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The red letters in the back room of Franklin Fur-
nace, the TriBeCa artists'book archive, spell out
First Russian Vagabound Reading Room in USA.
The Furnace looks like it has been hit by a post-
man’s strike, or threatened by a book-burners’
convention: Books dangle from a red ladder, So-
viet posters are strewn all over the floor, and
mysterious tickets offering a place in a food line
appear like confetti from heaven. On the opening
night of this show of Samizdat, or self-published
artists’ books by Russian artists and émigrés, the
Russians staged a performance in which more
books were tossed about (like manna to the Is-
raelites), but due to the possessiveness of a capi-
talist society the free stuff has all long since
disappeared.

"MepBan pPYCCKaA YWUTanbHA-NepeaBuKKa 8
CWA"” — nanucaHO KpacHbiMW GykBamu B 3ane
KHWKHOM ranepeu-apxvusa 8 Tpainbeke ''®paH-
knuH Meprec’’. Manepen BbIrNAAUT TaK, CNOBHO
3/ech TONLKO YTO NPOLWNA CTa¥yKa NOYTOBLIX Pa-
6OTHUKOB WNN HaaBWraeTCA Cbe3a nogxurare-
neii kHur. Ha kpacHoW nectHuue pasBewaHbl
pasnuyHbIE KHWUrW, COBETCKWEe nnakaTel paccTe-
neHbl NO NONY W MUCTUYECKWE KAPTOYKW C HO-
mepamu B ovepeau 3a NPOAYKTaMK pPacChiNaHbl
KaK KOHpeTTH...

370 3amevarensHoe cobbiTne 66110 OpraHN3oBa-
HO ABYMA HEAABHO 3MWUrPUPOBaBLUUMU XYAOXK-
HUKamn — Pummon u Banepuem MepnosuHsimMu.
N3 30 xynoxHWKOB, BbIGpaHHLIX UMK, 14 BCe
euwe xuByT 8 Coserckom Cotose.

... Ha oTKkpbITHe BbicTaBkKW camu3pata, T.e. ca-
MOAENbLHLIX KHUF XYAOXKHUKOB, >XUBYWUX B
CCCP wnu amurpuposaswux, 6bin nocrtasnex
nepcOpMaHC, B KOTOPOM KHUFK Gbinn c6powe-

This remarkable event was organized by two
recent émigrés, Rimma and Valery Gerlovin.
Of the 30 artists they chose, 14 are still in So-
viet Union.

Obviously it isn't very healthy in the Soviet cli-
mate to come right out and say what you mean.
The books hanging on the walls of the Furnace,
or stacked on the floor, are usually bafflingly
obscure, but their originality and exuberance are
an object lesson in optimism.
Most of these artist, however, are no more fa-
mous than any city cabdriver. The confusion
they generate is marvellous, even when you
haven’t the slightest chance of interpreting.

Kay Larson, New York, March 29, 1982.

Hbl Ha FONOBbLI 3PUTENAM KaK MaHHa HebecHan
wuspaunsTAHaM. Ho B 4acTHOCOGCTBEHHUYECKOM
KanutTanucTuieckoMm obuectese pasbpocaHHbie
6ecnnaTHble KHUFM MOMEHTaNbHO UcYesnu. ..
... OueBNAHO, YTO B COBETCKOM KNuUMare BbiCKa-
3bIBAHVMA XYAOKHUKOB B MPAMOM NOAWTUYEC-
KOM cMmbicne 6yaeT BbIrNAAeTb ABNEHWEM AO-
BONLHO HE3R0pOBbIM. [03TOMYy passewaHHble
NO CTeHaM U Pa3nNOXKeHHble Ha NONY KHUrK, Kak
npasuno, rOBOPAT Ha ABYCMbICNIEHHOM A3biKe,
HO WX OPWUIMHaNLHOCTL W U306unue npeacrtas-
NAT cO60i YPOK ONTUMU3MA. ..
... BoNbLWUHCTBO NOKa3aHHLIX XYAOKHNKOB U3-
BecTHbl 8 Hbto-Mopke He 6onee, yem BoauTenn
TaKCu, HO CMATEHWEe, KOTOPOE OHW Npou3seny,
ROCTOWHO BOCXWULLEHWA, A2XKE eCNW Bbl UCNbITbI-
BaeTe 60nbwue 3aTPYAHEHUA B NOHUMaHWN CMbl-
cna 3Tux pabor...
W3 ctatbu Ken Napcon
wypHan “‘Heto-Mopk’’, 29 mapTa 1982 roaa.
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Igor GOLOMSTOCK
Urops FONOMWTOK

