOCTUXKEHWIO TpaauuMiA Knac-
CMYECKOro MCKYCCTBa.

HactoAawun MawkoB, M3BeCTHbIN
3pUTeNsAM, MccnefoBaTeNiAM, KOIeKLMo-
HepaM, MTHOBEHHO Yy3HaBaeMblii B ntoboit
My3eMHON 3KCMO3MLMK, CAOXUACA Kak
CaMOoOBbITHBIV XyLOXXHWUK B NepBOe AeCATU-
netme XX BeKa.

B snBape 1910 roga MawkoB 6bin
McKnoYeH 13 MoCKoBCKOro yymnuia, a
ye B Aekabpe crefytoLiero roga oH cTa-
HOBUTCA OpraHM3aTopoM W aKTUBHbIM
Yy4aCTHMKOM OTKpbiBWeNicA B Mockse
BbicTaBku «byGHoBbIN Bane™. [lepuog
CMeJibIX TBOPYECKUX 3KCMepuUMEHTOB U
OTKPbITMIA MacTepa TOr0 BpeMeHW npea-
cTaBieH B Konnekuuu Bonrorpaackoro
My3ea nensaxem «HoBoaeBU4MIA MOHa-
CTbIpb». 3HAKOMbII MOCKOBCKUWI BMA npe-
obpaxaeTcA NOA TeMnepaMeHTHOW Kuc-
Tblo XyAoXKHUKa. OH nenut 0ObeMbI Lep-
KBeil 1 GalweH MOHacTbIps, AepeBbes,
06naKoB, 3acTaBnAA 3pUTeNA OLYTUTb KX
BECOMOCTb U MaTepunaNbHOCTb.

B 1916 rogy WN.MawkoB nuwwet nop-
TPEeT CBOEro y4eHnKa 1 MOJI0A0ro Kosjieru
no «bybHoBOMYy Banety» XyAOXHUKa
AN.MunbmaHa. 31y paboTy oTnnyaer usbl-
CKaHHOCTb LiBETOBOrO pelleHus U Opuru-
HaNbHOCTb KOMMO3ULMK, CoYeTaloLllen
TPaAULMOHHYIO CXeMy MapagHoro noprpe-
Ta U fiep3KnX KyBUCTUYeCKMX NpremMoB.

TeopuectBo mactepa B 1920-e roabl
npeAcTaB/ieHO B MYy3eNHOW KOMeKuuu
MHOTOYMNCIEHHBIMUN }UBOMUCHBIMK U Fpa-
tunueckumn paboTtamu, cpesm KOTOpPbIX
0COBEHHO BbIAENSIOTCA Nen3axu, Co3aaH-
Hble netoM 1923 roga B Mecteuke OcTpoB-
Ku, non JleHuHrpagom, n B Anynke, B
Kpbimy. Ero Bneuet Kpacota npupogbl, ee
pa3syMHas M ynopsAovyeHHas OpraHumso-
BaHHOCTb. Meli3a)Xn 00beAMHAET YyBCTBO
BOCXWLLEHUA HATypoW, NaacTUYecKuM
GoratctBoM GopM, NaHAWA(THBIM U KK~
MaTMyYecKuM pasHoobpasmem.

Mensaxun 1920-x ronoB aeMoHCTpU-
PYIOT, KaK MeHseTcsl XKMBOMUCHAs cuUcTeMa
MalwkoBa. Ha cmeHy 3akcnpeccumn npuxo-
JOUT CNaBfeHHOe MHOrOC/0HOe NMUCbMO
1N MeJIKUIA Ma3oK.

B 1925 rogy W.MawkoB cTraHoBMTCA
UNIEHOM XY[0XXECTBEHHOIo 00beaVHeHUs
AXPP, Ha VIl BbicTaBKe KOTOpOro OH mo-
Ka3zan cepuio HaTiopmopToB «CHesb Moc-
KOBCKas», BbICOKO oLleHeHHylo A.B.JlyHa-
yapcKkuM, oTMmevaBwuM: «KoHeuyHo, 3Ta
KMBONUCb 6e3 peBoNOLMOHHON TEMbI, HO
Bbl YyBCTBYeTe, 4To MalukoB nprobpen To
BbICOKOE MacTepCcTBO HernpepeKaeMmomn
peanucTuyeckon ybeamuTenbHOCTM U Kpa-

