ConomoH HukputuH

CdepbiCBEeTA
CTanummIcmbl

A Russian Artist Exhibited in Greece:
"The Spheres of Light

and the Stations of Darkness.
The Art of Solomon Nikritin
(1898-1965)"

82004 200y 8 [ocydapcmsee HHOM My3ee cospeMeHHO20 UCKYCCmea 8 UAJIOHU-
kax uluklKnacb ebicmasKa U38eCMHO20 PYCCKO20 XyOOXXHUKQ UOJIOMOHA
Buxpumuna (1898-1965). lieped ee opeaHuzamopamu cmos/iu 08e 0CHO8-
Hble 3a0a4u: NOKa3amb Meop4Yecmso uosioMoHa BukpumuHa 8o scem e20 pas-
HO06pa3uu u 80cCOeOUHUMb, XOMA 6bl Ha 8peMs, pa3po3HeHHble Yacmu Ko-
nekyuu leopaus Aocmaku, coxpaHuswe20 Hacsiedue XyO00XKHUKQ.

THE ORGANIZERS OF THE EXHIBITION WHICH OPENED IN JANUARY 2004
IN THE SALONIKI MUSEUM OF CONTEMPORARY ART HAD TWO MAJOR
TASKS. FIRST, THEY WERE TO PRESENT TO THE WORLD THE WHOLE VARI-
ETY OF SOLOMON NIKRITIN’S ART; ADDITIONALLY, THEY WERE TO COL-
LECT FOR THE TIME OF THE EXHIBITION ALL THE SEPARATE WORKS FROM
THE COLLECTION OF GEORGI KOSTAKIS, WHO HAD BEEN THE ARTISTS
MAJOR PATRON.

Hatanusa AAaCKVIHa Cmapoe u Hosoe The Old and the New
Natalya Adaskina 1935 1935
Xoncr, Macno Qil on canvas
119%105 119 by 105 cm
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Topas 3ajaya, Kak Kaxer-
cA, ycnewHo peweHa. Ha
BbICTaBKe MpeAcTaBieHo
Gonee 300 npown3BeseHuii
(B Katanore nepeyucieHo
336), rnaBHbIM 06pasoMm,
n3 konnekuum Kocraku. Kak nssectHo,
B 1977 ropy Bnageney nepejan yactb
CBOeM Konmnekumu B jap TpeTbAKOB-
cKoW ranepee. [lpyran ee 4acTb B KOHLe
1990-x rr. 6bina npuobpeTeHa rpeyec-
KM NpaBUTENbCTBOM U JIern1ia B 0OCHOBY
[ocyaapcTBeHHOrO My3es COBPEMEHHO-
ro uckyccrea B CanoHuKax, no Bcei Bu-
AMMOCTY, eAVHCTBEHHOrO B MUpe rocy-
[lapCTBEHHOrO My3eA PYCCKOro aBaH-
rapaa. PyKoBOACTBO v COTPYAHUKK My-
3eA CYMTalOT M3yyeHne W Nnonynapusa-
LIMI0 pyCCKOro UCKYyCCTBa NepBov TpeTn
XX BeKa cBoeil UCTopuyecKon muccu-
ell, yHacnegoBaHHON umm oT Koctakum
BMeCTe C ero KoineKume.
Pa3pabaTbiBas nporpamMmy cBoeit
peatenbHocTn, My3ell coBpeMeHHOro
WCKyccTBa Npeanonaran ycrpausaTb
3KCMO3MLMM HA OCHOBE COOCTBEHHbIX
(oHA0B, a TaKkKe BbICTaBKW, rae OyayT
MCNonb30BaHbl 3KCMOHATbl U3 APYrunx
myseeB. OfHOM M3 HMX CcTana peTpo-
CMeKTMBHaA nepcoHanbHaA BbiCTaBKa
ConomoHa HukpuTuHa.
3peck npescTaBneHbl NponsBese-
HMA 13 Konnekuun Koctaku, HecKonb-
KO Bellel, NMpUHaANeXaBLINX ApYrum
KonnekuuoHepam, M MHorvme pabortbl,
nepepanHble B 1975 rogy BaoBow xy-
noxHWKa TpeTbAKkoBcKoW ranepee. OT-
6opoM npov3BeAeHUn U camMuM (ak-
TOM MOJy4YeHUA 3Toro Aapa Mbl 06A3a-
Hbl 6e30WnB0YHON My3eHON WHTYW-
UMM COTPYAHMKA OTAena COBeTCKOW
xmBonucku locysapcTBeHHon TpeTba-
KoBcKou ranepeu A.M.PaixeHwwuTenH.
MepBas nonbiTKa NO3HaKOMUTH
ny6aviky ¢ TBopyectBom ConomoHa Hu-
KpuTuHa Oblna cpenaHa B cepefuHe
1990-x rr. Pacnonaras 6onblwmnm cobpa-
HWeM ero paboT, coTpyAHUKM TpeTbs-
KOBCKOW ranepeu NpucTynuiau K opra-
HM3auuK NepCoHaNbHON BbICTaBKM, HO
BCKOpE BbIHYX/AeHbI bl 0TKa3aTbeA
OT 3T0ro 3ambicna. B Ty nopy 6bi10 He-
BO3MOXHO 006beAVHUTbL ABE OCHOBHble
4acTV Hacneaua XyAOXHWKa W TPYAHO
M3/aTb KaTanor BbICTaBKM.
Cnycta pecATb neT nmosBunach
BO3MOXXHOCTb BEPHYTLCA K 3TON naee, 1
locynapcTBeHHbIN My3eli COBPEMEHHO-