Translated by Robert Chandler

Podunca e 1929 200y. 3axkoH-
yun ordeneHue ucTopuu u TeEO-
puu uckyccre MI'Y. Paboran Ha-
YYHbIM cOTpyOdHUKOM 8 [Ocydap-
CT8EHHOM My3ee u306pasuTens-
HbIX uckyccte um. A.C. lMywr
KuHa, 80 BHUNTI, npenodasan
8 Mockoseckom yHusepcurere.
Aerop pada MoHOzpapul u
crarel no 8onpocam 3anadHo20
u pycckoz20 uckyccrea. C. 1972
200a wuser 8 AHanuu.

Born in 1929. Graduated from
the History and Theory of Art
department of the Moscow Uni-
versity. Worked as a researcher
in the Fine Arts Museum, nam-
ed after A.S. Pushkin, in the
Institute of the Industrial De-
sign, lectured in the University.
He published a number of mo-
nographs and many articles on
both Russian and Western Euro-
pean Art. He has been residing in
England since 1972.

3aBTpa
unun nosasuepa?

In the world of art, the present day is succeeded, not
by the following day, but by the previous day. So, at
the beginning of this century, the Expressionists turned
away from the values of Renaissance aesthetics towards
those of the Middle Ages, while the Cubists went still
further back, — to African idols and Aztec masks. After
that came those whose aesthetic credo included not
only “the realization of their tomorrow’”, but also a
hatred of their ""yesterday and today”, a hatred that was
implacable and merciless. These latter began to under-
stand the historical process not merely as a movement
in time but as a sphere of activity directed towards the
attainment of Truth — whether aesthetic or social, ma-
terial or spiritual, moral or religious. In their own under-
standing and in that of the critics they appear as an
avant-garde leading their epoch in the direction of defi-
nitive progress. This understanding has continued, until
very recently indeed, to be the main approach to the
art of the 20-th century. (I believe that it is shared, even
today, by the majority of authors writing on theoretical
questions in the pages of A-YA). The history of art, laid
out along the high-road of the movement of the avant-
garde, becomes a kind of permanent revolution, sweeping
away existing structures at every stage of its journey in
order to create new ones; or it is seen as a hierarchic
staircase leading towards the heavens of truth and its
steps are not so much aesthetic values as an accumulation
of innovative techniques; it is something like an Old
Testament genealogy — Malevich begat Pollock, who
begat Rauschenberg who begat... It hasn’t yet been
realized that the last avant-gardist in this genealogy was
sterile — without a son.

At the end of the seventies many Western critics tried
to make sense of the past decade as a whole and came to
dispiriting conclusions. The most recent currents in
avant-garde Western Art are those that appeared in the
sixties: pop-art, op-art, conceptual art, colouristic
painting, body-art, performance-art, hyperrealism, mini-
malism... What is it that the seventies have brought
forth? If the sixties appear as a time of a many-faceted

