Idea Throughout A.V. Lentulov’s Teaching Experience // Nauka, obrazovanie i eksperimentalnoe
proektirovanie. Trudi MARCHI 2015). They seek to implement their principles in teaching. It should
also be noted that when Kandinsky leaves Moscow for Europe in 1921, the direction of his workshop
is given to Robert Falk. Some bright Kandinsky students, including those who will form the OST,
complete their education under Lentulov’s guidance. The common points make it possible to com-
pare the pedagogical practice of the two artists.

The conclusions derived from the outlined issues provide information about Aristarkh Lentulov’s
teaching methods in the Free State Art Studios and VKHUTEMAS as well as the influence of “The
Jack of Diamonds” art heritage on painters of coming generations.

MuxyroBa AnHa MuxaiiioBHa
Hosocubupckuii eocyoapcmeentoiii yHusepcumem, Poccus

PenpeseHTanuaA TpagUIMOHHBIX KYJIbTYP B JKMBOINICHU IepBoIi monoBuHBI XX BeKa
Ha npuMepe 1BopuectBa Ipuropusa lisanosnua Yopoca-I'ypknna
u Anp6epra HamaTxupsr

Ipuropuit VBanosuu Yopoc-IypkuH, yposkeHer, TopHOro AjTasi, ObII IIePBBIM IIPEACTaBNTe-
JIeM CBO€Jl HapOJHOCTM, TIOTYYMBIINM CBETCKOE XyHO)KeCTBEHHOE 00pa3oBaHIe ¥ COCTOABLIMMCS
B KauecTBe Npo(deccHoHaIbHOTO XYOXKHMKA. Ero TeMaTnyeckme npennoyTeHns, oo1ye IofXObl
K KVMBOIIVICY HaXOZIAT aHAJIOT B TBOPYECKOIT cynpbe Anbbepra HamaT>xupbl — ImpefcTaBuTens Ko-
PEHHOrO HaceNeHMs LIEHTPAIbHOM ABCTpauy, OCBOMBUIIETO €BPOIENCKME TPAgULINN aKBapeyb-
HOJ >KMBOIVICU U TIOYYMBUIETO MUPOBYIO M3BECTHOCTb UM IIPM3HAHME XYNOKHMKA-aKBapeIuCcTa.

Ob6a XymoXKHVIKA ABJIAIOTCA HPENCTAaBUTEIAMM MAJIbIX STHUYECKMX OOLIHOCTEV, HOCUTEIAMU
TPAAUIVIOHHON KyIbTypbl. DeHOMEH CXOXKeCTU Cyme0, >KaHPOBBIX IPEAIOYTEHUI Y COLMOKYIIb-
TYPHOJ CUTyal[! TIO3BOJIAIOT pacCMaTpuUBaTh UX B OTHOM KOHTeKcTe. TBopueckne meroppl I. V1. Yo-
poca-Typkuna 1 A. HamaT>xyups! GopMupoBauch B CIOKHON CUTYAIU OFHOBPEMEHHOTO YTBEepIK/ie-
HYSL KY/JIBTYPHOJ 000COO/IEHHOCTY M TIONIBITKY MHTEIPUPOBATHCS B eBPOIEIICKYI0 KynbTypy. Oba
aBTOPA BbIPaXKa/IM CBOM IIPEICTAB/IEHUA O POJHOI 3eMJIe B IEN3a)Ke — JKaHPe, XapaKTEPHOM /I
eBponerickoi nuBuansanyy. CpaBHUTENbHbBIN aHAIN3 COLMOKYIbTYPHOIO KOHTEKCTAa TBOPYECTBA
V1 >KMBOIIVICHBIX IIPOM3BEIEHNIT 9TUX XYL OKHUKOB II03BOJIAET BBIABUTD 3aKOHOMEPHOCTH BJIVIAHUA
eBPOIIEIICKOI >KMBOMNCU Ha TPAKTOBKY 00pa3oB Hal[MoHanbHOM mpupopsl. [1eitsaxku fopHoro As-
tad u ABctpamunu B TpakToBke [.VI. Yopoca-Iypkuna n A. HamaT>Kupbl CTAaHOBATCS HOCUTELAMU
MMQOIOTMYECKUX IPeICTaBIeHNIT MICKOHHOTO HaCeIeHVIs, BBIPKEHHbIX SA3BIKOM TPaJiUIIIVN, IIPUB-
HECEHHOJ U3BHE B IPOLEeCCe KOTOHM3ALNMN.

Anna Mikutova
Novosibirsk State University, Russia

REPRESENTATION OF TRADITIONAL CULTURES IN THE PAINTING
OF THE FIRST HALF OF THE 20th CENTURY ON THE EXAMPLE
OF GRIGORY IVANOVICH CHOROS-GURKIN AND ALBERT NAMATJIRA

Grigory Ivanovich Choros-Gurkin was the first representative of the indigenous population of the
Altai Mountains, who received an art education and became a professional artist. His thematic pref-
erences and approaches to painting were similar to a representative of the indigenous population
of Central Australia Albert Namatjira, who mastered the European tradition of watercolor painting
and was known world-wide as a watercolor artist.

Both artists are members of small ethnic communities grounded in traditional culture. Similar
destinies, genre preferences and socio-cultural situation allow us to consider them in the same context.
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The creative methods of G.I. Choros-Gurkin and A. Namatjira were formed under conditions of cul-
tural isolation and their intention to integrate into European culture. Both authors expressed their
ideas about their native land in landscape. A comparative analysis of the socio-cultural context and
the paintings of the artists allows us to find out the patterns of influence of the European painting
on the interpretation of the national nature images. Landscapes of Altai and Australia in the interpre-
tation of G.I. Choros-Gurkin and A. Namatjira reflect the mythological vision of the native popula-
tions, expressed by the language of tradition, brought from outside during colonization.