ro nckyccrea B Canonukax B3anca 3a
ee ocyulectnenune. Boictaku B Cano-
HuKax (peBpanb-mapT) 1 B MockBe (an-
penb-Mali) Mokasanu, HacKoNbKo yc-
newHo Bbina pelleHa 3Ta 3agaya.

B npoekTe npuHuman yyactue uH-
TepHaLMOHaNbHbIA KOANEKTUB aBTO-
poB. Hag katanorom pabotanu: Mapus
LlaHuanornoy (SMCA); Upuna Jlentec,
WpwuHa JlebepeBa n Hatanua AgackuHa
(F'TT); Dxon BoynrT, Wapnotra flyrnac u
Hukonetta Mucnep (McTopukmn pyccko-
ro aBaHrapaa u3 CLLUA n Utanun). Pe-
AaKTop-coCTaBUTeNb MU3JaHNA U KOOop-
AvHaTop Bceil paboTbl - npodeccop
JxoH Boynt. B kartanor Bownu He-
CKONIbKO CTaTel, pacKpbliBaloLWmnx pas-
Hble rpaHu TBopyecTBa HWKpWTWHa,
ero TeKCTbl, paccKkasbl Apysein, Bnagu-
mupa KoctuHa v U3l Bepanyesckoit, n
Apyrve matepuansl. M3 HUX cknagbliBa-
eTCA BCECTOPOHHWIA aHanu3 TBOpYec-
KOro Hacneaua Mactepa. 3TOT npyMHLUMN
ObiN MONOXeEH B OCHOBY 3KCMO3ULMM.
OHa cTpouTca BOKPYr OCHOBHbIX TBOP-
YecKkMx TeM, 0ObEAUHAOWMX UHOrAa
OAHOPOJHbIA, @ NOPON BeCbMa pasHo-
nnaHoBbIN, MaTepuan.

ConoMoH HUKpUTUH - XYAOXHUK
ocobeHHbI. bbiBaloT MacTepa, OTKpbI-
BaloLLie HOBble FOPV30HTbI UCKYCCTBA.
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Scku3s KapmuHbi
«[MpowaHue

€ MepmsbIM»
1920-e

KaptoH, macno, nak
23,8x30

Study of the Painting
“Farewell with the
Dead”

1920s

Oil and varnish

on cardboard

23,8 by 30 cm

BosHeceHue
peaucmpamopuwiu »
N3 cepun
«KpyrocBeTtHoe
nyTewiecTsue»
1924

bymara, ryawb
43x36,2

The Resurrection

of the Registration
Clerk »

From series “Journey
around the World".
1924

Gouache on paper
43 by 36,2 cm

BbiBaloT reHuu, 3akpbiBalolme CBOMM
TBOPYECTBOM Liefible HanpaBfieHns: Mno-
cne Hux BcAKana paboTa B TOM Xe pycre
CTaHOBMTCA 3nuroHctBoM. W ectb xy-
JOXHUKK, paboTatoLLme B paMKax onpe-
[eNeHHON XyA0XeCTBeHHON Tpaguumm.
HUKpUTMHa Henb3A OTHECTU HU K 0f-
HOM 13 3Tnx Kateropuii. Ero He Ha3o-
BeLlb OTKPbIBATEIEM HOBOTO HarpasJie-
HWSA MAU MacTepoM, KOTOpblil MoABen
UTOT NOMCKaM Lesioro TedeHuns. Ho oH u
He PALOBON YYaCTHUK XyA0XKeCTBEHHO-
ro asvxeHusa. OH cam no cebe. Ero ma-
Hepy Henb3A OTHECTU HU K OAHOMY 13
n3BeCTHbIX TeyeHuin. OH MHoroobpa-
3€H, HO OH He 3KNeKTUK. HuKputuH
cBoeoOpa3eH - BOT ero OCHOBHOe Kauye-
cTBO. IMeHHO no3ToMy B rofibl CTaHOB-
NIeHUs U pacuBeTa coupeanu3Ma K ero
WCKYCCTBY OTHOCWUNCH HEMPUSA3HEHHO;
OHO )Xe OMpeAesniI0 TBOPYECKYH Cyab-
Oy XyAOXHMKa NpW KW3HM M noche
cMepTu.