B uckyccrtBe cnyuaeTcA TaK, 4TO Ha CMeHy BYepalHe-
MYy AHI0 NPUXOAUT He 3aBTPaLIHUIA, a NO3aBYepalIHUNi.
Tak 3KCNPecCMOHUCTbI Hauyana BeKa OT BYEPALHWUX
UeHHOCTe! 3cTeTM4eckol cuctembl PeHeccanca nosep-
HYNUCb K NO3aBYePALIHUM CPEAHEBEKOBLA,  a Kyou-
CTbl NOWnN ewe Aanslie — BrayGb BeKOB, K. HErpUTAH-
CKUM MAONEM U auTeKCKUM Mackam. 3a HUMU NPUXO-
AAT Te, Ybe 3CTeTMYECKOe KPeno BKAIOYANO B ce6A He
TONLKO ‘‘0CO3HaHWE CBOEro '3aBTpa’, HO U HEHaBUCTL
K CBOEMY ‘‘BYepa U CEeroaHA’’, HeHaBUCTb HEYMONUMYIO
n G6ecnowapHyo” (C. Tperbakos. OTKkyna u kypa? —
“JIE®” N° 1, 1923, crp. 193). C HUMKN ucCTOpUUECKUil
npouecc U3 NONA BpeMeHU NepeBOAMTCA B cthepy AeA-
TENLHOCTH, HaNPaBNEHHOW Ha ROCTUIKEHUE WUCTUHBI —
HEBAXXHO KAKOW: ICTETUMECKOW WAW COUManbHOU, ma-
TEPManLHOW UAW AYXOBHOW, HPAaBCTBEHHOW WAU penu-
ruo3Hoi. B co6cTBeHHOM CO3HaHUM U B CO3HAHUU KpU-
TUKOB OHM BBLICTYNalOT KaK aBaHrapf, BeAywwmi csoe
BpeMA BNepeA NO NYTU K OKOH4ATeNbHOMY NpOrpec-
CY, U TaKoe Co3HaHue B KayecTBe NOAXOAA K UCKYCCTBY
XX Bexa coxpaHAnoOCb BNAOTb A0 NOCNEAHEro Bpeme-
Hu. (MHe KaXKeTcA, YTO ero NPUAEPIKUBAIOTCA, CO3Ha-
TenbHO unAn Gecco3natensHo, U ceiiuac 60NbWMHCTBO
asTOPOB, BLICTYNAOWMUX Ha cTpaHuuax “A-A’" no Teo-
peTUyeckum Bonpocam) . UICTOpUA NCKYCCTBA, BbICTPO-
€HHAA MO MAarucTPanbHoOW NUHUM ABWXEHUA aBaHrap-
A3, NpeBpaulaeTcA B CBOEro poaa "‘NepMaHeHTHYI0 pe-
BOAIOUMIO”, CMeTaIoULYI0 Ha KaXXAOM 3Tane Co3AaHHbIe
CTPYKTYPbl pagy BO3ABUXKEHUA HOBbLIX, MLICIMTCA KaK
vuepapxuyeckan necTHuua, k He6ecam UCTUHbLI, NpUyem
CTYNEHAMMU ee ABNAIOTCA He ICTeTUYECKUE UEHHOCTH, a
HaKannusaemble HOBaTOpcKue NpuemMbl, KaK nNopo6Gue
BeTX03aBeTHOW reHeanoruu: Manesuu nopoaun Monno-
ka, Monnok nopopun PaywenGepra, PaywenGepr no-
poaun... NMoka He BLIACHMAOCH, YTO NOCNEAHUIA aBaH-
FapavcCT B 3TOW reHeanoruu oKasanca 6ecnNoaHbLIM: OH
HUKOrO He nopoaun. .

B xoHue 70-x ronos MHorve 3anapHbie KPUTUKMW Nbi-
TAIOTCA OCMBICANTL Npolleawee NECATUAIETUE KaK Ue-
noe M NPUXOAAT K HEPaROCTHLIM YMO3aK/IOYEHUAM.
[eiACcTBUTENbHO, NOCNEAHNE aBaHrapAUCTCKUE TEYEHUA
3anapHoOro UCKYcCcTBa BO3HUKAK eule B 60e roabi: non-
apT, On-apT, KOHUENT, KONOPUCTUHMECKAR XWBOMNUCH,
6onu-ap7, nepdopmMaHc, runeppeanusm, MUHUMANU3M.
A uto nopogunu 70-e ropsi? Ecnu 60-e roas! BhicTyna-

Tomorrow or The Day
Before Yesterday?

avant-garde — though many-facetedness and ‘‘avant-
gardeness’ are concepts that do not easily mix — then
what are the seventies?

If the firmament of the art of the sixties was lit by
such stars of the first magnitude as Robert Rauschenberg
Andy Warhol, Richard Hamilton or Kenneth Noland,
then what figures from the seventies can we compare
with them? Who were the avant-garde of the seventies?

The decade’s last issue of the London weekly paper,
“The Sunday Times" (30.12.79) featured an article en-
titled ““Ten years that buried the avant-garde”. Its au-
thor, art-critic Robert Hughes, made summings-up and
drew conclusions that he was later to develop in his
book, “The Shock of the New; a Century of Changes
and its Art”.