COYHOW 3BYYHOCTW, KOTOPbIe He0BX0AUMbI
ANA CO3AaHNA PEBOSIIOLNOHHON KapTUHbI.
A 3Halo, 4yTo MawkKoB He xouyeT cpasy
B3ATbCA 3a Hee. OH nepexoauT K cepun
NMOPTPETOB PeBOMOLUMOHHBIX feATenei. OH
XO04eT nucaTb TOPOACKME MNen3axu,
couManbHO 3Ha4YMTeNbHbIE; HO A BEPIO, HTO
MalKoB aacT HaM HaCTOALLYO peBoNOLU-
OHHyI0 KapTuHy. KoHeuHo, paccTosHve o
Hee oT nobeAHOro BMHOrpaja W KpeHpe-
neii Mawkosa c VIl BbicTaBky ewe 60onb-
LIO€, HO U CUNbI Y XYAOXKHMKa Ype3Bblyaii-
HO MHOTO, M CO3HaHWEe MMEHHO 3TOW Lenu -
PEeBOJIOLMOHHON KapTUHbI — B HEM Kpen-
KO, 1 NojrotoBuTenbHan paboTta ero paert
He KaKue-To Neca W MOAMOPKK, a Toxe
LefeBpbl B CBOEM pOAe».

MaluKoB MCKPeHHe CTpeMUICA Hanu-
caTb «HACTOSALLYI0 PEBOIOLMOHHYIO Kap-
TUHy». B nouckax HOBbIX TeM B
1920-1930-e rogbl OH coBepLIaeT noess-
kn B KpbiM 1 Ha KaBKas, nuier xunsHepa-
AOCTHblE CLeHbl OTAbIXa TPYAALMXCA
(«JIMBagUNCKUI KpecTbAHCKUIA KypopT»),
Buabl ApTeka («CeHTAGpbCcKoe yTpo B
ApTeke»). 3T1 Npon3BeaeHNA TPYLHO OTHe-
CTU K GONbLIMM TBOPYECKUM [AOCTUXE-
HUAM, HO M B HMX MalwkKoB ocTaercA
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Jlsopuk 8 cmaHuue
Muxaiinosckod. 1930
Xoncr, macno

94 x 130

Backyard in Stanitsa
Mikhailovskaya. 1930
0Oil on canvas
94 by 130 cm

Cmenb.
PeneliHuk. 1933
Xoncr, macno. 84 x 62,5

Thistle in Steppe. 1933
0Oil on canvas
84 by 62.5 cm

HacToAwmMM MactepoM. OH XUBO U Heno-
CpeAcTBEHHO M300paXxaeT cLeHbl KypopT-
Horo 6bITa, yaensas ocoboe BHMMaHwue npo-
6neMamM ocBelUeHVA W nepefaye CBETO-
BO3/yLLIHON CpeAbl.

B 371 roabl XyA0OXKHUK co3paaeT rane-
peto rpaduyecKnx MOpTPeToB, NAaKOHUY-
HbIX M TOYHbIX, KaK JOKyMeHTbl. OH cHab-
KaeT MHOrMe pUCyHKM NoApobHbIMK Buro-
rpaduyeckuMmn HagnucAmu. bbino 6Gbl
HecnpaBeAANBO OTOABMraTb MoA0OHbIe
paboTbl M.MawkoBa Ha nepudeputo ero
TBOPYECKOWN feATeNbHOCTU. B HMX ecTb n
noAANHHOE MacTepCTBO, U UCKPEHHWW
WHTEpec aBToOpa K CBOMM MOAENAM.

CobpaHue rpacduryecknx nponssese-
HuA Wnbn Mawkosa B Bonrorpaackom
My3ee MpeACTaBsAeT ele 0AHy bumMyto
cepy TBOpUECTBA XYAOXKHUKA — 0BHAXeEH-
Hyto HaTypy. K Heit oH o6pawancs
MOCTOAHHO Ha MPOTAXEHWUN BCeil CBoOeW
KM3HW, HO XapaKTep PUCYHKOB B pa3Hble
rofibl MeHancA. bonbUMHCTBO U3 HKX CO3-
naHo B 1920-e rogpl, a yacTb - Ha pybexe
1910-1920-x ropos. O6pa3bl MacTepa
nopaxatoT CBOEeM MOLLbIO, CUJION U KU3-
HEHHOI y6eanTeNnbHOCTbIO.