Yepes Bce nckycctBo ConomoHa
HukputuHa npoxoaut cneundguyeckoe
MUPpoOLLyLLieHVe — YyBCTBO eAMHCTBA U
C/IUTHOCTU BCEro CO BCeM: KocMumyec-
KX MPOCTOPOB BCEJEHHON, MCTOpUU
yenoBeyecTBa M NPOCTPAHCTBA YenoBe-
YyecKoro cosHaHua u neuxmku. Otcroga
Nto60Bb XyAOXKHUKA K MHOTONUCTHBLIM

n the second task, they were suc-

cessful. More than 300 works were

presented at the exhibition - in

fotal the catalogue has 336

exhibits - the major part of which

was from the Kostakis collection.
The major part of that collection had
been donated fo the Tretyakov Gallery in
1977 by the collector himself, while
another was acquired by the Greek gov-
ernment at the end of the 1990s, and
became the foundation for the Saloniki
Museum of Contemporary Art (SMCA). As
a result, this museum effectively became
the only government-funded museum of
the Russian avant-garde in the world. The
museum’s officials, as well as its staff,
consider research into and populariza-
tion of Russian art dating from the first
third of the 20th century, as a mission,
one which was passed on to them by
Kostakis together with his collection.

Alongside exhibitions put together
entirely from the museum’s collection,
SMCA's activities include a number of
shows that put its resources alongside
separate pieces acquired or lent from dif-
ferent galleries and museums. One of
these was the retrospective solo-exhibi-
tion of Solomon Nikritin's art, consisting
not only of works from the Kostakis col-
lection and a few pieces from other
sources, but also a large selection of
works donated fo the Tretyakov Gallery in
1975 by Nikritin's widow, D.l. Kazhdan.
That donation was made possible through
the initiative and remarkable intuition of
AM.Raihenstein, a member of the depart-
ment of Soviet art at the Tretyakov
Gallery.

However, there have already been
attempts to complete the first task of the
Saloniki museum - to acquaint the pub-
lic with Solomon Nikritin's art. Since the
Tretyakov gallery holds so many of the
artist's works, in the early 1990s the
gallery was frying to organize a solo-
exhibition. Yet the Tretyakov Gallery had
to delay their idea - given difficulties in
publishing the catalogue, as well as an
even more vital problem, the impossibili-
ty of showing the two main parts of the
artist's work together. But ten years later,
thanks to initiatives from the SMCA, it
became possible to realize that original
plan.

The project came to reality thanks
to the efforts of an infernational team.

The creators of the catalogue were Maria
Tsantsanoglou of the SMCA,; Irina Leytes,
Irina Lebedeva and Natalia Adaskina (of
the Tretyakov Gallery); and John Boult,
Charlotte Douglas and Nikolette Misler,
Russian avant-garde experts from the US
and Italy. Professor Boult was the editor-

KpyzocsemHoe
nymeuwecmsue
Cepeauna 1920-x
®daHepa, macno
47,7x59,7

Journey around

the World. Mid-1920s
Oil on plywood

47,7 by 59,7 cm

in-chief and coordinator of the publica-
tion. The catalogue includes several arti-
cles analyzing different aspects of
Nikritin's art, texts written by the painter
himself, alongside memoirs by Vladimir
Kostin and Isa Berdichevski, who knew
the artist personally, and other materi-
als. The entire contents of the catalogue
form the main idea behind the exhibi-
tion - a multi-faceted analysis of
Nikritin's extensive artistic legacy. The
same principle served as the back-
ground for the exhibition: it was based
on the main artistic themes that unite
material that is sometimes very similar,
but often very different.

Solomon Nikritin is a very peculiar
artist. There are painters who "open” new
artistic horizons, and others - geniuses
who literally "conclude” entire movements
in art with their creativity, since it subse-
quently becomes pointless for others to
continue in similar directions. Of course,
too, there are also painters who work with-
in the context of certain artistic tenden-
cies of their time. Nikritin, however, does
not belong to any of these categories. He
cannot be called either a founder of any
trend in art, nor a master who provides the
denouement to a long creative quest; nor
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is Nikritin an ordinary member of any
artistic movement. Nikritin is simply him-
self: he just does not belong to any known
artistic "direction”. His art is versatile, but
not eclectic. Nikritin is truly original - that
is his main characteristic, one which both
explained the rejection of his art during
the period of Socialist Realism, and deter-
mined its fate through his own lifetime
and after his death.

What unifies Nikritin's art is his
unique perception of the world, bringing
together a sense of unity, and continuity,
in everything - from the cosmic
grandeur of the universe, fo the history
of mankind and the outreach of the
human mind and psyche. Hence the
artist's love for multi-piece graphic
series on a particular theme, such as
"Revolution”, which creatively joins real-
istic images of the revolutionary period
with - in some ways emblematic, but
very lively - animal-characters (the Bri-
tish lion, the bear, and others), as well as
fantasy illustrations that also carry a
symbolical and allegoric meaning (such
as, the peasant’s bed).

This feeling of unity, with an
accompanying eternal continuity of
space, meanings and emotional states, is
realized in a number of separate sketch-
es on the same theme, including spirals,
ovals, cobwebs and squares. These amor-
phous motifs seamlessly metamorphose
into forms of imagery.

