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Bbopuc Amutpuesny lpuropbes
11(23) utons 1886, Mocksa — 7 pegparns 1939..

Podunca 8 PeibuHcke. B 1903-1907 2. y4unca 8
LleHmpassHOM xydoxecmeeHHO-NPOMbILUIEHHOM
yyunuue um. CmpoeaHosd, 3amem 8 kayecmae
8osnbHoC/Iyuamens 0o 1913 e. nocewiasn nemepbypeckyio
Akademuro xy0oxecms. BbicmagoyHyo desmenbHoCmMe
Hauyane 1909e.;8 1913 2. ecmynun 8 06seduHeHue
«Mup uckyccmear. Kun e [lemepbypee, 8 1909-1913

22. — 8 Espone (Mapux, Ascmpus, CkaHouHasus). B

1919 2. xyO0oXHUK C Cembéll 8 T00ke malHo nepecék
OuHcKud 3anus, cHa4vana oces 8 bepnuHe, ag 1921 e.
nepebpagwiucs 8 lapux. beieasn 8 CLLIA, 8 1928-1929 u
1936 22. nymewuecmsosasi no JlamuHckol Amepuke.
Ymep 8 Kan-crop-Mep Ha Puseepe.

opuc puropbes — rpaduik No camor CBoei HaType.

HecmoTpsA Ha XOpOLWO pa3BMTOe YyBCTBO LIBETA
B €ro XMBOMWCHbIX MPOM3BEAEHMAX, TMHNA ABNAETCA
OCHOBOW €ro TBOpYeCTBa. B ouepke 0 MH1K B CBOEN
KHUre «Pacea» xynoHVK nuweT: «CABUT, MPONYCK, Npo-
HUuecKan runepbona AenaT NMHUI0 Myapo. JIuHns
— CaMOe MVHMManbHOe CPeACTBO B PyKaxX XyLAOKHMKA.
BoT noyemy oHa TpebyeT v «KynbTypbi» [1a3a, 1 130-
6paswuTensHo Bonuy. Tpu paboTsl B 3TOW KONneKumm
WIMIOCTPUPYIOT Pa3nnyHble $asbl Pa3BUTUA ero IMHNUY,
LEMOHCTPYPYA 3BOSIIOUMIO 1 YCOBEPLIEHCTBOBaHWE
rnasa v n3obpasutensHol Bonu [puropbera. OHW Ox-
BaTbIBAIOT TPW NEPMOLa TBOPYECTBA XyAOKHMKa 1910-x
ronos, koTopble Tamapa laneeBa HasbiBaeT «Oyp-
LIEBCKMMY, <MAPUMKCKIMY U «PaCceNCKIMy. AKBapesb
«banaraHunk», co3aaHHasa [o NpebbiBaHuA B MNapuxe,
nonagaeT B NepBblii. «<HaTypmLa» NPUHALNEXNT K
KOHLY 1910-x, Korga CTUb rPUroPbEBCKOrO PUCYHKA
coBcem co3pen 1 B 1918 rogy npeactasn B NoHOM
cnase B Umknax «Pacea» u Intimité.

B 1912 rogy lpuropbes Obin Ha WeCToM rofly 0byyeHus
B VIMnepaTtopcko akagemum xygoxects. C 1910-ro

OH HaxoAWNCA NOA NOKPOBUTENBCTBOM KOMNEKUMOHE-
pa, bnbnrodwmna, kpaeseaa v naaTena AnexkcaHapa
EsreHbeBunua bypuesa. bypues nokynan paboTbl lOHOrO
XYOOXKHWMKA, 3aKa3blBa y HEFO MHOFOYNCTIEHHbIE NTIO-
CTPaAUMI ANA KHUT 1 >KYPHANOB NO MOTUBaM PYCCKMUX
CKa30kK ¥ Gonbkopa v bpan ero ¢ cobow B 3THOrpa-
dryeckmne sKCneaMUMM MO PYCCKOW NPOBUHLMN. Taknm
0bpa3om, bypues okaszan CylecTBEeHHYIO NOAAEPKKY

B TOT Nepwvog, Koraa [puropbes yumnnca v BbiCTpansan
OCHOBbI CBOEW 3CTETUKI. B rpadwike, co3naHHOM ans
Bypuesa, lpuropbes NpoboBan MHOrOUUCNEHHbIE CTU-
NN N METOABI, HO BCE OHW EMOHCTPUPOBANM CTpemIe-
HVEe K AeKOPATUBHOMY, HECKONbKO CUMBONMCTUYECKO-
MY 1 TDOTECKHOMY A3bIKY.

«BanaraHunk (B geTtckon KomHaTe)» ABNAETCA Npu-
MEepPOM TaKOro NOAxX0Aa. APKNIA, BbIPa3UTENbHbIN
KOMOPWT NOCTPOEH Y30PHO, HEMHOIO HaMOMUHasA
paboThl Snyapa Bioapa, HO UMCTasn IMHWA NMoYTU OT-
CyTCTBYeT. XOTH MO KOMMO3ULIMK KaXeTCA, UTo GUrypbl
[OJMKHbI HAXOAUTBCA B ABVMKEHWN, N MA3KK, U TINHKW
BeCbMa CNokowHbl. CLieHa TanHCTBEHHA, AaXKe HEMHOTO
KOLUMapHa, C MPUYYANMBBIMA NEPCOHAKaMK, KOTOPbIE
HEeCyTCs Mo KOMHaTe pebeHKa, CIIOBHO UynoBuLLa 13
CHOBUAEHWI. [leCTBUTENBHO, MHOTMME 13 PaboT lpuro-
pbeBa 1910-1912 rogos OBOJIBHO CIOPPEANNCTUYHDI
1 He NONHOCTBIO MOAAAIOTCA PACIMGPOBKE, UTO MO-
npexHeMy NPUAAET UM CBEXECTb.

B otnumve oT CUMBONMCTCKOM HEBHATHOCTM «bana-
raHuMKa, «B fepeBHe» — BMOHe ACHaA 1 KOHKPETHasA
Belllb, HE TO/IbKO MO TeMe, HO MO KOMMO3ULMW 1 CTUITHO.
[puropbes nposen neto 1913 roga B MNapwxe, nspen-
Ka nocelaa Academie de la Grande Chaumiére, Ho B
OCHOBHOM MOCBALLAA CBOE BPEMA YINYHbBIM HaTyPHbIM
3apUCoBKaM. IMEHHO 3eCb OH JOCTUT M3006pa3nTeNb-
HOW 3penoCTy. BepHYBLWWCh, OH MOKa3an COTHN 3TUX
PYCYHKOB B ranepee Hatanobu Jo6blumMHOM Ha BbICTaB-
Ke, KOTopadA NpUBEKNa K HEMY CEPbe3HOe BHUMaHNe
KPWUTMKOB U Kosner. B 3Tux paboTtax 6biin BUAHbI 1
HOBbIV, YBEPEHHbIV MOYEPK, SKOHOMHbIV 11 0OPa3HbIiA,
1 HaNoOPUCTO., HO boree U3bKnpaTenbHOE NCMOb30-
BaHue uBeTa. Cpasy noce BO3BpaLLeHNA 1 A0 KOHLA
1913 ropa lpuropbes NPUMEHAN 3TOT HOBbIV CTWSb, MO-
npexHeMy 00palasiCh K PYCCKMM CIOXKETaM BPOZE TeX,
KOTOpble 3aka3bliBan emy bypues. «B aepeBHe» npuHaa-
NEXWT UnCy Takmx paboT. OHa NpefBOCXMLIAET CTWIb
N CIOXKETbl KHIMN «Paces», HO BCe elle HeceT Nnerkum
OTrONOCOK KapUKaTYPHOCTU NMpenapuKcKux pabor.
JTnua KpecTbsAH, B YaCTHOCTK, MEPEKIMKAIOTCA C He-
MHOFO MPOTECKHBIMM YepTamut MHOTMX paboT «bypLies-
CKOro nepwuoga». [o3xe B 1917-1918, korga lpuropbes
Co3AaBan pUcyHku ana «Pacen» u Intimité, oH HacTonb-
KO yCOBEPLUIEHCTBOBAN CBOW [Na3 1 PyKy, UTO BCE UM
HaPVCOBAHHOE KaXXeTCa peasibHbIM U HabmoaeHHbIM,
MOPET, U CaTUpUUecKnm, HO 6e3 npeysenunyeHunii. «B
fepeBHe» ABNAETCA NAPWKCKOM BELLbIO MO CTUIO, HO
BCE »Ke HeCKOSbKO «OypLEBCKO» N0 00paboTKe TeMbl.

