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ROBERT FALK AND ITALY

Summary: In the personal fate of the "quiet jack of di-
amonds”, Robert Falk, his ten-year stay in France played
an important role; the innovations of French art influ-
enced his creative passions. Meanwhile, Falk was inter-
ested in broad cultural strata. In the proposed article, for
the first time, a seemingly marginal topic of his reflection
on ltaly and understanding of Italian art are highlight-
ed. The journey of 1911, when the young artist, mostly
on foot, visited dozens of cities and memorable places
in northern Italy, made an unforgettable impression on
him, the echoes of which (for example, the Ravenna mo-
saics) were reflected in his painting. However, we are not
talking about direct natural images. The Italian “look” ap-
pears only on one canvas by Falk, Sienna. Memories of It-
aly, painted from memory after this eventful visit.

Throughout his life, Falk carefully and analytically ob-
served the masterpieces of the Italian Renaissance clas-
sics, sometimes changing his views and assessments, as
happened with the great Venetians and Raphael. The first
impression of the city was so strong that at the early time
of acquaintance with Venice, with architecture, with the

Robert Falk’s ten-year stay in France (1928-1938),
creative trips around the country, falling in love with
its capital firmly connected his name first of all with
French artistic discoveries, the Parisian school, de-
spite the fact that the influence of the impression-
ist system, Cezanne and the Cubists on his painting
had been seen even before the trip to Paris. Mean-
while, Falk, a broad-minded artist, responded, both
in creativity and in thought, to the most diverse cul-
tural layers.

When he was a student at the Moscow School
of Painting, Sculpture and Architecture, in the rules
of which it was forbidden students to present their
works at exhibitions outside the walls of the alma
mater, Robert Falk, after showing “not at the right

special light of the lagoon, the works of its art were out
of Falk’s attention, who later appreciated them. The Ra-
venna mosaics especially attracted the artist's attention,
primarily the individuality of each mini-fragment of the
colourful surface, textured complexity. Thus, in Falk's dense
painting, the influences of the foundations of Cezanne
and early Byzantine masterpieces were simultaneous-
ly present. In addition, the texture attracted him in Tit-
ian’s painting, which he appreciated in the Hermitage
and Louvre collections. In the Louvre, the interpretation
of white in Raphael’s masterpiece Donna Velata attract-
ed the artist’s attention. In the perception of early Falk,
"dull” Sistine Madonna at the Moscow exhibition in 1956
struck him with “greatness and beauty”. The “Italian expe-
rience” was constantly used by the artist in his analytical
and pedagogical work. As a “feedback”, the article gives
examples of writer Carlo Levi and film director Michelan-
gelo Antonioni’s high attitude towards painting of one of
the greatest masters of Russian art of the 20th century.

Keywords: Robert Falk, Italy, Ravenna, Raphael, Botti-
celli, Titian, «Jack of Diamonds».

place” (the Jack of Diamonds exhibition) and selling
Red Carpet Landscape with a signature as an anagram
Klaf Trebor, used the little money he had received to
travel to Italy’. Devotion to his vocation and forced
austerity prompted the young artist to make most
of the route through cities and towns on foot. Thus,
in the spring of 1911, the "wonderful country” was
revealed to him by seeing “not through the eyes of
a tourist looking from a window of a hotel or car”
but seeing its life “from the back door, from an in-
timate, hidden from prying eyes” side [3, p. 15]. He
managed to visit Rome, Orvieto, Pisa, Siena, Flor-
ence, Ravenna, Ferrara, Padua, Venice, Verona, Vicen-

1. The landscape was sold for 160 rubles to notary Ostroumov
(Catalogue. 281).
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Siena (Memories of Italy). Summer 1971. 105x86 cm. Rostov Regional Museum of Fine Arts, Rostov-on-Don.

za, Parma, Mantua and Milan. "There wasn’t enough
money for Southern Italy,” the artist recalled, “<...>
| walked endlessly through the streets of Venice, that
is, along the canals. | didn't even want to go to mu-
seums <...> —the city itself was a museum of beau-
ty, a magnificent monument, but still alive, unfading,
breathing” [3, p. 15].
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Interestingly, with all the abundance of impres-
sions, he admired and analysed only the Ravenna mo-
saics, Giotto and the Sienese school creations of all
the wealth of Italian art. The business-like intensity of
perception, the kaleidoscope of impressions explains
why the young artist did not stop to capture the sur-
rounding nature and monuments. His landscape Sie-

na. Memories of Italy?, painted no longer under direct
impression, is dated 1911. “An exercise in a Cezanne
style”, as D. Sarabyanov [2, p. 52] denoted it, most of
all reveals cubist formal and fauvist colouristic inten-
tions. Medieval Siena, with its clear geometry of build-
ings crammed into hilly terrain proved to be a fertile
model for the artist’s selective memory. ("l began to
work easily from memory,” writes Falk to Raisa Idel-
son [3, p. 118] in a letter from Paris. One can testify
that this ability had already been shown by the artist
two decades earlier).