B nione 1930 roga N.Mawkos npu-
e3xaeT Ha poAuHy, B cTaHuuy Mwxan-
noscKyto. [lnA MalwkoBa 3Ta noespgka
cTana Hayanom 6onbLLoi paboTbl MO KyJlb-
TYPHOMY CTPOUTENbCTBY B POAHOI CTaHW-
ue. Mpn ero yyactum cospaerca M30KpY-
KOK, Tle MecTHasA MOJIOAEeXb 3aHnManacb
pucoBaHuneM. B ceHTAGpe Xy[OXHUK opra-
HM30Ban ANA CBOMX 3eM/IAKOB BbICTaBKY
paboT, co3aaHHbIX 3a BpeMa npebbiBaHMA
B cTaHuLe. 370 6blNo NepBoe 3HaKOMCTBO
ee xuTenen ¢ npoeccnoHanbHbIM UCKYC-
CTBOM.

Torpa e y MawkoBa ¢opmupyertca
nnaH cosaaHua B MuxalinoBckoi obpas-
LoBoro Jloma counanncTU4ecKom Kynbty-
pbl (ACK), 1 XyA0XHMK CO CBOWCTBEHHOW
eMy 3Heprvein W CcTpacTbio BorJoLaer
CBOI VAE0 B KU3Hb.

B nocnepytowe rogbl cBA3b € pog-
HOI cTaHuLUel He npepbiBanack. OH exe-
rofgHo npuesxan B MuxannoBckyto, Xun
3/1ecb MecALaMm, NocToAHHO 3ab6oTuincs o
OCK. CoxpaHuBLIMecA MHOrOYMCIEeHHbIe
JOKYMEHTbI CBU/ETeNbCTBYIOT O FpaHAmo3-
HOCTU ero 3ambicioB. OH MeyTan o npeo6-
pasoBaHMKU cTaHWUubl Muxai-noBcKov B
o6pa3suoBbIii arporopook, a ICK - B cBo-
e006pasHbIii KyNbTYpHbIA 1 NMPOCBETUTENb-
HbIN LeHTp.

B uepHoBbIX 3anuncax Mawkosa
NepeyncnalTCA B KayecTBe COCTaBAD-
wux ACK He TonbKO KpYXKW, CTyauw,
KWHOTeaTp 1 6MbnnoTeKa, HO 1 KpaeBej-
4ecKwuit My3eit, arpoKoMOMHaT, KONXO3HbIN
YHMUBEpPCUTET, TexHuyecKasa CTaHuus,
paavoysen, raseta [1CK, napk KynbTtypbl co

CTaAVNOHOM, BOAHOM CTaHUMeN 1 napaLloT-
HOW BbIWKOW, OOTaHMYecKWUn cag, AOM
OTAbIXa AJ1A KONXO3HWKOB, OMbITHbIE CTaH-
LMW 1 Nona 1 MHoroe apyroe. XyAOXHUK
XoTen, 4yToObl ero 3eMAKU XUau B npe-
KpacHOM rapMOHWYHOM MUpe, U oTgan
BOMJIOLLEHMIO CBOEN MeYTbl MHOMO CUA U
3Heprum.

Hapsay c apx1MBHbIMU AOKYMeHTaMy,
paccKasblBallWMMNU 0 AeATeNbHOCTU
M.MawkoBa B poaHoii ctaHuue, B Bonro-
rpagCcKOM My3ee XpaHATCA W npousBefe-
HWA, HanucaHHble B MnxainoBCcKon. Yxe B
CBOI1 MepBbIi Mpue3s B CTaHWULY XXUBOMU-
cel, co3paet KapTuHy «Konxo3sHuua ¢ Tbik-
BaMu». Mogenbto ana 3Toi paboTbl cTana
®ekna MupoHoBHa CTaHbKOBa, XWTeNb-
HMUa cTaHuubl MuxalinoBCKOW, OfHaKo
3[1eCb, KaK 1 B Apyroi pabote - «/leByLlKa
Ha TabayHON nnaHTauuwW», - XyAOXKHWUK
cTpemMuTcs K 0606LeHnt0 06pa3os, nepe-
naye hM3n4YecKoro 1 yXoBHOMO 30pOBbA
CBOWX repoviHb, X Hepa3pbIBHOM CBA3Y C
poAHOW 3emnei. MawkKoB nuweT BUAbI
CTaHWLbI, TOYHO NepeaaBas 0cobeHHOCTM
navawadra. Ero neisaxu npoHmMsaHbl
COJIHLUEM, B HUX YYBCTBYETCHA AblXaHue
CTenHbIX NPOCTOPOB U YAUBUTENIbHAA YMU-
POTBOPEHHOCTb.

