1. Bepa PenwHa, 1881, X, m. 89 x 58 2. Apam, 1883, Macno, xoncr. 43x69 3. AstonopTpert B Marpockoi Gnyae, 1853. X, M. 69x51
YacrHoe cobpaxme My3ei coBpeMeHHOro MekyccTsa. Ackoda. Inv- Nr- FMW 0-0-1
Vera Repina, 1881, Oil on canvas. 89 x 58
Location not known Adam, 1883. Oil on canvas. 43x69 Self-portrait in a sailor blouse, 1853. Oil on canvas. 659 x 51

6. Bacunuit KanauHckmia u Fabpuena MionTep, 1909
KaproH, kapaHpaw/Tyws. 8 x 12,2 cM.
MoHA MapuaHHs! BepeskuHoN. ACKOHa
Inv- Nr- FMW 48-5-657-b5/155

Vassily Kandinsky and Gabriel Munter, 1909
Cardboard, pencil/ink, 8x12.2

The Fond Marianne Werefkin. Ascona

Inv - Nr - FMW 48-5-657-b5/155

4. Enen, 1908. KapToH, kapaHaaw/Tywe. 21,8x18 5. AeneHckuii, 1908, KapToH, Tylb.
®oHA MapuanHel BepeskWHON, ACKOHa My3ei COBPEMEHHOMD WCKYCCTBA. ACKOHa
Inv- Nr- FMW 58-1-750-f1/3 Inv- Nr- FMW 62-6-780-g16/65
Elen, 1908. Cardboard, pencil/ink. 21,8x18 Jawlensky, 1908. Cardboard, ink.
The Fond Marianne Werefkin. Ascona The Museum of modern art. Ascona
Inv - Nr - FMW 58-1-750-f1/3 Inv - Nr - FMW 62-6-780-g16/65

MapuanvHa BnagumuposHa BepeexkuHa (1860-1938) manou3eectHa Ha PoawHe, HECMOTPSA Ha TO, YTO €e WUCKYCCTBO ODpaleHO He TONbKO
K eBPOnenckom, Ho U pycckomn KynbType. OT peanncTU4YecKon akageMmu4eckomn XMBONUCU OHa NPUXOANT K MoAepHu3My B nepsoi Tpetu XX B. Mocne
3amMurpaumu B 1896 r. B Fepmanuio, a 8 1914 r. B LLseluapuio MHTEpec Ha PoauHe K ee TBOPYECTBY NOSBMASETCA NUWLLb C KoHua 1980-x rr.

Llensio gavHoro uccnegoBaHna ABNSETCA U3ydeHWe M3MEHEHW B TBOPYECKOM MeTode BepeBkuHOW Ha npumepe paga NOpTPETOB. XYAOXHUK
NepeocMbICIMBAET MOHATUE NPEKPacHOro, OTKa3biBasiCb OT PeanucTUYEcKon MaHepbl 306paXeHusa B Nonb3y abCTpakTHOM «KpacoTbl M uaeana».
B ceoux aveBHMKax («lucbMax K HeussBecTHOMy») BepeBknHa 0ObLACHAET OTKa3 OT peanucTU4ecKoro MCKyCcCTBa, paccMaTtpusaer unocoduio
ApuctoTtens v MNMnatoHa, obpalleHHbId K naeanam kanokaratum. CUMBONMYECKUIA A3bIK OAHOMO M3 «nMceM» obpallaeTcs K aHTUYHOW Mudonorum,
a B XXVMBOMWCU NPOCNEXMBAETCA PENUTMO3HbBIN MOATEKCT.

MopTper BepesBkuHa paspabaTbiBaeT Ha NPOTSXEHWW BCEM KU3HW. B Poccum OHa co3gaeT psa peanucTUYHbIX MOPTPEToB: «Bepa PenuHa»
(1881), «Apam» (1883), «Cocusa BepeskuHa» (1885), «Astonoptpet» (1893).

Ocobblit MHTEPEC NPeACTaBNSAIOT 3anUCHbIE KHIKKK XyAoXKHWKa. B 1896 r. BepeskuHa OTKa3bIBAETCS OT XKMBONUCK, HE pa3 06 3TOM OHa HanuweT
B AHEBHUKaxX. B TeuyeHwe aecATH NeT OHa He co3aaeTt KapTuH. Ho, TeM He MeHee, Bceraa aepxut npu cebe Hebonbluue TeTpaau AN 3CKU30B. 3TU
KHWKEUYKW HaNoNHEeHbI NOPTPETaMKn Apy3ei, My3blKaHTOB, 4aM U Kaganepoe B Kade 1 TaHunnowaakax. MHOrouYMcneHHble 3apucoBKM U3 3TUX TeTpaaen
He onybnukoBaHbl. PAaaTUX NOPTPETOB CTan NepexoiHbiM 3TanoM K MOAEpHU3MY.

B 1906 r. BepeekmMHa BO3BpallaeTca K XMBOnWCK. [lepeq 3puTeneM BO3HMKAET Yepena HOBbIX 3KCNPeCcCMOHUCTUMECKMX MOPTPETOB —
«Y bunesappa» (1907), «B kade» (1909), «Caxapoea» (1909), «Astonoptper» (1910). WU3mMeHunca u3obpasutenbHbii A3blK; TEXHWKA, Tenepb
BepeBkuHa mcnonb3yeT TeMnepy, COBMELlas ee C nacTenbio, KapaHaalloM M TYWbio. XYAOXKHWK CO34aeT MOCKOCTHbIE n3obpaxeHus, Kak byaTo
bkl oTpelwwas 0bpaszbl OT peanbHoro Myupa.