«B niepeBHe» Mbl BUINM YKe Ty O6beMHYI0 TMHUIO,
KOTOPOW XYAOKHWK — C HEOONbLINMMU U3MEHEHUAMM —
6yneT Nonb30BaThCA B AabHENLIEM Ha MPOTAXEHNUM
BCEN >KM3HW. ITa IMHNA 1 ONMUCATENbHA, Y AEKOPATUB-
Ha. 30ecb, paHHem pucyHke, [puropbes NpuMeHseT
NMHWIO OYeHb LWeapo; CNYCTA HECKOMBKO NeT OH CTaHeT
6onee SKOHOMHbBIM. PUCOBanbHbIN MOYepK B 3TON
paboTe OYeHb XKNBOW, BbIPa3nTeNbHbIN 1 akTUBHBIN. C
[PYroli CTOPOHBI, LIBET MPUMEHAETCA 130UpaTensHo,
yacTo cnefya NMHeHoM popme — NATHa KPacHOro u
3eM1eHOrO, WTPUXKM 6eNoro Ha TOHMPOBAHHOW bymare.
IHTepeCHO 1 BaXXHO OTMETWTD, UTO «B filepeBHe» Obina
npuobpeTeHa AnekcaHapom bypLieBbIM 1 fiaxke BOC-
npowu3sefeHa B Havane 1914-ro B celbMOM BbiMycCKke
ero n3ganHua «Mown xypHan 4ns HemHorx». [1o 3toro

B UETBIPEX HOMEPAX YKe NOABNANUCH GOTOPENpPO-
AyKuuv paboT MprropbeBa, oTaebHble PenpPoayKUMM
cpeav Npov3BeAeHNN Pa3HbIX XYLOXHNKOB, a Takxe
CrneurasnbHO Co3aHHble dnemeHTbl rpadryeckoro
opopmneHmns. «<B gepeBHe» BKIIIOUEHA B NOCEOHNI
BbIMYCK, MOCBALLEHHbIN Npor3BeaeHVAM Fpruropbesa
13 cobpaHua bypLieBa, eANHCTBEHHbIN, re Npeobnasa-
0T Napwkckne paboTsl. B TeueHne 1914 ropa lMpuro-
PbeB 0TKa3ancs OT GObKIIOPHbIX CIOXKETOB, KOTOPbIE
NHTEpecoBanu ero meLieHaTa. CTuib XyOOXKHMKA Takke
3BOMOLMOHMPOBAS MO MEPE TOTO, Kak OH OCMBICIIAN U
nepepabatbiBan 3CTETUYECKME OTKPITUA MAPUMKCKON
noesaku. B utore bypues nepectan ObiTb Ans [puro-
PbEBA BaXKHbIM MOKPOBUTENIEM N UCTOYHWKOM BIIVAHKA.

HakoHeu, «<Hatypwmua» [eEMOHCTPUPYET COK3 PYKN 1
rna3a, KOTOpbIi ABMAETCA KySbMUHALMEN rpadruyeckmx
nonckos puropbeBsa. KapaHaalw lprropbesa Onmchi-
BAET MATKYIO M10Tb M APaNUPOBKM, YySIKA MOLENN U
CTYN, Ha KOTOPbIN OHa ONVPAETCA, AMHAMNYECKMMN,
BbIPA3UTENBHBIMU LITPVIXaMUW. B 3TOM 3TIoAe XYOOKHWK
YBEPEHHO U MVHNMANNCTNYECKM UCMONb3YET JIMHWIO,
npuaasas CTaTMyHoOM Gurype MoLHOE oLlylieHne 1BU-
XeHua. «<HaTypLmua» CAy>XnT OTANYHBIM MPUMEPOM
TOro, 0 YeM [PUrOpbEB MULLIET B CBOEM «MaHuUbecTe
MHUN» B KHUIe «Pacesy»: «JInHns eCTb ABUXKeHMeE, ero
OTPaXeHwe, yBEKOBEUEHHOE, HO 1 MepLatoLLee BEYHOY.
B 3TOM Npowu3seneHn, CO34aHHOM B NMepUoa, Koraa
XYAOXHVK YrnyOnsancs B UyBCTBEHHbIE TEMbI B TAKUX 13-
JaHuvsax, kak Intimité v Russische Erotik, npucytcteyet
TaKKe HeKOTOPbIV SPOTUYECKMI NOATEKCT. [lencTn-
TeSIbHO, PUCYHOK MOT CITYXKWTb NMOATOTOBUTENIbHOM Pa-
60TO ANA ITUX CEPUA, NPEACTABNAOLNX MHOXECTBO
XKEHCKUX GUryp B Pa3NMUHON CTeneHn 0OHaXeHHOCTH.
OAHaKo B OTANUME OT MPOU3BEAEHUI STUX CEPUN, B
«HaTtypLymue» ABneHbl He KOHKPETHbIE 1 Henocpes-
CTBEHHbIE XeNaHMA, a CKOpee, NPOCTO 3POC, KOTOPbIN
MOKHO HalT BO MHOTMX 3peribix paboTax [puropbesa,
rae ero HecéT cama NMHMA mactepa. Hegapom Hnko-
nan Pagnos 3aknoumnn cBoe obLnpHOe ecce-auanor

O PUCYHKaX XyAOXHMKa BOCKNULaHWeM: «[puropbes
OAEPKUM TUHMEN!»

AHHa BaiHcTanH

Teopueckuli Oupekmop
®oHda dpyseti Spmumanxa, CLLA

Jupekmop KynemypH020 napm+epcmasa
Ballets Russes
|



Boris Grigoriev
17 July 1886 — 7 February 1939

Grigoriev was born in Rybinsk and studied at the
Stroganov Art School, Moscow between 1903-1907 going
on to study at the Imperial Academy of Arts, St. Petersburg
until 1913. He began exhibiting his work in 1909 and
became a member of the World of Art movement in

1913. The same year he went to Europe — Paris, Austria
and Scandanavia. In 1919 Grigoriev escaped to Finland
and lived abroad in many countries including Germany,
France, the USA, Central and South Americas.

Grigoriev died in Cagnes-sur-Mer, France in 1939

oris Grigoriev is a fundamentally graphic artist.

Even his painted works, despite a well-developed
sense of color, demonstrate that it is line that is the
foundation of his oeuvre. In his book Rasseia he
devoted an essay to it writing, “a shift, omission, ironic
hyperbole make line wise. Line is the most minimal
means in the artist’s hands. That is why it requires both
the ‘culture’of the eye, and a pictorial will"The three
works in this collection illustrate different phases in
his early exploration of line, and interestingly reveal
the growing sophistication of Grigoriev's own eye and
pictorial will. They span the three periods of the artist’s
work in the 1910s, which Tamara Galeeva respectively
calls ‘Burtsevian; ‘Parisian;, and ‘Rasseian’ Created before
his sojourn in Paris, ‘Balaganchik'falls into the first of
these, while'In the Village, completed after his return
from France is typical of the second period. Finally, the
sketch of a model belongs to the late 1910s, when
his drawing style had essentially matured and was
featured in its full glory in the 1918 volumes Rasseia
and Intimité.