The SMCA attempted to reflect all
these complicated processes in the exhi-
bition. Its building was constructed more
than a century ago as a Catholic
monastery and was converted info a
museum in the late 1990s; this gave an
opportunity fo place the works exhibited
in seven different halls, and made it pos-
sible to separate thematic and plastic
series in separate rooms. The hall with
the graphic series "Revolution” looked
especially spectacular: a scarlet wall,
painted that colour especially for the
exhibition, gives the series of rather small
drawings with elements of the grotesque
an extra emotional colour and sense of
complefeness. In the same way, Nikritin's
series "War" and others were given their
separate halls.

The SMCA had intended to group
numerous sketches connected with one
of Nikritin's few finished large paintings,
"The Old and the New", around the main
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Komno3uyus Ha memy
«Pesontoyus».
Hukakas noddepxka
Hedonycmuma npasu-
nesbcmay Gypxyasuu
Cepepuna 1920-x
Bymara, Tywb, nepo
13x18,3

Composition on the
theme of “Revolution”.
No Support is Permis-
sible to the Bourgeois
Government
Mid-1920s

Pen and ink on paper
13by 183 cm

N3 cepuu
«lMamamHuk». 1930
Bymara, Tywb,
nactenb. 17,4x 14,6

From the “Monument”
series. 1930

Crayon, ink on paper
17,4 by 14,6 cm

rpan4yecKUM cepusaM Ha orpefeneH-
Hyto Temy. CKaxem, B cepun «PeBonio-
LMA» NPUYYATMBO COYETAOTCA peannn
peBoOLMOHHOIO BpeMeHu ¢ amMbnema-
TUYECKUMY MO 3aMbICTly, HO COBEpLUEH-
HO XMBbIMU MO WCMOAHEHUIO MEPCOHa-
KaMU-KMBOTHbIMW (BpUTAHCKUIA neB,
MeaBedb U Ap.), a Takke daHTacTMyec-
KUMU 1306paxeHnAMY, HecylnMm 06-
pa3Ho-anjeropuyecKyto Harpysky (Ha-
npvMep, KpoBaTb KpecTbAHWHA). ITO
YyBCTBO BCEeAMHCTBA M BECKOHeYHOoro
pa3BopayMBaHUA MpPOCTPAHCTB, CMbIC-
N10B, NepeTeKatoWmX Apyr B Apyra aMo-
LIMOHaNbHbIX COCTOAHMI NMpoCBeYnBaeT
BO MHOTMMX 3TIOAAX Ha Ty UM UHYIO Te-
My: Cnupanb, 0BaJ, WTPUXOBas nayTu-
Ha, KBagpatbl 1 T.N. Mnactnyeckne mo-
TWBbI, KOTOPble Pa3BOPaYNBAIOTCA B BU-
Ae GecrnpefMeTHbIX 3TOA0B, NIABHO Ne-