CaMbIM 3HauuTenbHbIM Mpou3Beje-
Huem W.MawkKoBa «MUXaNN0BCKOro»
nepuoga crtan «pynnoBoi nopTpeT Kpac-
Hbix naptn3aH A.E, LA, n A ATopwuHbIX»,
KapTWHbl HeOpAMHAapHOW, Bbi3BaBLIeN
cnopbl. Mo »aHpoBoin Knaccudukaumm
3TO TUMWYHbIVA NapajHbli MOPTPET, HO He
no napafHOMy UCKPEeHHWI, XNBOW, TECHO
CBA3aHHbIN C HapOAHbIM MWPOBOCMPUA-
TneMm. lMpousBeseHNAa TaKoro nniaHa He
eAVHWYHbI B TBOpPYECTBE XYAOXHMWKa Tex
net. HeckonbKo paHee M HanucaH «Mop-
TpeT naptm3aHa A.ETopwwuHa», a Takxke
PAA LpYrvX NoaoTeH, B ToM yucne u «no-
Hepka ¢ ropHom» n3 Bonrorpagckoro
my3ed. NapagHble nopTpeTbl — 37O elle
0fHa NonbITKa BbIMOJHUTL COLMANbHbIN
3aKa3, He BbIXOAA 3a nNpejenbl NpuvBbI-
YHbIX XaHpOB.

MalKoB nbiTaeTca BHECTU uaelnHoe
PEeBOJIOLIMOHHOE COAepXaHue 1 B HaTiop-
MopT. Tak MoABAAIOTCA TemMaTUyecKue
HaTiopMmopTbl  «[lpuBer XVII cbespy
BKTI(6)» n «Coetckue xnebbi». B HMX BCe
CerofiHA BbI3bIBaET OLLyLIEeHNe LIOoKa: 06U~
Nne npeAMeToB, 3aMoHALWMNX NPOCTpaH-
CTBO KapTVHbI, CTPOras CUMMETPUA KOM-
no3vuMM W, HaKOHel, caMW «repou»
HaTiopMopTOB. B nepBoM - GtocTbl Knaceu-
KOB MapKcu3Ma-fieHNMHM3Ma Cpeau rmraHT-
CKMX MaKoOB, MbllIHbIX PO3aHOB W Tpora-
TeNbHbIX MaprapuToK, Bo BTOPOM - Bce-
BO3MOXHble x11e6006y/I04HbIe U KOHAUTEpP-
CKU1e MU3[eNuns, MHOTVE N3 KOTOPbIX, BKJO-
yan rep6 CCCP, 6bim BbineyeHbl Mo cne-

LUManbHOMy 3aKasy CcaMoro XyAOXKHWKa.
OpHaKo 3T HaTIOPMOPTbI CTOJb Xe opra-
HWYHbI ANA TBOPYECTBA MacTepa, KaK 1 ero
paHHue paboTbl. [MnepTpodupoBaHHble
pasMepbl 1 HauBHOe CTpeMJieHVe NoAaTh
BCE KPacKBO W BKYCHO MAYT OT HapOAHbIX
KOpHeM, 0T NPOBUHLMaNbHON BbIBECKN U
HanBHOW AeKopaTuBHOW xusonucu. Ho
TemMaTM4YecKne HaTIOPMOPThI XKMBOMUCLLA
NpUHaanexar [pyrov 3moxe W npeacTa-
BAAIOT TUMWYHbIE NaMATHUKW BpeMeHu
«MHAYCTpUanbHOro couuanusma». B yxe
umTupoBaBlwenca ctatbe A.B.JlyHauap-
CKUI KPWUTUKYyeT TBOPYECTBO MONOAbIX
XYLLOXKHUKOB o00LlectBa «bbiTne», Heno-
CpefCcTBeHHOe OTHOLUeHMEe K KOTopoMy
nmen Unba Mawkos: «Pa3Be Henb3s pas-
BMBaTb CBOI TEXHUKY Ha ClOXKeTax Gonee
MHTEpEeCHbIX, YeM Kyya BblBaNeHHbIX Ha
cton euwe crapukoM CesaHHOM A6M0K?
...MNMouemy mMonopoi XyfoXHMK n3obpaxa-
eT cebA ¢ KaKo-TO Ba304KOI B pyKaXx, a He
cepbe3Horo paboTHUKa peBonOLUY,
no6oBHO pasbupatolero M yYUcTALLero
CBOW1 BepHbIi May3ep? Beapb 310 6bis1o Obl
coeAViHeHNEeM NCUXONOrMYeCcKN 3aHATHOTO
avua ¢ Mo6oNbITHENWMM HaTIPMOPTOM.
BcAKWIN TeXHUYeCKWIA 3TIOA MOXHO CBA-
3aTb C peBO/IOLMEN».