Mo3gHuiA Nepuoa TBOPYECTBa HAMOMHEH CMMBOMIMMECKMM CMbICNOM. BepeBkuHa nuwert nopTpet — «Canomes» (1930); yepeny nopTpeToB
cTapues, CBALEHHUKOB, MOHaxoB — «Crapuk» (1932), «MoHax» (1932), roBopsalwux 0 6peHHOCTH cylecTBoBaHus. Ha cteHax kBapTupbl BepeskunHa
n300pa)kaeT MKOHOMWCHbIE O4EPTaHUA NTMKOB CBATHIX.

B pe3synbTate M3ydeHWs apxXWMBHOrMO MaTepuana, MemMyapoB M MUCEeM XYAOXKHWKA CTano O4YEeBWAHO NEpPeoCMbICNIeHUE el XYAOXKEeCTBEHHbIX
KNnaccu4eckux Maeanos KpacoTsl, Dunocodckmii noaTekcT, 6oratcTBo LUBETa U NNIACTUYMECKMX PELEHUA HecyT B cebe HOBWU3HY XKMBOMUCHOMO A3biKa.
B nozaHeM nepuoae NpoUCcXoAUT CUMBONK3aLMA IKCNPECCUOHUCTUYECKOro NopTpeTa.

[lopTpeT B TBOPYECTBE
M.B.BepeBKnHou

Portrait in the creative work of Marianne von Werevkin

14. Cogpus Bepeskuna, 1885, Macho, xoncT
MeCTo HaxOMAEHHA HE M3BECTHO

Sofia Werefkin, 1885. Qil on canvas
The location is not known

15. Asronoprper, 1910, Bymara Ha kapToHe, Temnepa, 52x34
Moponckas ranepes Mexnbaxayc. MoHxeH

Self-portrait. 1910, paper on cardboard, tempera, 52x34
City gallery Lenbachaus. Munich
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19. Ackona. ®oto. 2014 20. Ackona. Orens (MNancuon) Mepuanan. ®oto. 2014
Ascona. Photo. 2014 Ascona. Hotel (Guesthouse) Meridian. Photo. 2014

21, 3ckm3 K KapTvHe «B kade», 1909, Gymara, ryaws, 12,5x18
©oHA MapuarHbl BepeskiHON, ACKoHa
Inv- Nr- FMW 46-6-651-a23/43

Sketch for the painting "In the café", 1909, gouache on paper. 12,5x18
The Fond Marianne Werefkin. Ascona
Inv - Nr - FMW 46-6-651-A23/43

22. B kape, 1909. bymara, Temnepa. 54x72,2

MoHa MapuaHHel BepeBKMHOW. ACkoHa
Inv- Nr- FMW 0-0-14

In the café, 1909. Tempera on paper. 54x72,2
Fond Marianne Werefkin. Ascona
Inv - Nr - FMW 0-0-14

Marianne von Werevkin (1860-1938) is not very well-known in Russia despite that her creative works applies to both Russian and European
culture. In the process of her creative development she evolved from academic realistic style towards the early modernist manner of the first third
of the 20th century. After her emigration to Germany in 1896 and later to Switzerland in 1914 interest to her work in the Homeland appeared only
in the late 1980s.

The purpose of this study is to explore the changes in the creative method of Werevkina using the analysis of the range of her portraits.
She reconsidered the idea of beauty giving away the realistic manner in favour of abstract "beauty and ideal”. In her diary (" The Letters to the Unknown")
she explains her refusal of artistic realism, examines ideals of Aristotle and Plato described as “kalokagathia”. The symbolic language of one of these
letters appeals to the antique mythology and religious implications appear in her painting.

Werevkina had been revising the principles of portrait-painting during all of her life. In Russia she created a series of portraits carried out in realistic
manner. Among them there are such works as “"The Portrait of Vera Repina” (1881), “"Adam” (1883), "The Portrait of Sofia Werevkina” (1885),
“Self-portrait” (1893).

Her notebooks are of particular interest. In 1896 Werevkina quits painting and she had mentioned this fact many times in her diary. She did not
create pictures for the following decade however she always kept small notebooks for sketching near at hand. These sketchbooks are filled with
numerous portraits of friends, musicians and dancing ladies and gentlemen. Some of these portraits represent a transitional phase to modernism.

In 1906 Werevkina is back to painting. Such new expressionistic portraits as “At the Billiards” (1907), “At the Café” (1909), "The Portrait
of Sakharova” (1909), "Self-portrait” (1910) appear before the viewers' glances. Now her pictorial grammar and technique are subject to a drastic
change. Werevkina switches to using tempera in combination with pastel, pencil and drawing ink. Hereby, Werevkina creates planar images, as if trying
to detach her models of surrounding reality.

Her late artistic period is filled with symbolism. Werevkina paints the portrait of Salome (1930). Then she creates the series of works portraying
the elders with a strong emphasis on the problematic of frailty and perishable nature: “The Old Man” (1932), “The Monk” (1932). Simultaneously
she starts to cover the walls of her flat with images of saints.

As a result of archive studies, exploration of memoirs and artist's letters it became evident that she revised classical beauty ideals in her art.
The philosophical implication, the splendor of colour and plastic solutions carry the touch of novelty of the pictorial language. The symbolization
of expressionistic portrait takes place in the late period.
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