pexXoAAT B M300pasuTenbHbie GOpMbI.
MMeHHO 3TOT mpouecc cTpeMunmnch oT-
pa3nTb B CBOEI 3KCMO3ULUN OpraHmnsa-
TOPbI BbICTaBKM.
3paHue My3es coBpeMeHHOro mc-
KycctBa B CanoHuKax 6b110 NOCTPOEHO
Gonee cTa feT Ha3aj ANA KaToNMYeCKo-
ro0 MOHacTbIpA W PEeKOHCTPYMpOBaHO
ansa myses B KoHue 1990-x rr. 9kcnoHa-
Thl BbICTABKW MpPeACTaBeHbl B CEMY 3a-
nax pasHow nnowagu. Hekotopble Te-
MaTMyeckue W MaacTMyeckue LUKIbI
yAanocb pasMecTuTb B OTAE/bHbIX MO~
MeleHUAX. IddeKTHO cMoTpUTCA 3an,
rae npejcraBneHa rpaduyeckas cepus
«Pesontoumnsa». CneuvanbHO OKpalueH-
HaA B anblii LBEeT CTeHa NpuAaeT LUKy
HebOoNbLWNX NepoBbIX PUCYHKOB C 3Jie-
MeHTaMy rpoTecka AOMOAHUTENbHYIO
9MOLMOHANBbHYI0 OKPACKy W 3aKOHYeH-
HOCTb. B oTAenbHbIN 3an BbiHeceHa ce-
pvs «BoiHa» 1 HeKoTopble Apyrue.
MHorouncneHHble 3CKMU3bl U 3THo-
Abl K OAHOW 13 HEMHOMMX 3aKOHYEHHbIX
HukpuTuHbIM Gonblumx KapTuH «CTtapoe
¥ HOBOE» JOMKHbI ObINN FpynNnNMpoBaTh-
CA BOKPYr OCHOBHOIO MOJIOTHa B CreLu-
anbHO oTBefieHHOM 3ane. Ho 3ty ugeto
ocyLlecTBUTb He yaanock. Myseii B Cano-
HUKax Bel JONMVie U CNI0XHbIe NeperoBo-
pbl, 4TOBbI NONY4YUTL U3 ApyrMx cobpa-
HUI HECKONIbKO BaXKHeMLWINX NpousBese-
HUI XyAoXHMKa. Ho, K coxaneHuio, 3Tn
neperoBopbl He YBEHYaNWCb YCMexoM.
KaptuHbl «Ctapoe u Hooe» u «KeHwu-
Ha B KpacHoMm», xpaHslweca B Hykyc-
CKOM My3ee, Oblnn 3aaepKaHbl No pelue-
HUIO MpaBuTenbcTBa Y36ekuctaHa. Kon-
nekuvioHep Mropb [lbiveHKo He mor ne-
penpaBuTb Yepe3 KMEeBCKYID TaMOXHI0
KapTvHy «KpyrocBeTHoe nyTeluecTBuey.
BoKpyr aTux Knto4eBbIX KapTUH AOMKHbI
6bin pacnonaratbcsi pasHooOpasHbie
3CKM3bI, 3TIOALI W accoLMaTUBHO CBA-
3aHHble C HUMK 06pasHble peLleHus.
OcTanbHble 60MbLUMe KapTUHbBI CO-
3[,a10T He0OX0AMMblE aKLEHTbl B Mope
HeBOoMbLIMX KMBOMUCHBIX MONOTEH U
rpaduyecKnx NUCTOB, pa3MeLLeHHbIX B
ABYX Gonblumx 3anax mysesd. CoefunHe-
HMe XMBOMWUCU W TpaduKn B efuHble
KOMMEKCbl Takke MNPUHLMNNANLHO
Ba)HO /1A TBOPYECTBA 3TOM0 XyAOKHMU-
Ka: eJuHble NNacTUYecKre 1N CIOKETHO-
CMbIC/IOBble TeMbl 00beAuHAT pabo-
Thl, CieNaHHbIe B Pa3HbIX TeXHUKaX.
HWKpUTWH - XyA0XHMK npoLiecca,
a He pesynbrata. OH rogamy BbliHaLWK-

canvas in a separate hall. Unfortunately,
that idea was not fo be realized, since
several vital pieces were not delivered to
Saloniki, despite long and difficult nego-
tiations on the part of the organizers.
The paintings "The Old and the New" and
"A Woman in Red" should have been
brought from the Nukus Museum, but
were held up by the Uzbek government.
Another painting belonging to the collec-
tor Igor Dychenko, "A Trip Around the
World", was not allowed to leave Kiev by
Ukrainian customs. The above works
were supposed to act as centres - or
nuclei - fo collect various sketches and
pieces related to them. The remaining
large paintings created the necessary
accents in a sea of smaller canvases and
graphic artworks located in two of the
museum’s spacious halls. A very impor-
tant point in Nikritin's art is that the
same plastic and thematic ideas are pre-
sented in different ways, in different
techniques. Therefore, it is of principal
importance fo put paintings together
with graphic artworks in a complex, or
context.

Nikritin is an artist of process, not
result. For years he carried his ideas with-
in himself, and developed them in various
genres, including diary entries and plans,
theoretical ideas, talks about his ideas
and schematic drawings that followed
the flow of his thought, and sketches and
studies in both graphic techniques and
painting. This is why both of his ways of
expression are particularly interesting:
whether it is the continuous "stream of
consciousness” demonstrated in the
drawings and miniature painted sketch-
es, or the rarely completed works, in
which the artist reached a conclusion of
certain emotional tensions, thoughts and
research on a definite theme.

Nikritin's best known, and more-
or-less complete, painting is "The Peo-
ple’s Trial" (1934). In this work, perhaps
unintentionally, the artist expressed the
atmosphere of consistent war between
social classes and people themselves, as
well as the inevitable human sacrifice fo
the governmental machine: all things
that Nikritin had seen during the post-
revolution years. The exhibition follows
this theme by its representation of a nat-
ural opposition of opinions in "The Argu-
ment" (1930), then switches to the dark
image of a tribunal, one ruling without

giving the defendant a chance to speak,
in "The People’s Trial". The second most
important finished work is the above-
mentioned "The Old and the New"
(1935): an entire catalogue article by
Boult is devoted to the painfing. Thanks
to the efforts of Igor Savitsky the paint-
ing is in the collection of the Nukus
Museum. In the painting, the artist came
very close to his ideal: to sum up, in one
work, different and even contrasting
themes and symbols which were emo-
tionally close to him for months or years.
Thus the images of the young Komsomol
(Communist league) members and con-
struction workers depicted in the can-
vas are intertwined with that of a war
cripple, and themes of eternal beauty as
well as ancient art. To each of those spe-
cial themes Nikritin devoted many years
of work, investing considerable thought
and feeling in them. These themes are
all reflected in the series of drawings
such as "War", with sporting figures,