Ten years after the trip, in Falk’s painting, one can
also find old Ravenna impressions —in the composi-
tions Woman in a Red Bodice (R. Idelson) (1922, State
Tretyakov Gallery) and Woman in a White Armband
(1923, State Tretyakov Gallery). Sarabyanov writes
about the first painting: “In Woman in a Red Bodice,
the figure crystallises from the environment. From
the amorphous matter and the inert mass of the
paint layer, perfection grows — precise and clear,
like a formula expressing the plastic law in its pur-
est form. Falk builds up a layer of paint. He ‘tor-
ments’ the canvas, overstrains it, as if materialising
the image — in order to come to a difficult harmo-
ny of space and plane, 'reality and abstraction of
being and ‘extra-being”. Falk seems to stop time.”
[1, p. 117] To this analysis, it is necessary to add a
reminder of two components that the artist con-
sciously and intuitively focused on — Cezanne's
work and the Ravenna mosaics. For Falk, not only,
so to speak, the individuality of each mini-fragment
of the colourful surface was important but also the
textural complexity of the work. He includes Titian
in a number of those masters in whose work "tex-
ture has a living network of nerves, its own blood
circulation, similar to how a living body differs from
a body in a panopticon” [3, p. 77]. Interestingly, it
was at this time, by 1923, that Falk “noticed the old
Venetians” [5, p. 49].

One can see how Falk's artistic preferences
changed over time. In his early trip to Italy in 1911,
the young artist highly appreciated Giotto's painting
for the generality and simplicity of forms, concise-
ness of colour interpretation, and the Ravenna mo-
saics since in the complex interweaving of colours,
each of them (these colours) was limited (we note
that these discoveries took place during the era of
the “Jack of Diamonds"). However, he later admitted:
“In the homeland of the magnificent Venetians, in

2. 105 x 86 cm. Rostov Regional Museum of Fine Arts,
Rostov-on-Don, Russia.

Venice, | didn't seem to notice them. But when dur-
ing the first years of the revolution, | began to look
for new ways of my painting, | was struck and car-
ried away by the concrete-sensual painting of these
powerful artists. | admired it in the Hermitage col-
lection.” [3, p.16].

Initially, Falk, by his own admission, did not highly
appreciate Raphael. However, once in the Louvre, he
stood for hours in front of the portrait La Donna Vela-
ta, which he knew as Fornarina in White. "Something
new opened up for him, and maybe that is why [...] he
painted white on white a lot then,” says A. Shchekin-
Krotova [5, pp. 176-177]. In the portrait of the author
of these lines, created more than two decades lat-
er than In a White Shaw!l (1946—-1947, Russian Muse-
um), Falk seemed to recall the former difficult task of
creating a picturesque harmony of white in a dense
texture. Meanwhile, another assumption is born: per-
haps, it was precisely because of the fascination with
whites during that period of his work that Falk drew
attention to the Louvre masterpiece. In one of his let-
ters to Raisa Idelson, he outlined this predilection: “Af-
ter all, white is the most colourful. | myself rarely felt
such pleasure from colour when | was painting your
white portrait” [3, p. 99]. We are talking about Wom-
an in a White Armband. And a few years later, he
confessed to her: “Imagine, | fell in love with Rapha-
el very much, more than with that Titian that is here
in the Louvre..." [3, p. 138]. (Nevertheless, at different
times, he carefully studied Titian's Portrait of a Young
Man with a Glove, Beauty in front of a Mirror \(Woman
in Front of a Mirror).)

A transformation in Falk’s opinion also occurred
in relation to the Sistine Madonna, which he saw on
his way to ltaly and which then seemed to him “al-
ien and boring” [3, p. 16]. Once again contemplat-
ing the canvas in 1956 at the Pushkin Museum at the
farewell exhibition of the Dresden Gallery, he was,
according to his confession, “struck by the grandeur
and beauty of this divine work” [ibid.].

Here is another example of changing Italian tastes.
“Botticelli evoked opposition from me with his too
obvious perfection of form” [3, p. 120] is Falk’s ear-
ly opinion. “Now | really love Botticelli”, comment-
ed Falk in 1956.

In his 1956 autobiography, Falk himself noted
the change in tastes; however, he also spoke of un-
changing addictions. He claimed that, as before, he
preferred Donatello, whose monument to Gattame-
lata he had admired in his youth. And his claims to
Michelangelo’s works remained unchanged.
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In a white shawl (A.V. Shchekin-Krotova). 1946-1947. Oil on canvas. 80x65 cm. The State Russian Museum

Among the five Western artists of his generation,
Falk named Amedeo Modigliani as the most inter-
esting to him.