NcTUHHBIM MacTepoM HaTiopMopTa
N.Mawkos npeacraet Tam, rae 4yBCTBEH-
Has NMpUpoja ero TanaHTa He CAepXuBa-
eTcA upeonormyeckumn 3agavamu. lpo-
N3BeEeHNA 3TOr0 XaHpa U3 KoaleKkuun
Bonrorpagckoro Myses ToMy noaTeep-
xaeHve. Bce oHM co3paHbl BO BTOpOM
nonosuHe 1930-x rofoB M OTHOCATCA K
TaK Ha3blBaeMOMy abpaMueBCKOMy

Kpbim.

IMapk 8 Anynke. 1923
Xoncr, Macno

56 x 77

The Crimea.

The Park in Alupka.
1923

Qil on canvas

56 by 77 cm

lNpoexkm "3ono0mas

Kapma Poccuu”

peanusyemcs npu nodoepxKe
PedepasbHoz0 azeHMcmsa no
Ky/ibmype

U KuHemamozpagpuu

u Komumema
Mepe2uoHanbHbIX ceasell

U HAYUOHA/IbHOU NOMUMUKU
20poda Mockeb!

Nepuoay, Koraa XyAOXHWUK MOAONTY XKW
Ha Aade noj Mocksoit. TaM oH nucan Tpa-
AVLMOHHBIE HaTIOPMOPTbI: OyKeTbl LBe-
ToB, (pYKTbl, He MepecTaBad yAWUBAATb
CBOVM MacTepCTBOM B fepejaye CBETO-
BO3AYLUIHOIN cpeabl, LBeTa, o6beMa, hak-
Typbl NPeAMeTOB.

B 1939 roay B MockBe oTKpblnach
Bcecot3Has  cenbCcKoxo3ACTBeHHas
BbICTaBKa, KoTopas nopasuna MalkoBa
HeoObIKHOBEHHbIM 06MIVeM pa3Hoobpas-
HbIX N0OA0B, X pa3MepamMmn U Kpackamu.
[Moa 3TuM BneuyatTneHvem OH co3paeT
HaTiopMopT «®pyKTbl CeNbCKOXO03AN-
CTBeHHOW BbicTaBku». OAHaKo 3a napag-
HOWM BWUTPWUHOW couManmMaMa XyAOXHWK
yBUAen He BHewWwHWi nadoc, a Bennyue
TPyAa V1 WeApoe NIoA0pPOAVE 3eMIN.

B roabl Benukonn OTevyecTBeHHOW
BOlHbI M.MawkoB pabotan B [lepBoM
MOCKOBCKOM KOMMYHUCTMYECKOM FoCnu-
Tane. OH 3ayMbIBaeT TeMaTUYeCKyHO Kap-
TUHY «B 3BaKorocnuTane», cosgaer cepuio
XMBOMUCHBIX W rpanyecknx nopTpetos
paHeHbIx 1 Bpayeit. B aTux paboTax To4HO
nepefaHo HacTpoeHWe CYpOBbIX BOEHHbIX
OyaHei. HasBaHHble npou3BejeHun
3aBepLUaOT TBOPYECKMIA MyTb XyAOXKHMKA.
OH ymep B 1944 ropy.

Bce, co3paHHoe Wnbeir VBaHoBUW-
yeM MallKOBbIM, CTano0 HeoTbeM/IeMoNn
4acTbld MMPOBOIO XYAOXKECTBEHHOrO
Hacneaus, 0 YeM CBUAETENbCTBYET U YHU-
KalbHas KOJIIEKLMA ero nponsBefeHui,
npescTaBneHHas B Mysee ropopa, cTaB-
Wero CUMBOJIOM MYXecTBa COBETCKOro
Hapoga B rozbl Bennkoi OTteyecTBeHHOW
BOMHbI.

30N10TAS4 KAPTA POCCIAN = RUSSIA’S GOLDEN MAP 11



llya Mashkov at the Volgograd
Fine Arts Museum

Within the framework of “Russia’s Golden Map”, the Volgograd Fine Arts Museum presents a collection
of paintings by Illya Mashkov at the Tretyakov Gallery. Mashkov's name is associated with bold innova-
tions in early 20th-century Russian art: he is also widely known for his gorgeous still-lifes, now seen as
classic works. The collection contains 38 paintings and 60 graphic works, and embraces almost all of
Ilya Mashkov’s artistic career.