In 1912, Grigoriev was in his sixth year of study at the
Imperial Academy of Art, having previously spent
another four years at the Stroganov School. Since 1910
he had been under the patronage of the collector,
bibliophile, ethnographer and publisher Aleksandr
Burtsev. Burtsev bought Grigoriev’s works, gave him
numerous commissions creating illustrations for books
and journals based on Russian fables and folklore, and
took him along on ethnographic expeditions to the
Russian provinces. In this way, even while Grigoriev
was studying, and finding his feet in aesthetic terms,
Burtsev gave him vital support and guidance. In

the graphic works created for Burtsev, Grigoriev
explored numerous styles and techniques, but his
general tendency in these was towards a decorative,
somewhat symbolist and grotesque style. Balaganchik
(in the children’s room)'is an example of this approach.
It has expressive colors structured in a way that
sometimes resemble Vuillard's use of pattern, but there
is not a clear sense of line here. Although the figures
are meant to be moving, the colors and line are quite
still. The scene is mysterious, even a touch nightmarish,
with a bizarre cast of characters scurrying about the
child’s room, like monsters in a dream. Indeed, many
of Grigoriev's works in the 1910-1912 period are quite
surreal, and hard to fully fathom, which makes them
quite fresh and powerful today.
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In contrast to the eerie symbolist incomprehensibility
of ‘Balaganchik’ In the Village'is quite clear and
concrete, not only in the subject, but in the
composition, the use of line, and the selective use

of color. Grigoriev spent the summer of 1913 in

Paris, studying a little at the Academie de la Grande
Chaumiere, but mostly devoting his time to sketching
extensively in the streets — it was his artistic coming of
age. Upon his return, he brought back with him several
thousand drawings, many of which were displayed

in a seminal exhibition at Natalya Dobychina’s gallery
that truly brought him to the attention of critics

and colleagues. These works demonstrated a newly
confident linear handwriting, economical and incisive,
as well as an assertive but more selective use of color.
The drawings Grigoriev initially created upon his
return — more or less until the end of 1913 — took

up this style, but applied it once more to Russian
subjects, such as Burtsev had encouraged Grigoriev to
explore.’In the Village'belongs to this series, which in
many ways anticipates the style and subject matter of
Rasseia, but still has the slightly caricaturish feel of the
pre-Paris works. The faces of the peasants, in particular,
harken back to the slightly grotesque features of
many of the drawings made for Burtsev. By contrast, in
1917/1918, when Grigoriev was creating the drawings
for Rasseia and Intimité, he had so completely refined
his eye and his hand, that everything he drew seemed
to be real and observed - perhaps satirical, but
without exaggeration.’In the Village'is effectively
Parisian in style, but still somewhat Burtsevian in its
treatment of the subject.

The volumetric line Grigoriev uses in‘In the Village'is
one that essentially features in his work for the rest

of his life, both descriptive and decorative. In this

early drawing, he uses this line very generously, while
over the next few years it becomes more sparse and
economical. The line is very lively, gestural, suggestive
of movement. Color, on the other hand, is applied
selectively - highlights of white and red, and patches
of green on the toned paper, often following the linear
forms. Itis interesting and important to note that'In
the Village'was acquired by Aleksandr Burtsev and
even reproduced, in early 1914, in the seventh volume
of his journal, Moi Zhurnal Dlia Nemnogikh. Previously,
the journal had featured four dedicated pamphlets of
photographic reproductions of Grigoriev's drawings, as
well as occasional reproductions in other groupings, as
well as specially created graphic book decorations.‘In
the Village'appears in the last series devoted Burtsev's
holdings of the artist’s work — the only one where
pieces from Paris predominate. In the course of 1914,
Grigoriev transitioned away from the folkloric subjects
that interested Burtsev, and his style likewise advanced
as he distilled the aesthetic discoveries of his Paris trip,
and Burtsev ceased to be an important patron and
influence for the artist.

Finally,"Half-nude Model, features a union of hand
and eye that is the culmination of Grigoriev's linear
explorations. Grigoriev's pencil describes soft flesh
and drapery, the model’s stockings and the chair she
kneels on, in dynamic, expressive strokes. In this study,
the artist’s efficient and minimal line conveys to the
figure a powerful sense of movement, although it is
actually a still pose. The drawing serves as a perfect
example of what Grigoriev means when he writes in
his manifesto of line in Rasseia, “Line is movement,

its reflection, immortalized, and yet forever ethereal”
There is also a slight erotic undertone to the drawing,
which was created in a period when the artist was
actively exploring sensual themes in such series of
works as Intimité and Russische Erotik. Indeed, it
could have served as a study for a work from these
series, which show many women in various states of
undress. However, in ‘Half-nude Model what we see

is not any concrete and immediate desire, but rather
the all-directional eros that can be found in many

of Grigoriev's mature works, captured vividly in his
masterful line. Little wonder, then, that in an extensive
essay-dialogue on the artist's drawings Nikolai Radlov
was forced to conclude, “Grigoriev is possessed by line!”

Anna Winestein

Creative Director,
Hermitage Museum Foundation, USA

Executive Director,

Ballets Russes Cultural Partnership
.|
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Hatypwuua
1910-20-e rofbl

Bbymara, rpaduTHbIN KapaHaaL
38,5 x25,2cm

MpoBeHaHc¢

= CobpaHue Ravenscourt Galleries, London
= JKCnepTHOe 3aknoveHne EnenHbl Kykoson, Mocksa

Model
1910-1920's

Pencil on paper
38.5x25.2cm

Provenance

= Ravenscourt Galleries, London
= Expertise of Elena Zhukova, Moscow
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banaranumk (B geTckou KOmHaTe)
1912

KapToH, ryawub, Tywb, rpadputHbIf KapaHgall
32,5x44,2 cm
CneBa BHW3y noanunch 1 aata: b Mpuropbes 912 T.

MpoBeHaHc

= CobpaHne A.M. XBanebHoBa, MockBaa
= CobpaHune Ravenscourt Galleries, London
= JKCnepTHOe 3akoyeHne EneHbl XKykoBown, MockBa

BbicTaBkK

«Bbopuc Mpuropbey, Pycckuin mysel, CaHkT-leTepbypr, 2011
«bopuc Ipuropbesy», TpeTbAKoBCKanA raneped, Mocksa, 2011, kaT. N2 45

Wnnioctpanun

«JluHua - bopuc lpuropbesy, B. H. TepéxunHa, 2006

«bopuc Amutpuesund MNpuropbes», T. A. [aneeBa, n3natenscTso «30/10Toi Bek», CaHKT-TeTepbypr, 2007
«Bbopuc Mpuropbes. AnibmaHax». Bbinyck 295. ctp. 55. CaHkT-[eTepbypr, 2011

«Bbopuc Mpuropbey, Pycckuin Mysel, Ct. MNetepbypr, 2011

Balaganchik (In the Children’s Room)
1912

Mixed media on cardboard
33x44.5cm
Signed and dated |.I.'B. Grigoriev 912

Provenance

= Collection of A.M. Khalebnova, Moscow
= Ravenscourt Galleries, London
= Expertise of Elena Zhukova, Moscow

Exhibited

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011
‘Boris Grigoriev’, Tretyakov Gallery, Moscow, 2011, cat No. 45

Illustrated

‘Line - Boris Grigoriev’, V. N. Teriokhina, 2006

‘Boris Dmitrievich Grigoriev’, T. A. Galeeva, Golden Age Publishers, St. Petersburg, 2007
‘Boris Grigoriev Almanac’, Issue 295, page 55. St. Petersburg 2011

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011
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B nepeBHe
1913

KapToH, akBapenb, rpa¢pnTHbIN KapaHAaly, ryaiib
46,5x70,8 cm

MpoBeHaHc

= «Anbda-ApT», CaHKT-lNeTepbypr
= CobpaHue Ravenscourt Galleries, London
= JKCnepTHOe 3aknoyeHne EneHbl XKykoBown, MockBa

BbicTaBkK

«Bbopuc Mpuropbey, Pycckuin mysel, CaHkT-leTepbypr, 2011
«bopuc Ipuropbes», TpeTbAkoBCKas ranepesn, Mocksa, 2011, kat. N2 217

Wnnioctpanun

«JluHuna - bopuc lpuropbesy, B. H. TepéxnHa, 2006

«Bbopuc MpuropbeB. AnbmaHax». Boinyck 295. ctp. 217. CaHkT-leTepbypr, 2007
«Bbopuc Mpuropbey, Pycckuin mysel, CaHkT-leTepbypr, 2011

«Mor xypHan ana HemHorux», A E. bypues, CaHkT-MeTepbypr, 1914

In the Village
1913

Watercolour, pencil and gouache on cardboard
46.5x70.8 cm

Provenance

= Alfa Art, St. Petersburg
= Ravenscourt Galleries, London
= Expertise of Elena Zhukova, Moscow

Exhibited

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011
‘Boris Grigoriev’, Tretyakov Gallery, Moscow, 2011, cat No. 209

Illustrated

‘Boris Dmitrievich Grigoriev’, T. A. Galeeva, Golden Age Publishers, St. Petersburg, 2007
‘Boris Grigoriev Almanac’, Issue 295, page 217. St. Petersburg 2011.