We note Falk’s ability to, if it can be defined
that way, system analysis, which is revealed,
among other things, based on his following con-
clusion, also born on the basis of Italian obser-
vations: "When in 1911 | saw amazing Hellenistic
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painting in the Vatican Museum, and then in a vil-
la in Maser?3, | remembered that although there
are 1.5 millennia between these two phenomena
of art, they both come from a single visual-plastic
tradition, the plastic culture of the Mediterrane-
an..." [3, p. 15].

3. Villa Barbaro built by A. Palladio is also known for the frescoes
created by P.Veronese in 1560-1561.

It is also important that the artist noted the lo-
cal specifics of the general atmosphere of the place,
commenting on his sensitivity to the perception of
the special sensitive organisation of the eye inherent
in artists in relation to colour and light: “The artist’s
eye reacts to colour in the same way as it is man-
ifested by the surrounding light atmosphere. No
wonder Titian, Paolo Veronese worked in Venice —
their eyes were fed by this magnificent golden light,
spilled in the Venetian region...” [3, p. 132]*.

It seems that it is precisely this analytical ability
to systematise the visual impressions received that
makes organic his pedagogical activity, membership
in the All-Russian Art College of Fine Arts of the Peo-
ple's Commissariat of Education, the commission for
organising the Museum of Painting Culture, work as
an “explanatory lecturer” of the Museum of Paint-
ing Culture excursion bureau, the ability to explain
the results of solving his creative tasks, revealed in
paintings, including in polemics with fellow artists.

In connection with the theme “Falk and Italy”, it is
worth remembering amazing examples of feedback.
Carlo Levi, whose novel Christ Stopped at Eboli, pub-
lished in Russian in 1955, made a strong impression
on Falk, was himself captivated by the artist's paint-
ing. At the exhibition “Russian and Soviet Art from
Ancient Times to the Present”, held in 1974 in Rome
and Florence, Red Furniture impressed Michelangelo
Antonioni. Arriving in 1975 as a guest of honour at
the IX Moscow International Film Festival, the director
insisted on meeting with the artist's widow, wanting
to purchase his works. The sale was denied. Howev-
er, Antonioni was sincerely grateful for the donation
of two sketches. In a letter from Italy on August 16 of
this year, he wrote to Shchekin-Krotova: "I also want
to thank you once again for the wonderful reception
that you gave us. This meeting was one of the most
beautiful for us that we had in Russia <...> It was also
wonderful to get to know one of the most wonderful
artists of the era” [5, p. 299].
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POBEPT ®AJIbK N UTAJINA

AHHOmayus: B anuHow cygbbe «tmxoro 6y6HoOBO-
BaneTtoBLa» PobepTta Padannosmua Panbka 60/bLLYIO
pOJib CbIrpano ero fecatunetHee npebbiBaHne Bo PpaH-
LK, ANa TBOPYECKMX NPUCTPACTUIA — HOBaLun GpaH-
Ly3ckoro uckycctsa. Mexay tem ®anbka MHTepecoBanun
LIMPOKME KyNbTypHble cnoun. B npeagnaraemoin ctatbe
BrepBble OCBeLLaeTcs, kKa3anoch bbl, MapruHanbHas Tema
ero pedekcuu No oTHOLWeHUo K MiTannm n ocMbicne-
HUA utTanbaHcKoro mnckyccrea. MNytewectene 1911 roga,
KOrfa MONOAON XyAOXHUK, NO Bosbluel YacTu neL-
KOM, 060LWEN AeCATKM rOPOAOB U NaMATHbIX MeCT ce-
BepHol WTannn, nponsseno Ha Hero HesabbiBaeMoe
Brneyat/sieHne, OT3BykM KOTOPOro (Hanpumep, oT pa-
BEHHCKUX MO3aurK) OTpasnancb B ero xueonuncu. Oa-
HakKo peub MAET He O HeNoOCpPeACTBEHHbIX HAaTYPHbIX
nsobpaxeHusax. ITanbAHCKNA «BUA» NOABAAETCA NULLb
Ha ogHoM nonoTHe Panbka «CreHHa (BocnomuHaHmne
o Vitannm)», HanMcaHHOM Mo NamaTK yxe nocae 3Toro
HacblLLeHHOro BM3UTa.