Collective Farm Woman
1930 with Pumpkins. 1930

Kosixo3Huya ¢ mbiksamu.

Xoncr, macno. 120 x 97,5 Qil on canvas. 120 by 97.5 cm
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n 1964, a year after the Museum’s pub-

lic opening, two still-lifes, “Wild Cherry”

(1939) and “Still-life against a Blue

Background” (1930s), came into the
museum’s possession via the Art Exhibitions
and Panoramas Board.

In 1967 “The Novodevichy Monastery”
landscape (1912-13) was bought from the
artist's widow Maria Ivanovna Mashkova. In
the early 1970s she also sold to the Museum
a large number of Mashkov's paintings and
drawings, including such gems as “Portrait of
Al Milman” (1916-1917), “Crimea. A Park in
Alupka” (1923), “Burdock in the Steppe.”
(1933), and several still-lifes from the 1930s.
The works formed the foundation of the
Mashkov memorial section in the museum.

In 1976 the museum opened an exhi-
bition of Mashkov's work, showing not only
paintings from its own reserve funds, but
from the artist's studio as well. When the
exhibition was over, more of Mashkov's
1930 works created in the Mikhailovskaya
Cossack village, among them “Collective
Farm Woman with Pumpkins”, “Girl at a
Tobacco Plantation”, and “A Yard in
Mikhailovskaya”, were bought. In 1980-81
the museum acquired drawings from differ-
ent years, and the artist's widow presented
another set of his paintings and graphic
works.

The latest major addition to the
Mashkov collection was made in 1984-85
after the death of Maria Mashkova. The
museum bought from Mashkov's heirs his
still-lifes from the 1930s, and a large num-
ber of graphic works which included por-
traits from the 1920s-30s and nude studies.

While compiling the Mashkov collec-
tion, the museum showed interest not only
in the so-called Mikhailovskaya period, but
in his thematic still-lifes as well, although
they did not then provoke significant inter-
est among connoisseurs; they also showed
interest in works from his “Spa” series and
wartime drawings. These two aspects of his
art were little known to the public, which
knew Mashkov mainly as a leading figure of
the “Bubnovy Valet” (Knave of Diamonds)
group.

It was no accident that the Volgograd
Fine Arts Museum showed interest in
Mashkov's art. Although his life and art are
mostly associated with Moscow, he was
born and spent his childhood in the Cossack

village of Mikhailovskaya, where the Don
Cossacks lived, a territory today part of the
Volgograd region.

As a child Mashkov already showed his
inventiveness and artistic talent, but his life
in Mikhailovskaya, or in the small provincial
towns of Filonovo and Borisoglebsk, where
the boy served in merchants’ stores, was in
no way conducive to the development of his
artistic inclinations. However, many years
later these provincial impressions found
their way into his pictures, as did the primi-
tive folk art of the “lubok” and the style of
shop and photographers’ studio signs with
which he dealt in his youth.

In 1900 Mashkov enrolled in the
Moscow School of Painting, Sculpture and
Architecture, where he mastered the basics
of his future profession. He had to work real-
ly hard during his early years, finding him-
self in completely new surroundings and

avidly absorbing new impressions. This peri-
od is presented in the Volgograd museum
collection by modest landscape studies,
drawings and nude sketches. A graphic self-
portrait signed and dated by the author
stands out: “Made during a single session,
May 20, 1901. Signed: I. Mashkov.”

“Portrait of a Girl” (1903-1904) attests
to the artist's considerable professional
achievement. However, it is still too early to
talk about Mashkov's individual style. The
genuine Mashkov style, well known to con-
noisseurs, art critics, researchers and art
lovers, and immediately recognized in any
collection, appeared around 1910.

In January 1910 Mashkov was
expelled from the school, and in December
he was already among the founders and
most active participants of the “Bubnovy
Valet” exhibition which opened in Moscow.
Mashkov's breathtaking artistic experiments

CosemcKue
xnebbl. 1936
Xoncr, macno
150 x 180

Soviet Bread. 1936
Qil on canvas
150 by 180 cm

and discoveries of the period are reflected in
the “Novodevichy Monastery” landscape. A
familiar Moscow landscape had been trans-
formed by the artist's vigorous brush; the
colour patches recall a powerful and joyous
music. All the elements of the picture are
caught in an impefuous whirlwind.