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011

‘My Journal for the Few’, A E. Burtsev, St. Petersburg, 1914
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CI'IO)KHO Hatimu 0py2020 pyccKo20 XyOOXHUKA, MAK
yeslbHo COeOUHUBWE20 8 CBOEM Meopyecmae
peanusm, 3KcnpeccUoHU3M U 3pomu3m. Ymobel nepe-
0ameb camyto cyme ceoux nepcoHaxed, oH npubezaem
K 271y60KO0U ncuxonozuyeckoli mpakmosgke 06pazos.
SkcnpeccuoHusm [puzopbega sonsioujeH gesiuxkosien-
Hou nuHued, nynecupyroujeti 3Hepauel, — UCMUHHO
UHOUBUQYA/IbHBIM 8OCNPUAMUEM MUPA. SPOMu3m,
0COBEHHO CUJIbHbIU 8 UHMeEPNPemMayuu XeHCKo20
06pasa, — 08uUXywul pumm, opauacmuyeckas uzpa
KOHMYypa u usema, HenocpeocMeeHHbIl OMKIIUK Ha
camy xu3He. Tpu pabomel KoJIIeKUUU OMPaxaiom
mpu OCHOBHbIX 5Manda Kapsepsi U Xu3Hu [puzopsesa.
«Ynuya e lNapuxe» 1913 200a — docmukeHUe meopue-
CK020 cosepuieHHoIlemus. «[JauHuya» Kpucmasniusy-
em 8OJTHYIOWYI0 Md2UI0 8MOp0o20 nepuoda, 20e 2pybas
Cu/1Ia paHHux pabom ykpowjeHa u ommoyeHd, CmMaHo-
85Cb NCUX0J102U4eCKU MHO20C/T0UHOU U 8U3yasibHO 60-
Jiee IAKOHUYHOU. PUCYHOK ompaxkaem u JIupuyecKyio
CMOPOHY €20 NO3MUKU, ee MOHKOCMb U NPOH3UMeslb-
HOCMb, KOMOopble CMAHAIM pe3Kull CeKCyabHbIU
UMNYJbC, HUBEIUPYA 8 HeM 8ce hapcosoe u ommali-
Kugaroujee. «KeHUWUHa, 3a2n190b18aIOWAA 30 3HABECY
3HamMeHyem Ha4yasa0 3MuU2paHMCKo20 nepuodd, K020d,
okasaswuce 8 Espone, 80anu om cosemckoli gnacmu
U KOHMPOJis, XyOOXXHUK CMaHo8umcs 6osiee 0mkpo-
8€HHbIM 8 CBOUX NPOU38e0eHUsX, He 6OACH OCYKOeHUs
30 UX Ype3MepHYIo 4y8CMBEHHOCM®b.

Ynuua B Napuxe

U3ymntenbHoe 60raTcTBO KPacoK, BIeKyllee oya-
poBaHMe ero JIMHNI, BECb €ro XyA0KeCTBEHHbIN
Mup 6bin NONOH BOJIHYOLWEro 3poca. NopTpeTsl,
npupopaa, 3Bepu Ha ero KapTuHax, camble UX Kpa-
CKU, TOYHO COSTHEYHDbIM JIy4OM, OGbInv MPOHMU3aHbI
3pocom.
lasen lljecones,
«Paced bopuca [pueopeesa, Paces, 1918

Mocne cemn neT obyyeHna B Vimnepatopckon Aka-
nemunn XynoxecTts, bopunc [puropbes oTnpasmnca 8
YETbIPEXMECAYHYIO MOe3Ky B [1apuK BECHOM 1 1eTOM
1913 roga ana cbopa matepuvana K AUnIoMHoun paboTe
1 NPOLOKEHUA XyAOKECTBEHHOIO 06Pa30oBaHMs.

B pabote «Ynuue B Mapuxe» Mpuropbes BbICTynaet
naeanbHbIM GnaHepoMm, XNagHOKPOBHO HabNAAIOLLMM
33 KNTENAMYM CYETHOTO rOPOLa, 3aHATHIMM CBOUMM
OYIHUYHBIMY fienamu.

Kakomy Obl CKaXKeEHWIO He NOABEPranvch 06pasbl ero
NPOUMX MAPUKCKMX CLIEH, UX OTIIMYAET LIapKeBast Bbl-
Pa3nUTENBHOCTb YEPT. 3AeCh e NnLia U Gurypbl nepeaa-
Hbl GparmMeHTapHo, 1 HY OfIVH NePCOHaX He obpatleH
K 3putento. «Ynmnua B lNapux<e» nmweHa rpoTeCKHOro

A3 KONMNEKLM IXKEMMCA BATTEPBUKA

Hauana, NPUCyLLEro 6ONbLIMHCTBY TEMMEPHbBIX PUCYH-
KOB, CO3[JaHHbIX BO BPEMA Noe3aKN. TeMnepameHTHbIN
PUCYHOK BOMJIOLLAET CYMATOXY CTOSIMYHOM XIU3HM,
n3beras nepeuncinTenbHbIX MOAPOOHOCTEN ee «akK-
TEPCKOro COCTaBa». [epon 3TOrO CIOXKETa — HE YeSIOBEK,
a KpacHbI aBTOMOOWIb — OAHO 13 Hanbonee paHHUX
13006paxXeHNI aBTOMALLINHbBI B PYCCKOM MCKYCCTBE.
ConpskeHneM KpacHOro 1 Ceporo, CUHKOMMPOBAH-
HBIM PUTMOM MPAMBIX U JTOMAHHbBIX JIMHNN XYLOKHNK
NPETBOPUI YapYOLLYIO AVHAMUKY, SHEPTUIo OyprsLLel
COBPEMEHHOCTW. HeyanBUTENBHO, YTO MOYTK CPasy

no Bo3BpalleHun Mpuropbesa B CaHKT-MeTepbypr 3Ta
paboTa NononHWna cobpaHvie ero MelieHaTa Anek-
caHapa EsreHbesunua bypuesa. B HacToAwee BpemA
HEBO3MOXHO YCTaHOBUTb Npuobpen v bypuies paboTy
HenoCpPenCcTBeHHO Y XYAOXKHVKA, UK e CTan ee obna-
Jatenem oceHbio 1913 roga B ranepee Hatanum Jobbi-
YMHOW — Ha BbICTaBKe, KOTOPadA NpUHecna lpuropbesy
3aCTyXKEHHOE NPU3HAHNE U NOSTIOKUTENbHBIE OT3bIBbI
KPWTNKOB, B YaCTHOCTK, AnekcaHapa berya. bypues
[laxke BOCMPOW3BEN 3TOT PUCYHOK B Havane 1914 roga
B CeIbMOM TOME CBOEro Nepruoanyeckoro n3gaHma
«Mow MKypHan [Ina HemHornx». [puropbes yxe 3aHn-
man sugHoe Mecto B «<Moem PKypHane» 1 apyrux n3ga-
HMAX bypuesa. Ha nx cTpaHmuax 4acto pasmMeLLanmchb
penpomyKUMn ero paboT, Cam e XYAOKHUK UCTIOMHSS
MO 3aKasy rpaBlopbl C MPOW3BEeHWI OOLIMPHONM KO-
nekumn bypueBa. «[lapuckas ynnua» NOABIAETCA B
nATOM (NOCneaHeM) BbiMyCKe, LIeIMKOM MNOCBALEHHOM
paboTam puropbesa 13 cobpaHus bypuesa.