According to Hughes, the Great Twentieth-Century
Dream of Progress has been exhausted, and the avant-
garde that had been fed on its energy has crumbled into
sand. A new epoch is beginning in art, an epoch no longer
marked by an unwavering movement forward, an epoch
that does not make a God out of Truth or an idol out of
Tomorrow, and so — an epoch without an avant-garde.

The art of the last decade — at least in England, the
country most accessible to the author of this article —
would appear to confirm this kind of far-reaching theo-
retical conclusion. Art during this period has spread out
in many directions and the vector of its movements has
shifted in an indefinite direction. The radiant ““Tomor-
row’’ that once attracted the worshippers of All-Redeem-
ing Progress like a magnet, has been covered by the dust
of fallen ideologies, and the artist is now looking back
to his "Yesterday’” and "Day before Yesterday’’ and at-
tempting to understand the path he has trodden. The
last annual exhibition of English contemporary art at
the Hayward Gallery could perfectly well have been en-
titled "’‘Back to Abstractionism’’: it demonstrated — and
this was the conscious intention of its organizer John
Hoyland — that during England in the seventies, apart
from what was then considered to be the avant-garde, a
whole pleiade of brilliant abstract artists was working to

10T ewe B 0o6GnuuYbe MHOroAMKOro aBsaHrappa (xoTva
MHOrONUKOCTL U aBaHrapA — NAIOXO0 COYETAIOWMUECA No-
HATWA), TO 4TO ecTb uckyccTso 70-x ropos? Ecnu Ha
He6ocsone uckyccresa 60-x ronos cuAnM Takue 3se3nbl
nepsoi BenuuuHbl, kak PoGept Paywen6epr, JHan
Yopxon, Puuapp Mamunston unm Kenwner Honawa, To
4TO MOXXeM NPOTUBONOCTaBUTL Mbl UM B 70-x? U KTO
wen 8 Ux asaHrappe?

Mocneaunii 3a ucTexwee RecCATUNETUE HOMEDP IOHAOH-
ckoro exeHepenbHuka “Canpu Taimc” (30.12.1979)
BbilWeN CO cTaTbeit NoA Ha3sauuem ‘'[lecATh neT, KOTO-
pbie norpe6nu asaHrapn’’. ABTOp ee — XYAOMECTBEeH-
Hbii kKpuTUK Po6epT Xbi03 — NnoABOAUT NTOrK U penaer
BbIBOALI, KOTOPbLIE OH BNOCNEACTBUU Pa3BUBaET B CBO-
e kuure “lllok HOBOro: cronerve nNepemen U ero uc-
Kyccteo””. C Touku 3pewuna Xbio3a, Benukaa Meura
Asapuaroro Ctonetun o Mporpecce B 70-e roabl ucyep-
nana ce6A, W nuTaeman el0 3HEPruA aBaHrappa ywna s
nNecok. HaunnaeTcA HOBaA 3NoOXxa B MCKYCCTBE, yXKe He
OTMEeYeHHaA MNPAMONUHENHbIM [ABUXKEHWEM Bnepen,
anoxa, He oGoxecrenAwuan UcTuHy, He penaowan
KYMUpa 13 3aBTpallHero AHA W, clenosartenbHo, 6es
aBaWrappa.