In 1916 Mashkov painted the portrait
of Milman, the painter who was Mashkov's
pupil and partner in the “Bubnovy Valet”
group. A refined colour scheme and an orig-
inal composition, and a combination of the
traditional naive portrait style with bold
cubist devices makes it an outstanding work
of art.

Mashkov's paintings and drawings
from the 1920s are numerous in the muse-
um collection, with pride of place given to
landscapes drawn in the summer of 1923 in
the Leningrad region and in the Crimean
seaside fown of Alupka. These landscapes
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demonstrate how Mashkov’'s style of paint-
ing was changing with time: Expressionism
had been replaced by a multi-layered blend
of paints and fine brush strokes.

In 1925 he joined the Association of
Painters of Revolutionary Russia and
showed a series of his remarkable still-lifes,
“Moscow Food" at the seventh exhibition of
the Association. Anatoly Lunacharsky, in
charge of Russian culture at the time, val-
ued the result extremely highly, comparing
Mashkov with the best Dutch classical
painters. He remarked that, although the
works did not treat the theme of the revo-
lution, they demonstrated the superb skill
of a realist painter, and the convincing and
vivid style necessary for creating genuine
revolutionary painfings. Lunacharsky
wrote that Mashkov wanted fo postpone
work on such pictures and that he
[Lunacharsky] also felt there was a major
distance between “the vivacious grapes
and cream cakes, which Mashkov showed
at the exhibition, and any revolutionary pic-
ture, but the artist was so full of vigour, and
his awareness of the ultimate goal so
strong, that even his preparatory work pro-
duced gems of a kind...”

Mashkov was quite sincere in his
desire to produce a genuine revolutionary
picture. He fravelled to the Caucasus and

the Crimea in search of topics in the 1920s
and 1930s, and drew joyous scenes from
the life of working people spending their
holidays by the sea (“Livadia Peasant Spa”),
and views of Artek (“September Morning in
Artek”). But it is difficult fo classify these as
artistic achievements, although even here it
is obvious that Mashkov was a real master.
His scenes from the life of a spa were lively
and sincere, while his treatment of light and
air was truly remarkable.

Around the same time Mashkov pro-
duced a series of graphic portraits of his
contemporaries - workers, peasants, public
figures, and young pioneers - that are lacon-
ic and precise, almost in a documentary tra-
dition. This is how the painter himself saw
the aim of these works; he even attached fo
some of them detailed biographies of the
people portrayed. It would be unfair, howev-
er, to relegate these graphic portraits to the
artist's minor work - they were executed
with real mastery and a sincere inferest in
the people portrayed.

Another favourite graphic genre
Mashkov pursued throughout his artistic
career was the nude study, found in abun-
dance in the Volgograd collection. The style
of drawings made in different years varies
considerably; the bulk was created in the
1920s, the rest between 1910 and 1920.
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TNecmpoiti 6ykem Ha
memHoM ¢pore. 1936
Xoncrt, macno

86,5 x69,5

Bright Bouquet Against
Dark Background.
1936

0Oil on canvas

86.5 by 69.5 cm

In July 1930 Mashkov visited his
native Mikhailovskaya village. It was a fash-
ion at the fime for artistic people fo draw
inspiration from visits to the country's main
construction sites; however, for Mashkov
this trip marked the beginning of a large
project in the area of cultural development
in his own village. He was instrumental in
setting up a group of local young people
eager fo be frained in painting.

In September of the same year
Mashkov opened an exhibition there show-
ing works produced during his stay. For the
village’s inhabitants, it was their first
encounter with professional art. Also, dur-
ing this visit, Mashkov worked on a plan for
creating a model House of Socialist Cul-
ture, later using all his energy and passion
to bring it to reality. The House opened on
November 7 1931, in the premises of a for-
mer church. From then on, and to the end of
his life, Mashkov stayed in touch with
Mikhailovskaya. Numerous surviving docu-
ments testify to the artist’s ambitious plans
for the future of his village - he wanted to
turn it into “a small agricultural fown” and
the House of Socialist Culture into a cultur-
al and educational centre.

Mashkov's draft notes listed among
the parts of the centre not only specialized
groups, but also studios, a cinema, library,
local folklore museum, agricultural factory,
university, fechnical station, broadcasting
studio, newspaper, park, sports grounds,
acquatic sports station, parachute fower,
botanical gardens, rest home for collective
farm peasants, experimental stations and
fields, and other elements. He envisioned
his countrymen living in a beautiful and har-
monious world, and spent considerable
effort and several years of his life in putting
his plans into practice.