Ha npoTsaxeHun BCcero cBoero Xn3HeHHOro nyTu
®anbk BHUMATENbHO W aHaNUTUYECKN NpUCMaTpUBancs
K WeaeBpaM knaccukos tanbaHckoro BospoxaeHus,
NMOPOW MeHAS CBOW B3INA4bl U OLEHKMW, KaK 3TO Cayuu-
NOCb C BEAUKMMW BeHelMaHuamun n Padpasnem. Mep-
BOe Breyat/sieHne OT camoro ropoga 6bi10 HaCTObKO
CWAbHBIM, YTO B PaHHIOK MOpPY 3HaKOMCTBa ¢ BeHe-

[ecaTuneTHee npebbiBaHMe PobepTa danbka
Bo ®paHuunm (1928-1938), TBOpUECKME NOE3AKM
no cTpaHe, BAOBAEHHOCTb B €€ CTOINLLY, NP TOM,
4YTO BAUSIHWE UMMPECCUOHUCTUYECKOM CUCTEMBI,
Ce3aHHa, KybUCTOB Ha ero X1Bonucb 66110 NPOsAB-
JNieHo eLwé Ao noe3aku B [apux, NPOYHO CBA3aN0
ero ums npexge Bcero ¢ PpaHLy3CKUMU XyJoxe-
CTBEHHBLIMUW OTKPbLITUAMM, MAPUXKCKON LUKOJON.
Mexay Tem, ®anbk, XyAOXHUK LLMPOKOro KPyro-
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Lmen, C apxMTeKTYypon, 0COBEHHbIM CBETOM NaryHbl,
npousBejeHna eé NCKycCTBa OKasalncb BHE MOAS BHU-
MaHuns Panbka, OLeHUBLIero ux nosxe. Mosavku PaBeH-
Hbl 0CO60 NPUBAEKAN BHUMaHWE XyAOXHUKa Npexae
BCEro OTAe/bHOCTbIO KaXA0ro MMHM-pparmMmeHTa Kpa-
COYHOWN NOBEPXHOCTU, GaKTyPHON CAOXHOCTU. Taknm
obpasom, B NA0THOM xueonucu Panbka 04HOBPEMEHHO
NPUCYTCTBOBaAWN BAUAHNA OCHOB CE€3aHHOBCKUX W paH-
HEBU3aHTUICKMX WeaeBpoB. PakTypHOCTb NpuBAEKaeT
ero 1 B TMLMAHOBCKOM XMBOMUCK, KOTOPYIO OH OLie-
HWUA B cobpaHmsax dpmuTaxa u Jlyspa. B JlyBpe xe 06-
patuna Ha cebsa npucTasbHOe BHUMaHMeE Xy0XKHMKa
TpakToBKa 6esoro uBeTa B WwWegespe Padasna «oH-
Ha Benata». «Cky4Has», B BOCIpuUATUK paHHero danb-
ka, «CMKCTMHCKasn MajoHHa» Ha MOCKOBCKOM BblCTaBKe
1956 roga nopasmna ero «BeaMyneM u KpacoToir». «Mra-
NbAHCKWUIA OMbIT» MOCTOSAHHO NPUBAEKANCA XYAOXHU-
KOM B aHa/IMTUYECKON MU nefarornyeckom ero pabore.
B kauecTBe «0bpaTHOl CBA3M» B CTaTbe NPUBOAATCA
NPUMepPbl BbICOKOTO OTHOLUEHMSA K XXMBOMUCU OLHOFO
U3 KPYNHeNLWNX MacTepoB OTEYeCTBEHHOrO MCKYCCTBa
XX Beka nucartensa Kapno JleBn n knHopexuccépa Mu-
KenaHaXeno AHTOHUOHMN.

Knrouessie cnosa: P P ®ansk, imaaus, PageHHa, Pa-
¢asns, bommuuennu, Tuyuax, «bybHosbili 8asem», AH-
moHuoHuU, A. H. LllekuH-Kpomosa.

30pa, OT3bIBa/CA, U B TBOPYECTBE, U B pPa3MblLl-
NeHnAX, Ha caMble pasHble Ky/bTypHble MaacTbl.
Tak, B 6bITHOCTb CTYAE€HTOM MOCKOBCKOrO yuun-
JNLLA XUBOMWCK, BasiHUS U 3044eCTBa, B NpaBuiax
KOTOPOro 6blA MyHKT, 3aMpeLlatoLL i yYalLmMMCcs oT-
faBaTb CBOW paboTbl Ha 3KCMO3MLMK BHe cTeH alma
mater, Po6ept ®anbk, nognmcaB nokasaHHbIN «He
Tam» (BbicTaBka «bybHOBOro BaneTa») N NpojaH-
HbIl «[ei3aXk ¢ KPaCHOWM JOPOXKKOM» aHarpamMmmMom