B onTuiKe YepHo-6enon potorpaduueckor nnmocTpa-
UMK NVHEHaA CTPYKTYpa paboTbl CTAHOBUTCA ellle 60-
nee oueBUHON. [103xe B CBoeM MaHUbecTe «/TMHMS»
OH nucan: «J/TnHWA ecTb He ToNbKO GOPMa, HO U LIBET,
OTCIOAa — VI CBET U TeHb <...> B KMBOMUCK IMHNA MHO-
ro CrMocoOCTBYeT KONMOPUCTUYECKIM TOHKOCTAM, OOHa-
»aeT rpaHb GOPMbI, COOOLIAET et 0CobYI0 Uy TKOCTb U
3aKOHYEHHOCTb». B TO »Ke Bpems y30pbl CBETa U TeHM
«YNLb» OBHAPYKMBAIOT BIVAHVE MOAYNALMIA Dayapaa
Bionapa, ¢ npou3seneHammn KOToporo Iprropbes Mor
MO3HaKoOMUTLCA B [Mapuxe.

e fomah apea Cn snagess ayptmannd b 1 [ purmpuii
IS s eotyneen & I Wppusnn
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No Russian artist has ever combined in his work such
intense realism, expressionism and eroticism as
Boris Grigoriev. His realism is psychological rather than
photographic, going far beneath the observed surface
to dig out the very essence of the people he portrays.
His expressionism comes out in his magnificent use

of line, pulsating with feeling, with energy — a truly
individual perception and reaction to his subjects.

His eroticism — especially strong in his depictions of
women - is in fact the driving beat of his every work, the
orgiastic play of line and colour, a sensuous response to
life itself. The three works from the Butterwick Gallery
span the three major eras of Grigoriev’s career and

life, and also encapsulate the different elements of

his art. ‘A street in Paris’ represents his artistic coming
of age when the essential elements of his style had
been formed and his use of line began to bear the
confidence of a Master. ‘Dachnitsa’ crystallizes the
evolution of his second phase, where the raw power of
his early works was harnessed and polished, becoming
more psychologically layered and visually more
laconic. 'Woman Peering behind a screen’ captures

the beginning of his emigre period, when the artist felt
liberated to be more explicit in his work, sexually and
conceptually. Once in Europe, free from Soviet rule and
control, he was left unfettered in expressing ideas as he
wished, without having his art judged for its message,
or criticized for revelling in sensuality.

A Street in Paris

An astounding richness of paints, seductive charm
of his lines, his entire creative universe was full

of thrilling eros. Portraits, nature, animals in his
paintings, their very colors, suffused, as if by a ray
of sunlight, with eros.

Pavel Shchegolev,
Boris Grigoriev’s Raseia, Raseia, 1918

In the spring 1913, after seven years of study at the
Imperial Academy of Arts, Boris Grigoriev went on a
four-month sojourn to France.’A street in Paris’ captures
the liberating anonymity Grigoriev must have felt in
depicting the busy French capital. One can see him
here as the perfect observer of city-dwellers as they go
about their business.

However, unlike the faces in his other Paris scenes, in
this image Grigoriev doesn't give us complete faces
and no figure looks toward or faces the viewer.’A street
in Paris’is thus devoid of the often grotesque visages
that populate most of the other tempera drawings
from this trip. Instead this rhythmic image conjures up
the bustle of modern city life without the particulars
of any cast. The star in this scene is not a person, but

the red automobile — one of its earliest depictions in
Russian art - which we see ahead of a horse-drawn
carriage. And yet, with its simple harmonies of red and
grey, and contrast of straight lines and loops, ‘A street
in Paris’is also one of the best-balanced compositions
of the series and thus, for obvious reasons, this work
was bought by Grigoriev's most important patron of
the time, Aleksander Evgeneevich Burtsev. Whether
Burtsev acquired the work directly from Grigoriev, or at
his autumn 1913 exhibition at Natalia Dobychina’s gal-
lery, is not clear. Nevertheless, Burtsev went so far as to
reproduce it in early 1914 in the seventh volume of his
journal,“My Journal for the Few". Grigoriev had already
figured in this periodical and other Burtsev publica-
tions, not only with numerous photographic reproduc-
tions of his own works in Burtsev's collection, but with
specially commissioned book decorations and wood
engravings of historical pieces.’A street in Paris’appears
in the fifth and final pamphlet devoted to Grigoriev
pieces from Burtsev’s collection, the only one where
pieces from Paris predominate. ‘A street in Paris'is the
penultimate image in the issue. In this work the artist
is using color mainly in a directional way, a concept
that he later wrote about in his manifesto ‘Liniia’ “Line is
not only form, but colour, and hence —both colour and
shade”he wrote.
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Ynuua B Napuxe
1913

Temnepa, KapaHpgall, 6ymara, 25 x 35,5 cm
BH13y cnesa nognvce u gata: «bl Mapux 1913»
1 Ha obopoTe: «Yuya e lMapuxe»

MpoBeHaHc

= Makcum bokcep, Mockea
= JKCNepTHOe 3aknoyeHne EneHbl XKykoBon, MockBa

BbicTaBkK

«Bbopuc Mpuropbey, Pycckuin mysel, CaHkT-leTepbypr, 2011
«bopuc Fpuropbesy», TpeTbAKOBCKanA raneped, Mocksa, 2011, kaT. N2 65
«Pycckas JinHna», Cotoums, Mockaa, 2012

Wnmoctpayuu .

«Mori xKypHan ana HemHorux», A E. bypues, CaHkT-MeTepbypr, 1914

«bopuc Amutpuesund MNpuropbes», T. A.TaneeBa, n3natenscTo «3050Ton Bekr, CaHKT-TeTepbypr, 2007
«Pycckas rpaduka 1890-1930», KutApt, Mockea, 2011

«Bbopuc Mpuropbey, Pycckuin Mysel, Ct. MNetepbypr, 2011

A Street in Paris
1913

Tempera and pencil on paper, 25 x 35.5 cm
Signed and dated lower left ‘BG Paris 1913’
and in verso ‘Paris Street’

Provenance

= Maksim Bokser, Moscow
= Expertise of Elena Zhukova, Moscow

Exhibited

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011
‘Boris Grigoriev’, Tretyakov Gallery, Moscow, 2011, cat No. 65
‘Russian Line’, Sotheby’s, Moscow, 2012

Illustrated

‘My Journal for the Few’, A E. Burtsev, St. Petersburg, 1914

‘Boris Dmitrievich Grigoriev’, T.A. Galeeva, Golden Age Publishers, St. Petersburg, 2007
‘Russian Graphics 1890-1930’, KitArt, Moscow, 2011

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011
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IETTT]TE]

Kniou Kk lpuropbeBy B Halwnx pyKax....OH KuBaeT
HaM Ha KeHLWWH, Ha iepeBbs, Ha TPaBbl — BOT, Ae-
CKaTb, UX 06Ha)KeHHaA CYLHOCTb, BOT UX intimité,
BOT NpaBfa, 3aKpernsieHHaA 30pKOi 1 BlacTHON
PYKOI XYy[I0XKHUKaA... A rnaBHOe, — MOMHM1TE — BCe
€ro MacTepCcTBO U Yapbl TONbKO epornndbl, KOTO-
pbiMu FpuropbeB onucbiBaeT ceds 1 cBoe ypes-
BblUaliHOe, ienatolee ero Henogo6HbIM Apyrum,
4yyBCTBO MJIOTWU.
Bcesosod mumpues,
«Knoy Kk bopucy [pueopeesy», Intimité, 1918.

B «[launuiie» npexHee paBHOAYLIHOE HabnoaeHve
CMeHsAeTCA 6e33acTeHUMBBIM pa3riagbiaHem. CKob
MMNepCcoHanbHa «[aprkckada Ynnuay, CToNb e BOSI-
HWUTENbHA NMPMBATHAA CLIEHa, 3aneyaT/ieBaoLlas gamy,
BO3MOXHO »KEHY Xy[OKHMKa, MPUNOAHNMAIOLIEN HOOKY.
B rop ee co3paHna paboTa bbina BOCNpoM3BeaeHa B
KHure «Intimite», NOCBALEHHOW YyBCTBEHHOW CTOPOHE
NCKyCCTBa [prropbesa. HO b HEMHOTME 13 PUCYH-
KOB M3[aHNA COOTBETCTBYIOT «[layHumLe» B ee NCuxo-
JIOrNYECKOW HeonpeaeneHHOCTH, ABYCMbIC/IEHHOCTM

1N 2POTUYECKOW HanpsKkeHHOCTW. Kpome Toro, paboTa
BbIAENAETCA FOPU30HTaTbHBIM PACMOIOKEHNEM U MPO-
PabOTAHHBIM MEN3aXKEM.