Yenosek u 0bako
Konew 1920-x
KaptoH, xonct, macno
142,3x142,3

Man and Cloud
Late 1920s

Oil on cardboard
mounted on canvas
142,3 by 142,3 cm

Baj U TwWaTenbHO pa3pabaTtbiBan cBou
3aMbIC/bl B Pa3HbIX XaHpax: B AHEBHU-
KOBbIX 3amucAx-nnaHax, B TeopeTuyec-
K1X 060CHOBaHWSAX, B YCTHbIX paccKa-
3ax, B PUCYHKax-cxemax, (GUKCUpYIo-
WMX YMO3pUTe/bHble KOHCTPYKLMU, B
rpaduyecKmnx 1 })1BOMUCHbBIX 3TIOAAX C
HaTypbl. [103TOMy HaM upe3Bbl4aliHO
MHTepecHbl 06e rpaHn ero TBOpYecTBa:
1 6eCKOHEYHbIV «MOTOK CO3HaHMAY, 3a-
(VKCUPOBaHHbIN B pUCYHKaX, Hebonb-
LWIMX KMBOMMUCHBIX 3CKM3axX U 3TioAaXx,
W peikue 3aKOHYeHHble Mpou3Beje-
HUS, B KOTOPbIX XYyAOXHWKY yAanocb
MoAbITOXUTb AAUTENbHBIA Npouecc
3MOLMOHANbHBIX NepexuBaHui, pas-
MbILLEHWUIA Y U3YYeHUS TON MU UHON
06pa3Hoi TeMbl.

Caman u3BecTHas W BMojHe 3a-
KOHYeHHas KapTuHa HukputuHa - «Cya
Hapoaa» (1934, 1TT). B Hel1 oH, no Bcel
BWAMMOCTV HEBONbHO, BbIPa3ui OKpy-
KaBLUYKD €ro B MOC/IepeBOOLMOHHbIE
roAbl aTMoctepy HenpMMUpUMON Knac-
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coBoi 6opbObl, MPOTUBOCTOAHUA 0~
[ieil 1 NpeBpaLLeHnA YeNOBeKa B XKepT-
BY rocyAapCTBEeHHON MaluHbl. Ha BbI-
CTaBKe MpOC/IeXeHO pa3BUTHE TeMbI: OT
€CTeCTBEHHOr0 CTOJIKHOBEHWUA MHEHUI
B KapTuHe «Cnop» (1930, I'TT) go mpauy-
Horo TpubyHana, He CHUCXOASALLEro A0
Amanora ¢ IMYHOCTbIO MOACYAMMOTO, —
«Cyp Hapoga».

Bropaa BaxHeWwaa 3aKOH4YeH-
Has KapTuHa HukputuHa - «Ctapoe un
HoBoe» (1935). Eit nocBAweHa oTaeNb-
Haa ctatba [x.boynta. CrapaHuamu
WNropa CaBuuKoro - myseiwimka «Mu-
noctblo boxbei» - 3Ty KapTWHY npu-
obpen HyKycckuid My3eit, KOTOpbIi Te-
nepb HocuT muma Casuukoro. B atom
nonoTHe aBTOp AOCTUT CBOEro ujeana:
OH COeAVHUN B OJHOM NMPOU3BEAEHUN
pasHble, mojyac Aaxe KOHTpacTHble
06pasbl U TeMbl, BOJHOBaBLUVE €ro
Jonrue roabl.

Hapsagy c o6pa3zamu komcomonb-
LleB-MeTPOCTPOEBLIEB Ha NONOTHE BO3-
HWKaeT o6pa3 MCKaneyeHHOro BOK-
HON UHBaNUAa v 3BY4nT TEMa BEYHOM
KpacoTbl M WCKYCCTBa, XKMBYLLEro B
BeKkax. Kaxpon mn3 atux Tem Xypox-
HVK 0T @n HemMano TpyAa v pasayMui.
OHW oTpasmnnch B cepuAax pUCYHKOB
«BoiHa», B M306paxeHNAX WMHBaNU-
[I0B, B CMOPTMBHbIX CHOXeTax W np.
HuKkpuTUH ocTpo 1 rnyboKo nepexun
W nepesan B CBOWX NMPOU3BEAEHUAX
Kowmap [lepson mMupoBon u [pax-
[aHCKOW BOMHBbI.

B cBoem TBOpuecTBe OH MOCTOAH-
HO obpaLLancs K croxeTam U3 MMPOBOTO
Knaccuyeckoro uckycctsa. B mHoro-
YMCNEHHbIX KOMUAX 3HaMEHWUTbIX Mpo-
M3BeJeHNIN XKMBOMUCK, B PUCYHKax C
M3BECTHbIX CKYJbNTYp, KOTOpble OH Ae-
nan Ha npoTsxXeHun pecatunetuii, Hu-
KPUTUH CTpeMu/ICcA pasragatb Gopmyny
KpacoTbl M MacTepcTBa W 3anevyatneTb
ee BCEBO3MOXHbIMU crnocobamu.