Knad Tpebop, ncnonbsosan nonyveHHble HeHOb-
Wwne aeHbrn ansa noesgkun B Vitaamto'. NpegaHHOCTb
CBOEMY NMPU3BaHMIO U BbIHYX/EHHAasA CTporas 3Ko-
HOMMWS MNOABUINA MONIOAOIO XYAOXHMKa 60bLLYHO
YyacTb MapLpyTa No 60MbWUM 1 ManbiM ropojam
COBEPLUMTL NewnmM xogoM. Takum obpasom Bec-
Hol 1911 roaa «4ysecHas cTpaHa» OTKpblBanach
O/19 HEro YBUAEHHOW «He rn1a3aMu TypucTa U3 okHa
OTeNsi AN aBTO», @ XXU3Hb €&, «C YEPHOro X0Aa,
C UHTMMHOW, CKPbITON OT MOCTOPOHHUX r1a3» CTO-
poHbl [3, c. 15]. Emy yganocb nocetuts Pum, OpBbe-
10, Munsy, Crneny, ®dropeHunto, PaBeHHy, Peppapy,
Maayro, BeHeuwnto, BepoHy, Buuenuy, Mapmy, MaH-
Tyto U MunaH. «Ha KOxHyro Utanunto geHer He xBa-
TWNO,— BCMOMWHAN XYJOXHUK, — <...> f 6€3 KoHLa
XOAMA MO yAnuam BeHeunw, TO eCTb BAOb KaHaNOB.
MHe faxke He XOTeNOCb 3aX0ANTb B My3en <...> —
ropog cam 6bin My3eem NpekpacHoro, Beankoen-
HbIM NMaMSATHUKOM, HO ELLE XXMBbIM, HEYBAAAOLLMM,
Ablwawnm» [3, c. 15].

VIHTepecHO, 4To Npn BCEM 06UANKN BRieUYaTAeHUN,
13 Bcero HoraTCTBa UTaNbSHCKOrO MCKYCCTBA OH BOC-
XULLAETCA M aHaAM3NPYeT NNLLb PaBEHHCKME MO3au-
Kn, >KOTTO, TBOPEHMUSA CUEHCKOW LWKOAbI. [enoButas
WMHTEHCUBHOCTb BOCMPUATUSA, Kasenaockon Bnevat-
NEHW OBBACHSAET, MOYEMY MOIOAON XYAOXKHUK He
OCTaHaB/MBanca, 4Tobbl 3aduKCMpPoBaTb OKpY>Ka-
fowme ero npupoay n namatHmkn. 1911 rogom ga-
TUpyetca ero nensax «CrveHa (BocnomumHaHune o6
WNTannn)»2, caenaHHbli yxxe He Nog HenocpeAcTBeH-
HbIM BrevyaT/leHneM. YnpaxKHeHne B Ce3aHHUCT-
CKOW MaHepe, kak onpegennn ero . B. CapabbsiHoB
[2, c. 52], 6onee Bcero obHapyxXmBaeT 34eCb BCE Xe
Kybuctnyeckme dopmasbHble U GOBUCTCKNE KOSO-
puctnyeckme nHteHumun. CpeaHesekoBas CuneHa,
C €€ YETKOW reoMeTpmen NOCTPOEK, TECHALLMXCA
Ha XOJIMUCTOM MEeCTHOCTW, OKasasack biarogaTHowm
MOZEeNbHo ANA 3bunpaTteslbHOM NaMATU XYAOXKHMKA.
(«f cTan nerko pabotaTtb NO NaMATU»,— NPUIHAET-
ca ®anbk Pance NaenbcoH [3, c. 118] B nnucbme 13
Mapu>xa. MOXXHO 3acBMAETENbCTBOBATL, YTO Takas
CNOCcoBHOCTL y>Ke Bblia NpoABAEHa XYA0XHNKOM
Ha JABa AecATKa NneT paHHee).

A cnycta gecATb feT nocse nyTewecTBua
B XXmnBonucn Panbka MOXHO 0B6Hapy>XuTb 1 AaB-
HWe paBeHHCKMe Brneyat/ieHns — B KOMMNO3ULM-
Ax «KeHwmHa B kpacHoM ande (P. V. agenbcon)»

1. Mem3sax 6611 NnpogaH 3a 160 pybaen Hotapuycy Octpoymo-
By (Katanor. 281)

2. 105 x 86 cMm. X, M. PocToBckuii obnacTHoW My3eli n3obpa-
3UTe/IbHbIX UCKYCCTB, POCTOB-Ha-/lOHY.