Dopmat KHUM 1 WITIIOCTPUPOBAHHbIX >KyPHANOB (0CO-
6eHHO «HoBbI CaTUPUKOH?), C KOTOPbIMU [PUropbEB
cotpyaHuyan B 1914-1917 ropax, oTTaumnsas rpadw-
YECKUIN CTUNb, MOHYXaN XyOOKHMKA K BEPTUKANbHOM
OPUEHTUPOBAHHOCTY PUCYHKOB. BO3MOXHO N1, UTO
npoun3seseHne HbINo CO3AAHO CNeLnanbHO AnA KHUAMK?
B HeKkoTOpOM CMbICIE, B M300paKeHUM Nei3axa Ha 3a-
[IHeM MaHe 3ByYaT OTroNOCKM NpeablayLiero ansboma
lpuropbesa «Paces», onyobnMKOBAHHOIO HECKONBbKIMM
MecALamMn paHee.

«JlayHmLa» — OfIMH 13 YeTbipeX PUCYHKOB «Intimite»,
npuHagnexaswmx Gegopy LWananunHy, uto ykasaHo

B CamoMm m3gaHuun. Nocne Bbixoda «Pacen» LananuH
6bin Cpeau Tex, KTO NpY3HaN 1 No3apaBui XyadoKHMKa
C ero foctuxeHvem. Kora 3HaMeHnTbIN 6ac Bbipasun
noxenaHue 6nvKe NO3HAKOMUTLCA C [PUrOPBEBBIM,
OAMH MeLIeHaT OpraHn30Ban Beyep C 3ToM Lenblio.
MmeHHo Toraa LWananuH pelunn 3akasatb XyLOXKHNUKY
CBOW NMOPTPET, U CNyCTA ABa AHA NPULLEN B CTYAUIO
lpuropbeBsa, UToObl B3rNAHYTb Ha €ro Npov3BeaeHNns
1 noobulatbcs. «OH NPoCUAEn y MeHs OKOJO Tpex
UacoB, Nepebupan y MeHa PUCYHKW», — MO3Xe BCMO-
MUHan XyooxH1K. OnybnvkoBaHne «Pacen» (koHel
neta 1918) n «Intimite» (okTAGPL 1918) No3onsioT
YCTaHOBWTb AaTy Nokynkin lananuHbim pucyHka «au-
HUWLBI» — aBryCT/CeHTAOPL 1918 1. MopTpeTHble cean-
Cbl Npoxoannu B kBapTupe WansanvHa B ceHTAOPL/
OKTA6pb 1918 roga. «[ABaxKabl B *KM3HW A Tak HaCKa-
KIBas Ha XONCT», — OTMETUN [PUTOPbEB B MEMYyapPaX.
— «Euye 6bino npu Meepxonbae». PaboTta Havanach ¢

N3 KOMNEKLNW IXKEVIMCA BATTEPBIVIKA

3HTY3Ma3MOM C 0benx CTOPOH, OiHaKO Obina 3aBep-
EHA B HANPAXEHHbIX YCIIOBUAX, MOCKONbKY MeXy
ABYMS APKMMU TBOPUYECKUMUN JIMYHOCTAMU MPOU30-
WO CTONKHOBEHME 1 CCOPa — MO MPOHUN CyabOb,
NMEHHO 13-3a Melepxonbaa. B Hayane Hosbpa 1918
roga puropbeB Hanmcan nesuy, yMonasa ero fatb eLle
CEeaHChbl, UTOObI 3aKOHUYNTL MOPTPET. Mpocbba, MoXoxe,
Oblna BbINMOSIHEHa, HO WananuH Tak 1 He onnaTun pa-
60Ty 1 NopTpeT He 3abpan. BepoAaTHo, oboCcTpeHHas
HepBHas IHeprua 1 XoNoAHOe BbiICOKOMepKeE, TanB-
WMEeCA 3a CBETCKOW MaCKOW 1 OOHaXeHHbIe KUCTbIO
lpuropbeBa, ya3Bunu camoniobue nesua. B pesynb-
TaTe KapT1Ha bblna NokasaHa B 3MMHEM ABOPLIE, Ha
Mepsoit locynapcTBeHHoM CBOOOAHON BbICTaBKe
npowv3BeaeHnin ckyccTs (1919), rae oHa nofyymna
LWWPOKYIO M3BECTHOCTb M Pa3HOOOPa3ne OLiEeHOK:
KOMMYHUCTUYECKNE KPUTUKM OCYAUNM NPOou3BEaeHe
Kak «KOMOJ, HanmncaHHbIn B cTune Hukonas Il», B TO

BpeMs Kak Apyrvie NpuBeTCTBOBANM €ro.

MonoTHO 6bINI0 NPOAAHO YaCTHBIM 0OPA30OM AUNepy U
[PUropbeB NOMHWI, YTO B KOHEYHOM UTOre OHO ObINO
NPUOBPETEHO AHMMNYAHNHOM, KOTOPbIN HamepeBancs
BbIBE3TU €ro 13 CTPaHbl. BO3MOXHO Nn, UTO TOT XKe
AHIMYaHMH MOT KynuTb «[auHnuy» y WananuHa?

370 ObINIO TPYAHOE BPEMA, KOraa AeHer 6bio Mano 1
CBMPENCTBOBAJ Be3aecCyLm ronoa. [occopmBlncs C
MpuropbesbiM, LansanuH mor 6bl COrnacnTbCs pac-
CTaTbCA C PUCYHKOM. C IPYromn CTOPOHbI, NeBeL, Mor
6bl 11 B3ATb PUCYHKM C COOOW, KOrAa NOKMHYN Poccuio
B 1922 ropy, v npofatb 1x nosxe. loka, 3To octaeTcA
TaHOW. HeCOMHEHHbBIM OCTaeTCs TOT GaKT, YTO HECMO-
TPA Ha TO, YTO OTHOLWEHNA [BYX TBOPLOB HaaANINCh,
1 [pUropbeB Hanmcan HOBbIM NOPTPET NeBUa (B Ha-
cTodAllee Bpema B konnekuynn LieHTpa MNMomnunay), nma
XYAOXKHMKA He ynoMmHaeTca B memyapax WananuHa.
370, Aaxe Npu Tom, Yto LananmH nocBATUA 3HaYN-
TeflbHOe MeCTO CobbiTvaM 1917-1920 —x IT., BKMoYan
pA 3M13008, 06 yyacTun pUropbeBa B KOTOPbIX
M3BECTHO MO APYTMM MCTOYHKMKAM, @ TakXke pacCcKasar,
Kak bopuc Kyctoanes Hanvcan noptpet WananuHa
[Ba roga Cnycra.
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Dachnitsa

The Key to Grigoriev is in our hands...He nods
to us about women, about trees, about grasses -
look, he says, at their naked essence, that is their
intimité, their truth, captured by the sharp-sighted
and imperious hand of the artist...And most
important, - remember - all this mastery and
charms are only hieroglyphs, with which Grigoriev
describes himself and his extraordinary, absolutely
unique - sense of flesh.
Vsevolod Dmitriev,
‘The Key to Boris Grigoriev, Intimité, 1918.

In’'Dachnitsa’ the artist shifts from being a stroller to
being a voyeur. As‘A street in Paris'is impersonal, so
‘Dachnitsa’is deeply personal, showing a specific
woman, purported to be the artist’s wife, in an inti-
mate moment. Although she does not acknowledge
the presence of the artist/viewer, it is far from clear
whether she lifts her skirt thinking she is alone, or in
full awareness of her audience. The same year as it was
created, this work was reproduced in a book devoted
to the sensual side of Grigoriev's art, “Intimite”.

However, few of the drawings in the volume match
‘Dachnitsa’in psychological ambiguity and erotic ten-
sion. The work is also distinctive for its horizontal for-
mat and outdoor setting. The proportions of the book,
as well as the proportions of the illustrated journals for
which Grigoriev worked in 1914-1917 lend themselves
to images that are vertically oriented.

#

BOPHCh IPHIMOPLHEED

INTIMITE

Is it possible that the piece was created specifically for
the book? In some ways, the depiction of the land-
scape in the background hearkens back to Grigoriev’s
previous volume, Raseia, published several months
earlier. But whereas in Raseia, the artist explored the
people of the countryside in their brutal simplicity, In-
timite is devoted to the city and especially its women,
with all their many layers, of clothing, of emotion, and
experience.