Along with archive materials telling
about Mashkov's activities in his native vil-
lage, the Volgograd Museum also has works
from that period painted in Mikhailovskaya.
During his first visit Mashkov produced
“Collective Farm Woman with Pumpkins”,
which he showed in September 1930 at the
exhibition mentioned above. His subject
was Fekla Mironovna Stankova, a local girl.
However, both in this portrait and the “Girl
at a Tobacco Plantation” he aimed at gen-
eralised images; he wanted to show his pro-
tagonists’ physical and moral health and
their inseverable link with their native land.
Mashkov drew a number of views of the vil-
lage, and was particularly precise about the
specific details of the local landscape. The
pictures are full of sunlight and the air of
the steppes, creating a very peaceful effect.
Their subjects live in harmony with nature,
linking their lives to the recurrence of its
cycles.

Mashkov's most important work from
this period was a group portrait of the Tor-
shinin family, a family of partisans. This
extraordinary work caused fierce argument:
it was both a typical official portrait, but also
too lively, sincere and popular in its spirit.
Mashkov produced several works of this
kind. Earlier he had drawn the “Portrait of
Partisan A.E. Torshinin”, and several por-
traits of pioneer girls, including “Pioneer Girl
with a Bugle”, which is now in the Volgograd
museum. These official portraits were anoth-
er attempt to engage with the social order
without breaking the rules of his favourite
traditional genres.

Mashkov attempted to introduce ideo-
logical revolutionary content even into his

still-lifes, like “Greetings fo the 17th Party
Congress” and “Soviet Bread”. They shock
the viewer by the abundance of objects
which fill the entire space of the picture, by
their strictly symmetrical composition, and
by their subjects. In the first, busts of the
classic Marxist-Leninist thinkers stand in a
field of giant red poppies, huge roses and
gentle daisies; in the second, there are all
kinds of baked bread and confectionery
(many such objects for the latter picture
were specially baked according to the
artist's design, like the emblem of the Sovi-
et Union). The picture of abundance, the
enormous size of the objects and a naive
desire to present everything in a most
attractive way and make it look delicious -
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all of this is rooted in popular fradition, in
provincial shop signs, and primitive folk
painting. However, Mashkov's thematic still-
lifes belong to a different era and represent
a typical monument to their times; no won-
der that Lunacharsky had criticised young
painters from the “Bytiye” (Everyday Life)
group - Mashkov was one of its members -
for their attempt to develop their artistic
techniques using old dull depictions like a
pile of apples on a table painted in the style
of Cezanne. Why, asked Lunacharsky,
would a young painter show himself hold-
ing a vase instead of presenting himself as
a serious revolutionary, carefully cleaning
his gun? Then the result would have been a
blend of psychological portrait and an
unusual still-life. Any technical study could
have been linked to its revolutionary con-
tents, wrote Lunacharsky.

However, when he was not bothered
by ideological tasks Mashkov was most suc-
cessful in his still-lifes - they all date from
the late 1930s, and relate fo the so-called
“Abramtsevo” period, when Mashkov lived
mostly in his country cottage near Moscow.
These are traditional still-lifes, bouquets of
flowers and fruit. He demonstrates a superb
skill for rendering the colour, volume and
fabric of the object - each of these pictures
is a piece of nature, which Mashkov loved so
dearly.

In 1939, an Exhibition of Agricultural
Achievements opened in Moscow, impress-
ing Mashkov with its abundance and variety
of fruit, and their sizes and colours. His
impressions resulted in a still-life, “Fruits of
Agricultural Exhibition”, in which Mashkov
revealed, behind the front of successful
socialism, the generosity of the land itself
and the feat of those working it.

Wartime portraits constitute a special
section in the Volgograd collection. From
1941 to 1944 Mashkov worked in the First
Moscow Communist Hospital. There, he
drew a series of oil and graphic portraits, and
developed an idea of a large-scale thematic
work “In the Hospital”. The pictures are very
subtle and precise in rendering the wartime
mood, their protagonists reserved and con-
centrated, their images - laconic and strict.

The wartime portraits make up the last
page in the work of the artist, who died in
1944. From the late 1930s critics had grad-
ually lost inferest in Mashkov's art - after all,
he never managed tfo create his “genuine
revolutionary picture”. However, Mashkov's
artistic legacy has become part of world art.
He is important and interesting both in his
most successful works, and in his delusions.
The works of this outstanding painter speak
not only about his creative search and
experiments, but also of the times in which
artist llya Mashkov lived and worked.
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