(1922, TTlN) n «XeHwmnHa B 6enoi noBAske»
(1923, I'TI). [.B. CapabbsaHOB NuweT No NoBoay
nepsoro xoscra: «B “XeHwunHe B kpacHoOM ande”
burypa kpuctannmsyetcs us cpeabl. 13 amopoHoi
MaTepun, MHEPTHON MacCbl KPaCOYHOrO C/0A Bbl-
pacTaeT caMO COBEPLUEHCTBO — YETKOE U ICHOE,
Kak GopMyna, BblpaxkatoLlee B YACTOM BUAe MNaa-
CTMYECKN 3aKoH. PasbK HapalyMBaeT KPacoYHbIN
cnoii. OH "My4daeT” XONCT, NepeHanpsAraeT ero, Kak
6bl MaTepuanusyeT n3obpaxeHne — C Tem, 4TobbI
NPUATA K TPYAHOW rapMOHMM NPOCTPAHCTBA U MJo-
CKOCTW, “peanbHOCTV 1 abCTparnpoBaHHOCTY BbITUA
1 "BHebbITUA". Panbk Kak Hbl OCTaHaBAMBaeT Bpe-
ms» [1, c. 117]. K aTomy aHann3y HeobxoanMmo npu-
COBOKYMWUTb HAaMOMWHaHMWeE O JBYX COCTaBAAOLLMX,
Ha KOTOpble CO3HATENbHO U UHTYUTUBHO OPUEHTYU-
poBasaca XyAOXHUK — TBopyecTBo Ce3aHHa v pa-
BeHHCcKMe Mo3aukun. Ans Ganbka BaxkHbIM Hbina
He TONbKO, eC/IM MOXHO TaK CKa3aTb, OTAE/NbHOCTb
KaXkAoro MMHU-GparmeHTa Kpaco4yHON noBepx-
HOCTW, HO 1 daKTypHaa CNOXHOCTb Npoun3Bese-
HUsA. TuLMaHa OH BKAKOYaEeT B Psaj TeX MacTepos,
B UbEM TBOpUECTBe «pakTypa MMeeT XXUBYHO CeTb
HepBOB, CBOE KpoBOObpaLleHre, NogobHOe ToMYy,
Kak XMBOE Tes0 OT/MYyaeTcs OT Teaa B NaHOMNTM-
Kyme» [3, c. 77]. IHTepecHO, UTO MMEHHO B 3TO
Bpems, Kk 1923 rogy, Panbk «3ameyaeT cTapbix Be-
HeuwnaHues» [5, c. 49].

MO>HO NpocieanTb, Kak C TeHeHNEM BPeMEHM
MEHAITCA XyAOXeCTBEHHble npucTpactusa ®anbka.
Ecan B cBOéM paHHem nyTewecteum B 1911 rogy
no Ntanmm MonoAomn XyA0XKHUK BbICOKO OLLEHWU
XuMBonuch [>XoTTo 3a 0606LWEHHOCTL M NPOCTOTY
$OpPM, NaKOHUYHOCTb LLBETOBOW TPaKTOBKY, a pa-
BEHHCKME MO3auku elwé n NoTomMy, YTo B CNOXK-
HOM nepenaeTeHnn LBETOB, KaXAbIN U3 HUX (3TUX
LBeTOB) Obl1 OpraHMyeH (OTMETUM, YTO MPOUCXO-
AV 3TN OTKPBITUA B MEPUOA HacTynaeHns 3pbl
«bybHOBOTO Banerta»), TO NO3Xe OH NPU3HAET-
cs: «Ha poanHe BENNKONENHbIX BEHELMAHLEB,
B BeHeuun, g nx kak 6bl 1 He 3ameTua. Ho koraa
B NepBble rofbl PEBOIIOLMY A CTan UCKaTb HOBbIX
MyTen CBOEN XMBOMUCK, MeHs MOpa3uia n yBaek-
Nla KOHKPETHO-UYBCTBEHHAA XXMBOMMUCb 3TUX MOTY-
UMX XyA0XHMKOB. A ntoboBanca eto No cobpaHmio
dpmMutaxa» [3, c. 16].

M3HauanbHO ®Panbk, Mo cOBCTBEHHOMY MpU3Ha-
HWIO, He BbICOKO LieHnn Padasns, HO, oka3aBLINCh
B JlyBpe, Yacamu npocTavBan nepes nopTpeTom
«/loHHa Benata», KOTopbIi 3HaA kak «PopHapuHa
B 6es0M». «/1n1a Hero oTKpPbINOCh YTO-TO HOBOE,
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XKeHuwjuHa 8 6esoli noesske (PB. MdenbcoH). 1922. Xoncm, macno. 116x66,3 cm. I'TI