Monsyyan aMNUpUA XyROMKECTBEHHON XU3HU nocnep-
Hero pecATUneTMA (xoTA Gbl B AHrnuM, kak Gonee no-
CTYNHaA aBTOpYy AaHHOW cTaTtbu) Kak 6yavo 6biI noa-
TBepKAaeT NOAOGHOro poaa RaneKko MAyuMe TeopeTu-
Yeckue ymo3saknioueHua. Mckyccrso 3a 3ToT nepuop
PacTeKaeTCA NO MHOrMM HaNpaBREHUAM U BEKTOp ero
ABUXEHWIA CMewWaeTCA B HeOoNpenesieHHOM Hanpasne-
Huu. JlyyesapHoe ‘‘3aBTpa’, NPUTArMBaBsWee, KaK mar-
HUTOM, NOKNOHHWKOB BCECNacUTENbHOro Nporpecca,
3aTArMBAETCA MbUIbI0O PYXHYBIUMX WAEONOrui, M Xy-
AOXHUK OrNAALIBAETCA Ha cBOe ‘‘Buyepa’’ u ‘‘no3aBue-
pa’”, NbLITAACL OCMBICAUTL NPONAGHHLIN NyTb. Tak no-
CNeaHIO eXeroaHyio BbICTABKY AHrAWACKOro COoBpe-
MEHHOro uckyccrsa 8 XeiBya-ranepyu mMoxHO 6b110 6b1
C NOAHLIM OCHOBaHMEM Ha3BaThb ‘'Ha3ap K abcTpakuvo-
HU3MY'’: OHa Nokasana (u TaKkoBO 6bINO CO3HaTenbHOE
HamepeHue ee yctpoutena [oHa XoinaHpa), uto B
70-x ropax B AHFAIMKM B CTOPOHE OT TOrO, YTO CYMTaNOCh
Torpa asaHrapnom, paborana uenaa nneana 6necTAWMX
XYROXHUKOB-a6CTPaKUMOHUCTOB, Pa3BUBAIOWUX OCHO-
8bl 3TOro psvxeHuA. Ho ewe Gonee 3ameTteH NOBOpPOT
WCKYCCTBa K cBOeMY He ‘Byepa’’, a k ‘‘nosasuepa’’, T.e.



prepare the foundations of this movement. Even more
noticeable is the turn art is making not so much to-
wards its "Yesterday’’ as to its ’‘Day before Yesterday”,
that is to a representative or figurative style. If the pro-
portion of non-representational to representational art
was approximately four to one among the 1 500 exhi-
bits at the annual "Summer Exhibition”” of the London
Royal Academy ten years ago, today the situation is
reversed. This may be natural at the average, or even the
academic, level of artistic life — though it is less natural
that in the sixties even members of the Academy’s jury
should have given in to the pressure of the avant-garde
— but to same situation is occurring even at far more
elitist levels. At London exhibitions of contemporary
art today one sees fewer smooth slabs of marble and un-
worked stone blocks, fewer people hung on wires, fewer
flashing video-projections on the walls; their place is
increasingly being taken by ordinary paintings that hang
on walls and sculptures that stand on pedestals. Mean-
while, the names of the former idols of Pop-Art and Mi-
nimalism are being crowded out of the pages of the
press and of catalogues by those of the representatives
of the New Figurativism. David Hockney, Frank Auer-
bach, Leon Kossov, Timothy Colefield and others are
now among the most popular of English artists.

These new impulses change even the criteria of evalua-
tion. Two recent individual exhibitions at the Tate Gal-
lery showed the clear superiority of the painter Jasper
Johns over the innovator Robert Rauschenberg — this at
least is how the two exhibitions were judged by the En-
glish critics. And David Hockney could with full justifi-
cation raise the following question on the pages of the
“Observer’”: “Why is it that they have this idea of mo-
dern art as something basically puritanical, abstract,
conceptual? We know now who were the true avant-gar-
de in the early twentieth century because they have
influenced the rest of the century. We do not know who
the true avant-garde are in 1979. That will be clear in the
year 2000.” (The Observer 4.4.1979) RobertsHughes
might answer that by the very nature of things we will
not be able to understand that even in the year 2000.

There are evidently many reasons for the impoversish-
ment of this living spring of the avant-garde that has wa-
tered the soil of Western art of the last century: to