TeopuecTBO HUKpWTMHA MOXHO yC-
NIOBHO pas3aenuTb Ha Tpu dasbl. B Haua-
ne 20-x IT. 6bi cO34aH pAj 3KCNepUMeH-
TanbHbIX Npou3sBegeHnit. OHW cBA3aHbI C
ero AeATeNbHOCTbI0 B MOCKOBCKOM My-
3ee KMBOMUCHOW KynbTypbl U 3KCnepu-
MeHTaMu B TeaTpaiibHOM MCKyccTBe. He-
CKOJIbKO CTaTell B KaTasiore paccKasblBa-
toT 0 paboTe XyA0oXHMKa B TeaTpe.

B koHue 20-x - Havane 30-x rr.
POXAAIOTCA YMCTO XKUBOMUCHbIE NPOMN3-
BeJleHNA C TOHKOW LiBETOBOW raMMoi 1

cBOBOAHOV MaHepoW HanoXeHUs Mas-
KoB. B HMX HUKpUTWH BbIpasun pasHble
Mo 3MOLMOHANbHON OKpackKe, HO OYeHb
3KCMpeccrBHbIe BMeYyaTieHUs: MOTOK
YINYHOW [EMOHCTpaLMn C B3METHYB-
WMMUCA BBbICb 3HAMEHAMU, ANHAMUKY
FOPOACKUX Men3axen wan nyrawouue
KpynHomaclwTabHble Gurypbl Kpuua-
LWMX W NbAHbIX XEHLLMH.

Moxanyii, Hanbonee SpKUM W
MOLHbIM cBeplieHneM HukputuHa B
XuBonucu Gbina KapTuHa «Yenosek u
o6nako» (KoHew 1920-x, Myseii cospe-
MeHHOro uckyccrtsa). B 3tom Kpacou-
HOM 3MOLMOHaNbHOM MOJIOTHE OH BO-
MAOTW CBOE MpPEeACTaBNieHNE O COXK-
HOW, HanNpAXeHHON rapMOHUM B3aUMO-
OTHOLLUEHWI YenoBeKa 1 BCeNeHHOMN.

HWKpUTKHY 6bINN MHTEpEeCHbI ca-
Mble pa3sHble TeMbl: OT POXAEHUA W
CMepTU A0 3aBOACKMX LIEXOB C TOJKato-
MM TauKy pabounm.

OH paboTan BO BCEBO3MOXHbIX
XaHpax v npuberan K cambiM pasHbiM

CTUINCTUYECKUM TMpUeMaM, OAHUM U3
KoTopbIX Obin rpoTeck. B 3Tom Knioue
co34aH uMKn paboT, KoTopble rpynnupy-
l0TCA BOKpYr KapTuHbl «KpyrocsetHoe
nytewectsme» (cepeamHa 1920-x rr.,
cobpanue W.[biuenko, Knes). B 3tom
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invalids and other elements. Nikritin's
works represent the atrocities of both
the First World War and the Russian
Civil War. The motif of classical art can
also be seen in all of his artwork;
Nikritin tried fo figure out the formula
of beauty and ultimate mastery and
grasp it in all possible ways by creating
replicas of various famous artists’
works, as well as drawing well-known
sculptures, which took him years to
complete.

Nikritin's art is quite unconven-
tional in respect to its chronological
parameters: in the early 1920s he cre-
ated a number of experimental works.
They were associated with his activi-
ties at the Moscow Museum of Artistic
Culture, as well as some with experi-
ments in theatre. Much of that theatre
work is reviewed in several articles in
the catalogue. The late 1920s and
early 1930s saw Nikritin devote him-
self mainly to landscape painting; his
artwork from that period can be char-
acterized by its very fine colour spec-
tfrum and liberal brushstrokes. In his
brushwork, Nikritin could convey emo-
tionally diverse yet always expressive
impressions: a stream of people at a
demonstration with banners held up
high, the dynamics of cityscapes, or
frightening images of screaming
drunken women. Arguably Nikritin's
brightest and most powerful achieve-
ment in this genre was the painting "A
Man and a Cloud" (from the late 1920s,
in the collection of SMCA). In that
colourful and very emotional canvas
he fransferred his own perception of
the complicated and edgy relationship
between man and the universe.

All sorts of themes, from birth and
death to factory workshops with work-
ers pushing machinery, were of inferest
to Nikritin. He managed to engage with
all possible genres: his world of imagery
was built on very varied stylistic trends,
one of which was that of the grotesque.
In that style the artist created an entire
cycle of works that are all grouped
around the picture "A Trip Around the
World" (from the mid-1920s, in the col-
lection of Igor Dychenko, Kiev). In the
series all the characters appear naive,
ugly in their own gaucheness, yet still
manage to generate our sympathy.
Grotesque images on the theme of the

UMKNe npeAcTaBieHbl HauWBHble, BOC-
TOpXXeHHbIe, YPOAIUBbIE B CBOEN Hene-
MoCTW, HO BbI3blBaloWMe CUMNATUIO
NepcoHaxu.