‘Dachnitsa’is one of four striking and important draw-
ings in Intimite recorded in the glossary as belong-
ing to Feodor Chaliapin. When the famous bass met
the artist he immediately commissioned a portrait
and came again to Grigoriev's studio two days later
to look at his works and converse. "He sat for nearly
three hours picking through my drawings,” the artist
later recalled. Because Raseia was published in late
summer of 1918 and Intimite in October, we can date
Chaliapin’s purchase of ‘Dachnitsa’to August/Septem-
ber of 1918.“Only twice in my life have | so attacked
the canvas, Grigoriev later recollected of the portrait
sessions with Chaliapin, “The other time was with
Meyerhold”Work began with enthusiasm on both
sides, but was completed under strained circum-
stances, as these two intense and creative personali-
ties clashed and quarrelled and Chaliapin never paid
for or retrieved his portrait.

The portrait was sold privately to a dealer, and
Grigoriev recalled that it was eventually acquired

by an Englishman, who intended to get it out of

the country. Is it possible that the same Englishman
might have bought'Dachnitsa’from Chaliapin? This
was a difficult time, when money was scarce and
hunger omni-present. If Chaliapin had quarrelled with
Grigoriev, he may have been willing to part with his
drawing(s). Then again, the singer may have taken
the drawings with him when he left Russia in 1922
and sold them later. For now, it remains a mystery.
What is certain is that, although Grigoriev reconciled
with Chaliapin in emigration and painted another
portrait of the singer, currently in the collection of
the Centre Pompidou, he went entirely unmentioned
in Chaliapin’s memoirs. This was despite Chaliapin
devoting considerable space to the events of 1917-
1920, including recalling episodes in which we know
Grigoriev participated.
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OdauHnya
1918

AKBapenb, KapaHgaw, 6ymara, 30 x 50 cm
BHu3y cnesa nognucs v aata: «<bopuc Ipueopbes 1918»

MpoBeHaHc
= Konnekuna Qepopa LanannHa

= YacTHaa konnekums, JIoHaoH
= JKCMepTHOE 3aktoueHre Enenl Kykosow, Mocksa

BbicTaBKK

«Pycckoe nckyccrso 1900-x — 1930-x rogoB», Mockosckmnn LleHTp VickyccTs, 1996
«bopuc Mpuropbes», Pyccknin my3ein, CaHkT-letepbypr, 2011

«bopuc puropbes», TpeTbAKoBCKana raneped, Mocksa, 2011, kaT. N2 240

«Pycckas JluHua», Cotouns, Mockaa, 2012

Nutepatypa
«Intimite», B. [imutpues v B.BorHoB, n3aatensctBo B. M. AcHoro, CaHkT-leTepbypr, 1918

«Pycckoe nckycctBo. JInuHbii Bbi6op», KUTApt, Mocksa, 2004
«XypoxectBeHHoe Hacnepaue b. [l.TpuropbeBa», cepua «KHmKHaa konnekumsa», 2006

Wnnioctpanun

«Intimite», B. [imutpues v B.BorHoB, n3aatensctBo B. M. AcHoro, CaHkT-leTepbypr, 1918
«Pycckoe nckycctBo. JlnuHblii Bbi6op», KUTApt, Mocksa, 2004

«JInHna - bopuc Npuropbes», B. H. TepéxuHa, 2006

«Pycckasa rpadpuka 1890-1930», KUTApT, Mockaa, 2011

«bopuc Mpuropbes», Pyccknin my3ein, CaHkT-letepbypr, 2011

Dachnitsa
1918

Watercolour and pencil on paper, 30 x 50 cm
Signed and dated lower left ‘Boris Grigoriev 1918’

Provenance

= The collection of Fyodor Chaliapin
= Private collection, London
= Expertise of Elena Zhukova, Moscow

Exhibited

‘Russian Art 1900s-1930s’, Moscow Arts Centre, 1996

‘Boris Grigoriev’, Russian Museum, St. Petersburg, 2011

‘Boris Grigoriev’, Tretyakov Gallery, Moscow, 2011, cat no. 240
‘Russian Line’, Sotheby’s, Moscow, 2012

Literature

‘Intimite’, V. Dmitriev and V.Voinov, Publisher V.M. Yasnyi, St. Petersburg, 1918
‘Russian Art. A Personal Choice’, KitArt, Moscow, 2004
‘The Artistic Heritage of B.D. Grigoriev;, Book Collection Series, 2006

Illustrated

‘Intimite’, V. Dmitriev and V.Voinov, Publisher V.M.Yasnyi, St. Petersburg, 1918
‘Russian Art. A Personal Choice’, KitArt, Moscow, 2004

‘Line - Boris Grigoriev’, V.N.Teriokhina, 2006
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KeHwuHa,
3arnapabiBaouias 3a Wupmy

lpuropbes - mar nuHUN. TpygHO HaUTK Bpyroro
XyAOXHUKa, Y KOTOPOro NMHUA 6bina 6bl Takom
JKNBOI, pa3HOO6pa3HoM 1 BblpasuTenbHon. Bup-
Tyo3HoCTb uccKyctBa bopuca lpuropbesa v 3a-
K/I0YaeTCA B MPUMEHEHNN CaMbIX HEOXKMAHHbIX

M HeBUAAHHbIX NPUEMOB B 06/1aCTV NINHEapHOro
NCTONKOBaHUA HaTypbl.

Bcesonod Bouros, Intimité, 1918.

Mpocnenosas ot ynuu lNapuxka NoO fePEBEHCKIM yxa-
6am Poccum, Mbl 3aKOHUMM B beprnHe — ¢ «KeHLWWHOW,
3arNALbIBAIOLLEN 3a LINMPMY», BBINOSIHEHHOW BCKOPE
nocne OTbe3aa B [epPMaHMIO C XKEHOW 1 CbIHOM. <PKeHLwn-
Ha» — OLWH 13 ABEHALLATN PUCYHKOB, CO3LaHHbIX ANA
nuTorpaduyeckorn nanku-noptdonuo «Russische Erotik»
1921 roga. Cpegu pa3Ho0bpasms IPOTUYECKNUX CLEH U
HaCTPOEHWI, NPeCTaBNEHHBIX Ha ICTax MopTdOOo,
OH OTMEeYeH TON HeoNpPeLeneHHOCTIO N HEOAHO3HAY-
HOCTbIO NMPEANOKEHHON CUTYaLIMN, MPUBOAALLEN CEKCY-
ANbHYK0 HANPAXKEHHOCTb K ee NIMXOPaZoYHOMY arnoreto,
KoTopas Oblna CBOMCTBEHHA U And «[layHuLib». Jlntib
ApKas y3opuaTas 3aHaBecka 6erno onmncsiBaeT MecTo, —
NHBIX <YSINK» XYLOXKHWK He OCTaBNAET.

Mocne onybnukoBaHua «Intimite» B 1918 rogy mHorve
POCCUMCKME KPUTUKIM MACANM O 3pOTUYECKOM NOATEK-
CTe U CYWHOCTUN NCKYCCTBa [puropbesa. JTniwb HeMHO-
rve 13 HUX MOrnn nosaHee yeuaeTb «Russische Erotiks,
— KyNbMUHaUMIO 3TOM nnocTack. ObpasHbli A3bIK
nnTorpaduii NPEBOCXOANT PaMKM CTUAM3ALMMN SPOTI-
ueckux meutaHunin CepebpsaHoro Beka. /x bpyTanbHas
Cuna cTana NnoBOLOM K YHUUTOXKEHNIO OOSbLIMHCTBA
3K3eMMNISPOB MNOPTHONO B XOAE MACLUTAaOHOM HaLMCT-
CKOW KamnaHnn1930-x . NpOTUB «AereHepaTBHOro
NCKYCCTBax». VIHTEPEeCHO OTMETUTB, UTO B 1924 rogy npw
oTbope UANCTPaLMI ANs NeYaTHON KOMNeKUMn pac-
cka3oB «Moskowitische Eros» cpeau wecT nucToB 13
«Russische Erotik» «*KeHLmnHbI, 3arnablBatoLelt 3a 3a-
HaBeCKy» He OKa3anoCb — OTKPOBEHHAA YyBCTBEHHOCTb
CMYTIWIa Jaxe OTHIOAb He NMYyPUTAHCKOE M3AaHMe.