Jlomarkuna Exarepunna Brapnmuposna
Tocyoapcmeennuiti Ipmumask, Poccust

«KoMHaTa COBpeMeHHOT0 MICKYCCTBa»
B IocymapcrBennoM Jpmuraxe B 1932-1933 ropgax

B Hayunom apxuBe [ocymapcTBeHHOr0 dpMuTaka HaMmu Obl1 0OHapy»KeH KOPITYC JJOKYMEHTOB,
OTHOCAIIMXCA K opraHmsauuy «KOMHAThl COBPEMEHHOTO MCKycCTBa» B Jpmutaxe B 1930-e rr,
10 HAaCTOAIETO MOMEHTA He YIIOMUHABIIENCA HU B OFHOI IyOIMKaLuy Mo UCTopun Mysed. Inas-
HOJ1 MICCTIE[JOBATE/IbCKOI 11€/IbI0 CTajI0 onycaHne «KOMHAThl COBpeMEHHOTO MCKYCCTBa», 3 UMEHHO
oIpefe/ieHVe BpeMEHHBIX PaMOK ee CYIleCTBOBAHNA, IPUHIMIIOB YCTPOICTBA, 0COOeHHOCTEN (PyHK-
IIIOHMPOBAHNA 1 XapaKTepa CBA3ell ¢ KO/UIeKIMell My3es, a Takke — PaKTUIecKOTo MecTa ee pac-
nonoxxennss. Hamu 6p10 ycTaHOB/IeHO, 4To «KOMHaTa COBpeMEHHOTO MCKYCCTBa» ObITa CO3JaHa
/1 TI0Ka3a «COBPEMEHHOTO 3aIla/IHO-€BPOIIENICKOTO MCKYCCTBA C y/e/IeHMEM NPENMYIeCTBEHHOIO
BHYIMaHU IIPOJIETAPCKOMY MCKYCCTBY U OZIVIBKMM K HEMY TeUeHMsIM» M PAcIiojiarajaach Ha 3 aTaxe
3uMHero ABOpIa, B 3ane 415 (upiHe 3a1 318). CormacHO NMepBOHAYa/IbHOMY 3aMbIC/Ty Ha IOCTO-
AHHON 9Kcrosunyy B «KoMHaTe» HO/DKHBI ObUIM OBITH IIPECTAaBIeHBI pabOThI COBPEMEHHBIX 3a-
IIaJTHO-eBPOIEIICKIX MaCTePOB, IIOJIly4eHHbIe B OOMEH Ha KapTUHBI U CKY/IBITYPbI COBETCKUX XY-
noxHMKoB. OfHaKO paboTa Mo 3aKyIKe KapTUH /i1 oOMeHa BBIIOJIHEHa He OblIa, U B Havaje
1932 1. cTajo 04eBUHO, YTO OpraHM3alyA IIOCTOAHHON 3KCIO3ULINY COBPEMEHHOTO MCKYCCTBa
HAaXOJWUTCS IIOf Yrpo30il cpbiBa. Torga ObUIO NPUHATO pelleHNue BMECTO IIOCTOSHHON 9KCIIO3M-
L)1 OpPTaHM30BaTb CEPUIO BBICTABOK. IlepBad M3 HuxXx — «BpicTaBKa PEeBOMIOIMOHHBIX TOJUIAH]T-
CKVIX XY/IOKHUKOB» — OBIIa OTKpBITA B OKTsA0pe 1932 1. CeKTOp 3aIaHOEBPOIIEICKOTO MCKYCCTBA,
OTBETCTBEHHBIN 32 €€ OpraHu3alNI0, pacCMaTpUBaj «IIyTh BbICTABOK» KaK BPEMEHHDI, OHAKO
IIOCTOSIHHAS 9KCIO3UIMs COBPEMEHHOTO MICKYCCTBAa B dpMuTake Hu B 1930-e IT., HM IIO3[HEE CO-
3maHa He Obrma. TeM He MeHee, M3yueHUe ApXVMBHBIX MATE€PUA/IOB, CBA3AHHBIX C (PYHKIMOHUPO-
BaHMeM «KoMHaTbl COBpEMEHHOTO MCKYCCTBa», O3BOJIAET [I0-HOBOMY IOJOMTY K BOIIPOCY M3Y-
YEeHMA BBICTABOK COBPEMEHHOTO MICKYCCTBAa B DPMUTaXKe KaK B COBETCKOE€ BpeMsd, TaK M Ceifdac.

Ekaterina Lopatkina
The State Hermitage Museum, Russia

“THE RooM OF CONTEMPORARY ART”
IN THE STATE HERMITAGE MUSEUM IN 1932-1933

In the scientific archives of the State Hermitage, we found a unique body of documents related
to the process of organization of “The Room of Contemporary Art” at the Hermitage in the 1930s.
Previously it was never mentioned in any publication on the history of the museum. The main aim
of the research was to describe “The Room of Contemporary Art”, to define the time frame of its ex-
istence, the principles of its functioning and nature of its relationship with the museum’s collection
and to find out its location. We discovered that “The Room of Contemporary Art” was created to dis-
play “the modern Western European art, giving prior attention to the proletarian art and related
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