MHaue BocnpuHuMatloTcsa rpote-
CKHble n306paxeHus, CBA3aHHbIE C Te-
Mol namATHUKa. B aTux paboTax ypoa-
NuBble Tena M Auua oAen, a nopown
MOHCTPOB, COeAuHMBLIMX B cebe yeno-
BEYECKOE U XMBOTHOE Hayano, oTpaxa-
10T ylep6HOCTb AyLIEeBHOIO Mupa nep-
COHaXel W MecCUMMCTMYECKOoe BOC-
npuATUe XyA0XHMKa. /13 3TOro oTHOLWe-
HUA K rnepTpoMpoBaHHbIM CTOPO-
HaM OKpy)Kaloleln AeiiCTBUTENIbHOCTU
BblpacTaeT cBoeoOpa3HbIii cloppea-
nm3M HUKpUTMHa, pe3Ko Hemnoxoxui
Ha obuien3BecTHOe Hamnpas/ieHue B
1306pa3nTeNbHOM UCKYCCTBE.

OTpenbHaa yacTb TBOpYecTBa
HukputuHa - aBTOMOpPTpeTbl, KOTO-
pble OH co3jaBajl Ha MPOTAXeHUU
BCelN XU3HWU. B HMX 3aneyaTtneHa ero
JINYHOCTb, ero TBOpPYecKas ucTopus,
ero cyabba.

XoTA HUKpPUTWH Xun coBceM He-
[aBHO M COXpaHWcA ero obLWMpHbIN
apXuB, y)Ke MHOTO0 feT A0CTYMHbIN A1A
N3y4YeHWA, ero TBOPYeCTBO TauT AnA
WCKYCCTBOBEJOB HeMasno 3arajok.
Ero nerue uHTepnpetupoBaTb, Bchy-
WwrBasch B 3By4aHue 06pa3os, pasra-
AblBas yMO3pUTeNibHble KOHCTPYKLUY,
YeM NpocnexuBaTb XPOHONOIUIO ero
paboT M NOrMKY TBOPYECKOW 3BOJIO-
umun. [axe B npouecce paboTbl Hapg
BbICTAaBKOW Y4YaCTHMKMW MpOeKTa He
MO/ MPUNTU K €AUHOMY MHEHUIO MO
LleloMy pAjy CnopHbIX BonpocoBs. Ha-
MpUMep, HUKTO He MOXET pasbACHUTb
CMbIC/l TaWHCTBEHHOr0 Ha3BaHMUA
KOMMYHbl XYAOXHWKOB W apTWUCTOB,
opraHu3oBaHHOM HUKpPUTUHBIM B
1920-e rr. - «Catio».

Pycckne ydvacTHMKM npoekTa
y6exaeHbl, 4TO 3TO C/IOBO, HE pa3 yrno-
MAHYTOe aBTOPOM B ero TeKcTax, npo-
NCXOAMT OT NaTMHCKOro KopHA. Ho 3a-
py6exHble KoIern He MOryT 40 KOHLA
pa3razaTtb ero CMbIC/A U 3TUMOIOTUIO U
npeanonaratT, 4TO aBTOpP COCTaBWA
ero u3 6ykB naTvHckoro andasuTa u
KUpUAAULbI.

[Jaxe Ha 3Toi Gonblioi W npea-
cTaBuTenbHol BbicTaBke ConomMoH Hu-
KPUTUH NpPOJO/MKaeT OCTaBaTbCA Xy-
LOXHMKOM 3arafjodHbIM M BO MHOMUX
OTHOLUEHUAX CMOPHbIM.
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monument are perceived in a very dif-
ferent way. In these works, the disagree-
able-looking bodies and faces of
people - and sometimes even monsters -
that unite human and animal nature
reflect the repulsiveness of the inner
world of the characters depicted, and
convey the artist's pessimism. Nikritin's
unique surrealism, just like most other
works of the artist, does nof fit into any
of the established frames of perception,
and is derived directly from a very spe-
cific attitude fowards the grisly sides of
surrounding reality.

The self-portraits that Nikritin
created throughout his life were a sepa-
rate theme in the mastfer’s art. In them
he could express his personality, his life-
story as an artist and his fate. Nikritin’s
art is a challenge for researchers and
critics alike: it is much easier to infer-
pret the symbols and images of his art
than to build a chronological table of
his works and follow the logic of his

artistic evolution, despite the existence
of many archives and texts that have
been available for analysis for some
years. Even while working on the exhibi-
tion those involved in the project could
not reach a final conclusion on a con-
siderable number of very ambiguous
questions. For example, nobody could
provide an acceptable explanation of
the name given to the artistic group
founded by Nikritin, "Catio". The Russ-
ian participants of the project always
believed that this name was of Latin ori-
gin, or at least should be written in
Latin letters. However, their foreign col-
leagues could not figure out the etymol-
ogy of the word either, thus suggesting
that perhaps Nikritin creatively com-
bined the letters from the Cyrillic alpha-
bet with those from the Latin alphabet.
Even seen in the perspective of this full
and innovative exhibition, Nikritin
remains a contradictory artist in very
many different ways.
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