a MOXeT NoToMy [...] OH MHOro nucan Torga be-
noe Ha 6enom»,— ceugetenbcrayet A. B. LLLeknH-
Kpotosa [5, c. 176-177]. B nopTpeTe aBTOpa 371X
CTPOK, POXAEHHOM Hoee UeM ABa AecaTUneTus
cnycTa «B 6enont wanu» (1946-1947, FPM), ®anbk
C/IOBHO BCMOMMHAET Hbly0 CNOXHYHO 3ajau4y CO3-
JaHNA XXNBOMUCHOW rapMOHUM 6e10ro B NAOTHOW
dakType. Mexay TeM poxaaeTca 1 Apyroe npea-
NONIOXEHME: BO3MOXHO, UMEHHO M3-3a YBAeYeHUs
6e/bIM B TOT Nepuog ceoero TBopyecTtBa Panbk
1 obpaTna BHUMaHMeE Ha NyBPCKUIA WeaeBp. B oa-
HOM 13 nNucem K Pance BeHnammnHoBHe VgenbcoH
OH 0603Haumn 3TO CBOE npucTpacTme: «B KoHue
KOHUO0B Beab 6enoe camoe LBeTHOe. f1 caMm pesko
ollylan Takoe yA0BOIbCTBME OT LiBeTa, KOrAa nu-
can UMeHHO TBOW Henblili nopTpeT» [3, ¢. 99]. Peub
naeT o «XeHuwmHe B 6enon nosaske». M ewé ve-
pe3 HeCcKoNbKO NeT Npu3Haétca en: «lpeactaBb
cebe, oueHb A nonobun Padasns, 6onblue, uem
Toro TuuymaHa, uTo 3sech ectb B JlyBpe...» [3, c. 138].
(Tem He MeHee OH B pa3HOe BpeMs TLLATENbHO U3-
yuna TMymaHoBckune «flopTpet MONoA0ro Yenose-
Ka C nepyaTtkon», «KpacaBuuy nepes 3epkaiom»
(«KeHWnHa nepes 3epkanom»).

TpaHcdopmaumsa Bo MHeHUN y Pasnbka Npomso-
1A 1 No oTHoLWeHUto K «CUKCTUHCKOM MagoHHe»,
KOTOPYO OH BuAen npoe3gom B Vtanuio n kotopas
TOr4a nokasanacb emMy «4y>Kon u ckyuHom» [3, c. 16].
Ewweé pa3 cosepuas nonoTtHo B 1956 roay 8 TMUU nm.
A.C.TlywkwnHa Ha npowanbHoW BbicTaBke [lpe3seH-
CKOVi ranepew, oH 6bl, MO ero NPuU3HaHW, «nopa-
KEH BENMUMEM N KPACOTOM 3TOTO BOXECTBEHHOIO
npovseegeHna» [Tam xel.

Ewé oanH NnpyMep CMeHbl UTaNbHCKMUX NpUcTpa-
CTUN. «boTTUEN N BbI3bIBaA Y MEHS ONMNO3ULUIO
CBOMIM Yepecuyp ABHbIM COBEPLLEHCTBOM GOPMbI»
[3, . 120],— 370 ®anbk paHHUiA. «Celiyac e s 0UeHb
nrbato bottnuennn»,— danbk 1956 roaa.

B cBoeli aBTObMOrpadum 1956 roga ®anbk n cam
OTMeuYaeT M3MEHEHWEe BKYCOB, HO FOBOPUT U O HEU3-
MEHHbIX MPUCTPaCTUAX. Tak OH yTBEpPXAas, YTo, KaK
1 paHblle, Npeanoyntaet JoHaTenno, YoM namsaT-
HWUKOM [aTTamenaTe OH BOCXMLLAACA B MOJAOAOCTU.
/I HeM3MeHHbIM OCTaBaNCh €ro NPeTEeH3NN K TBO-
peHnaMm MukenaHaxeno.

Cpegu nATn 3anajHbIX Xy40XHMKOB CBOEro Mo-
KONieHMs, Hanbonee NMHTepecHbIx eMy, Panbk Ha-
3Ban Amegeo MogunbsiHw.

OTMeTM cnocobHocTb Panbka K, ecnm Tak
MOXHO onpejennTb, CACTEMHOMY aHanun3y, 06-
Hapy>XuBaeMyto, B TOM YMCAe, U3 CNEAYIOLLErO ero

BbIBOJa, TakXXe POAMBLIErocs Ha OCHOBaHUW nTa-
NbAHCKUX HabatoaeHnin: «Korga B 1911 roay s Bu-
AEeN N3YMUTENbHYH SNATNHUCTUYECKYHO XVNBOMUCH
B My3ee BaTukaHa, a 3aTem B Buane B Masepe?,
A BCMOMHWA, YTO XOTA MeXAy ABYMA 3TUMMU AB-
NneHnaMK nckyccrea nexat 1,5 Teicayenetns, oHu
06a UCXOAAT U3 eAMHOW 3pUTEIbHO-MNAACTUYECKOM
TpaaMLMK, naactTnyeckon Kyabtypbl CpegmsemHo-
mopba...» [3, c. 15].