B CT1NeBOM OTHOLWEHUM PUCYHOK BO MHOTOM BO-
NIOWAET XyAOKECTBEHHbIE HACTPOEHWA [epMaHny,
conpuKkacasck ¢ noatukor Die Neue Sachlichkeit
(«<HoBoW BelleCTBEHHOCTW») — HanpasnerHua 1920-x
rOAOB, BO3POXAAIOLLETO PeaNv3M M KNacCuKy B KX
HOBOM, MOAEPHUCTCKOM MPOYTEHNN. XapaKTepHbIN
«Heopeanun3m» (MK «Heo-Nne3np», Kak MMeHoBan
CBOIO MaHePy XyAOXHWK) B TROpYecTBe [puropbesa
BO3HMKAET yyKke B cepeanHe 1910-X rofos. Ikcnpeccus
»Ke, CBOMCTBEHHAA Nekcunke «HoBOW BeLeCTBEHHOCTUY,
ee WOKMPYLLAA Pe3KOCTb U HEMPUKPLITOCTb B TPAHC-
KpUALUMKW PyCCKOTO MacTepa He Uy»KAAeTCA SCTETCKOro
NoOOBaHUA 1 reJOHUCTUYECKOTO YI0BObCTBIS OT
NPUXOTIMBOW rapMoHun Gopm. M xoTsa eBponenckuii
MPUBKYC ero nckycctea nocne 1913 roaa cospan
[PUropbeBy penyTaumio <MHOCTPaHUa» B Poccun, 8
€ro «peanusme» He HbIIO TOrO Pa3oyapPOBaHUA 1 OT-
BPaLLEeHWA, KOTOPble HEVM3MEHHO MPUCYTCTBOBANM Ha
HeMeLKMX NMONOTHax. bes ocyXaeHna 1 Mopanmn3ma oH
NPWHYMaN PeanbHOCTb B ee NonHoTe. Paccmatprean
ero paboTbl, HEBOJBbHO OLLyLIAeLb, HACKOMBbKO OH Obin
OUaPOBaH »KM3HbIO, BNIOONEH BO BCE e NPOSBNEHNS, U
B 3TOM — UCTVHHbIV XapakTep 3poca [puropbesa.

AHHa BaiHcTanH

Teopyeckutll dupekmop
(DoHda Opyseti Spmumanxa, CLUA

Jupekmop KysemypHo20 napmHepcmaa
Ballets Russes
|
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Woman peering
behind the screen

Grigoriev is the wizard of line. It is difficult
to imagine another artist for whom line is so
alive, varied and expressive. The virtuosity of
the art of Boris Grigoriev is underlined by the
application of the unexpected and unseen
way in which the artist views the linearity of
nature.

Vsevolod Voinov, Intimité, 1918.

While the other two works appeared in print (in addi-
tion to Burtsev’s journal, ‘A street in Paris’' would have
appeared in the book devoted to Paris that Grigoriev
was planning to publish in the same publishing
house as Raseia and Intimite), 'Woman Peering’was
made specifically for a portfolio with a very clear pur-
pose —to titillate. Created shortly after Grigoriev fled
Soviet Russia with his wife and son to avoid conscrip-
tion into the Red Army.

s il 2

“‘Woman Peering’was one of twelve erotic drawings
used in the lithographic set titled Russische Erotik. The
set, which appeared in 1921, was printed in one of the
many Russian publishing houses that sprang up in Ber-
lin in the early 1920s. The other images depict a range
of sexual moods and situations, but more than any of
the others, this drawing takes the ambiguity and sexual
tension of 'Dachnitsa’to fever pitch. Grigoriev height-
ens the viewer's excitement by leaving him very few
clues. Where is this scene occurring —offstage at the
cabaret, a client’s room in a brothel, or in the bedroom
of a home? All we have to give a sense of place is a
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patterned curtain. Is this a burlesque performer, a pros-
titute, or a rich housewife? She is wearing a feathered
hat, suggesting a lady of means, and she has dropped
her handbag, which a professional —be they performer,
or lady of easy virtue (or both) — was unlikely to carry,
or abandon so carelessly. Is she pulling her skirt on
after a tryst, or taking it off for someone on the other
side of the curtain? Is she the voyeur or are we? When
Intimite was published in 1918, many Russian critics
wrote about the erotic undertones and essence of
Grigoriev's art. Few of them had the chance to later
see Russische Erotik, and one wonders what they
would have made of it. The portfolio goes far beyond
the stylization that characterizes the Silver Age’s erotic
dreams. In fact, its power is proven by its later history —
most examples of the portfolio were destroyed in the
purification campaigns of 1930s Germany. Also, it is
interesting to note that when, in 1924, six of the milder
images from Russische Erotik were selected for inclu-
sion in a printed collection of stories, Moskowitische
Eros,'Woman Peering' was left out.

This drawing in particular and the portfolio as a
whole also take something from the atmosphere of
Berlin. In the 1920s, a new sort of realism was taking
root in Germany —a movement known as the Neue
Sachlichkeit. In a way, Grigoriev was already doing
some of the same things in Russia in the mid-1910s.
His was truly a new realism, not an academic 'neo-
realism’ (‘neo-plaisir'as Grigoriev called it), but an
expressionistic style remarkable for its frankness —im-
mediate, gritty, un-stylized, but not rejecting beauty.
Indeed, already after returning from Paris in 1913,
Grigoriev had earned a reputation for being, aestheti-
cally, a foreigner’in Russia.

The artistic environment of Germany may have
stimulated Grigoriev to take that realism to new
heights, but what distinguished it was that under-
neath the frankness and criticism, his work never had
the disgust and disillusionment of the German artists.
Grigoriev had the courage to see life and people as
they really were, and to admit that sex was at the
heart of it, but he never judged or became revolted
by what he saw. One can feel that he was fascinated
with life, in love with all aspects of it, and that is the
true nature of Grigoriev's Eros.

Anna Winestein

Creative Director,
Hermitage Museum Foundation, USA

Executive Director,

Ballets Russes Cultural Partnership
.|
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)KEHI.I.I,I/IHa, 3armaabiBaollad 3a Wupmy
OpUWrMHanbHbIN PUCYHOK K anbbomy «Pycckaa IpoTrka»
1920

bymara, KapaHpauw, 35 x 31 cm.
BH13y cnpaBa nognuce: «bopuc Fpuropbes»

MpoBeHaHc¢

= A.E. PybuHwTelnH, Mockaa

= OpaHk Bupacopo, ApreHTrHa.

= [anepwusn 3ypbapaH, byaHoc-Alipec

= JKCMepTHOE 3aktovueHre Enensl Kykosow, Mocksa

BbicTaBKK

MaHayc, bpa3wunusa, nata Hem3BeCTHa
«Pycckas JluHua», Cotouns, Mockaa, 2012

Woman peering behind the screen
Original drawing for the album ‘Russiche Erotik’
1920

Pencil on paper, 35 x31 cm.
Signed I.r."Boris Grigoriev’

Provenance

= Y.E. Rubenstein, Moscow

= Frank Virasoro, Argentina.

= Zurburan Gallery, Buenos Aires

= Expertise of Elena Zhukova, Moscow

Exhibited

Manaus, Brasil, date unknown
‘Russian Line’, Sotheby’s, Moscow, 2012
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Possessed by Line

Works by Boris Grigoriev
from the collections

of James Butterwick
and Maksim Boxer
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© Design-Bureau KitArt, 2012

*¥%
James Butterwick Gallery

34 Ravenscourt Road
London W6 0UG

james@jamesbutterwick.com
+44 (0) 208 748 7320
jamesbutterwick.com

*%%

Ravenscourt Galleries
Moscow-London

art@ravenscourtgalleries.com
+44779 9674538

+7 985 2330633
ravenscourtgalleries.com

[SCPRUSSIA
N

/aOﬁr}-—im

I OZ,
>T’ng

ez}
oz
>
bi%’:'
20
—Z
O
Z—

Z
m
*
=
<

HAPOAHAS KOHOEAEPALISI
TUKBAPOB UM APT-AMAEPOB

HT-M-POCCHM

(@Es