BaXXHO 1 TO, UTO XYAOXHMK OTMeYaeT JioKab-
HYtO cneunduky oblieit aTmocdepbl MecTa, KOM-
MEHTUPYA CBOIO YYTKOCTb BOCMPUATUA NPUCYLLEN
XYAOXHMKaM 0COHON YyBCTBUTENBHONM OpraHun3a-
LMK rnasa no OTHOLLEHMIO K LiBeTy 1 cBeTy: «[na3
XYAOXHVKa Tak pearmpyet Ha LiBeT, Kak ero npo-
ABAAET OKpyXXatloLasa ero ceetoas aTmocdepa.
Hepapom TuuwmaH, MNaono BepoHese pabotanu B Be-
HeLun — ux rnas nuTanca 3TUM BeNKOJEeMNHbIM
30/10TbIM CBETOM, Pa3nTbIM B BeHeunaHckon 06-
nactu...» [3, c. 132]4

JymaeTcsa, IMeHHO Takas aHaaMTU4yeckas cnocob-
HOCTb K cMCTeMaTM3aLumn NosyyaeMblx BU3yaabHbIX
BreyaT/eHnI AenaeT OpraHnyYHbIM ero negarornye-
CKYHO lesTeIbHOCTb, YNeHCTBO BO Bcepoccuiickom
xypoxectBeHHol konnernn 30 Hapkomnpoca,
KOMMWCCUM NO opraHm3aumm Myses XX1BOMUCHON
KybTypbl, paboTbl «06BACHUTENbHBIM NEKTOPOM»
3KCKypcMoHHoro 6topo MXK, ymeHve o6bACHATD
pe3y/bTaTbl PeLUeHNn CBONX TBOPYECKMX 3ajay,
ABJE€HHbIX B KaPTWUHax, B TOM 4YunC/e B Noaemuke
C KOAnerammn-xyAoxXHuKamu.

CTOnT BCMNOMHUTb B CBA3K C TeMol «Panbk
n Ntanna» yaneutenbHble npumMepbl obpaTHOM
cBA3n. Kapno JleBu, nucatens, Yert pomaH «Xpu-
CTOC OCTaHOBMACA B D601», U3JaHHBIN Ha PYCCKOM
A3bike B 1955 rogy, NpousBén cunbHeliiee BneyaT-
NeHve Ha Panbka, caM 6bl1 MOKOPEH XNBOMUCHIO
XyAOXHWKa. Ha BbicTaBke «Pycckoe 1 coseTckoe
MCKYCCTBO OT APEBHENLLNX BPEMEH A0 HaCTOALLEro
BpemeHu», npolegert B 1974 roay B Pume n ®no-
peHuwnm, «KpacHas mebenb» Bnevatanna MukenaH-
axxeno AHToHUOHMW. lNMpurexas B 1975 B KavecTBe
No4Y&THOro rocta Ha IX MocKoBCKMIN MeXayHapos-
HbIV KNHOdECTMBA/b, PEXMNCCEP HACcTOAN Ha BCTpe-
ye CO BAOBOW XYA0XHWMKA, Xenaa npnobpectn ero
paboTbl. B npogaxe 6110 oTkazaHo. OgHako AHTO-

3. Buana bapbapo-Bonbnu, BbicTpoeHHas A.[lMannaguo, ns-
BeCTHa TaKkxe ¢ppeckamu 1. BepoHese, cozgaHHbiMK B 1560—
1561 rogax.

4.  Tak XyAO>XHUK apryMeHTMpoBas CBOE npebbiBaHWe BO
®paHuwumK, oTBeYas Ha BOMpPOC, Noyemy oH He B MockBe
C ceMben.
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HWOHW BblN NCKPEHHe GaarojapeH 3a NoJyyeHHble
B Aap ABa Habpocka. B nucbme n3 Ntanum 16 asry-
cTa 3toro roga oH nuwet A. H. UeknH-KpoTosoi:
«Xouy Takxe ewé pa3 nobrarogaputb Bac 3a uy-
AECHbIV NMPUéM, KOTopbli Bbl okasann Ham. 3Ta

BCTpeua b6blna AN HAC Of4Ha M3 caMblx Npekpac-
HbIX, KOTOpPble Mbl UMean B Poccmn <...> A Tak-
e 6bl710 3aMeYaTeIbHO NobMXKe MO3HAKOMUTLCS
C OZIHUM U3 CaMbIX 3aMeYaTesbHbIX XYA0XHUKOB
anoxu» [5, c. 299].
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