K u3o6pasuTtensHomy unu urypatusHomy crunw. Ec-
nW NECATL NET Ha3aA Ha exeroaHo# ‘‘JleTHei BobicTas-
Ke’”’ NOHAOHCKOH Koponesckoi aKanemuu Xyaoxecrs
npumepHo 13 1,5 TbICAYM ee IKCNOHaTOB npouexTos 80
NPUXOAUSIOCE HA AOMI0 HEN306pasuTeNbHLIX TeveHWH
u Tonbko 20% Ha ponwo huryparusnsma, To Tenepb 3Ta
NPONOPUVA W3MeHNnach Ha NpPoOTMBONOAOXKHYw. Ha
cpeaHeM, WAV aKafaeMU4ecKOM, YPOBHE XYAO0KECTBEH-
HOM XU3HW 3TO, BNPOMEM, E6CTECTBEHHO (XOTA MeHee
ecTecTBeHHO TO, 4TOo B 60-x ropax Hanopy asaHrappa
noananuch Aaxke AGATENW U3 aKAAEMUYECKOro XIopH),
HO TO K@ Camoe NPOUCXOAUT U Ha YPOBHAX Kyaa Gonee
anuTapHbix. Ceiiyac Ha NOHAOHCKUX COBPEMEHHbIX Bbi-
CTaBKax BCE pexe MOXHO YBUAEGTb FAaAKUe NAUTLI
mpamopa u Heo6paGoTaHHbie KameHHble rabiGbl, Ao-
A6, NOABEWeHHbIX Ha NPOBOJIOKAaxX, U MenbKawue
no CTeHam Nyuyn BUAEGONPOEKTOPOB; WX MecTo Bce 6o-
nee NPOYHO HAYMHAIOT 3a8HMMAaTb O6bIKHOBEHHbIe Kap-
TUHDI, BUCALME HA CTEHAX, U CTOALME Ha nbepecTanax
CKYALNTYPbI, 8 UMEHa GbIBLIMX KYMUPOB NON-apTa u
MUHAMaANU3mMa BLITECHAIOTCA CO CTPaHUW npeccbl u
KaTanoros BLICTABOK UMEHaM¥U NPEACTaBUTeNeid HOBO-
ro c¢wurypatususma: [lasup Xoxuu, Opank Ayapbax,
Neon Koccos, Tumotru Koynduna u ap. BXOAAT 8 nep-
BbHf MO NONYAAPHOCTA PAA GHFANMHCKUX XYAOKHWKOB.
HoBble uMNynbCbl MEHAIOT U KpuTepuu oueHok. Tax
ABe nepcoHanbHble BbicTaBku B TeiAT-ranepy nokasanu
ABHOe NpeumywecTso xusonucua Acnepa [xonca ne-
pea nso6perarenem PoGeprom PaywenGeprom (Tak no
KpaiiHe# mepe 3TW BbICTaBKW Gbiin OueHeHbl aHrani-
ckon kputukoi) . U flasua XoKHU Ha cTpaHuuax rase-
o1 “O6cepBep’” MOr C NONAHLIM OCHOBAHWEM NMOAHATL
sonpoc: “MoyeMy CYMTaeTCA, YTO UAEGA COBPEMEHHOro
UCKyccTBa Hen36exHO AoNKHa 6a3MPOBATLCA HA YeM-TO
abcTpakTHOM, CyXOM, KoHuentyansHom? Ce#ivac, 3aa-
HUM YUCNIOM, MbI YXXe 3HaeM, KTO Gbiiu UCTUHHbIE
asaHrapaucTbl 20-x ropos, NOTOMY YTO UMEHHO 3TU XY-
ROXHUKN OKasanu BAWAHME HA BCe NOCNeAYIoulee Uc-
KycctBo XX Bexa. Ho Mbl He 3Haem, YTO eCTb UCTUH-
HbWi aBaHrapp Hawux axei. Mol NoMem 3TO TONLKO K
asyxteicauHomy roay’” (“The Observer”’, 4.4.1979).
Po6ept Xbi03 mor 6bl Ha 3TO OTBETUTL, 4TO U B 2000-m
roay NOHATL 3TOr0 Mbl He MOXKEM per se.

Cyuwiectayer, 04eBUAHO, MHOTO NPUYUH TAKOrO OCKY-
AEHWA XMBOrO WCTOYHMKA aBaHrapAa, OpOLAaBLIero
noYBy 3aNafgHOro UCKYCCTBa NOCNEAHEro CTONETUA, W

search for them in the areas of spirituality, economics or
art-politics would be to step into the quick sand of
theoretical speculation. It is simpler to explain this phe-
nomenon on the basis of the very nature of the avant-
garde. This title, itself taken from military terminology,
means “‘the most advanced detachment” in the struggle
for something and against something. From the moment
of its origin the avant-garde was the opponent of aca-
demic art, museum art, commercial art, the opponent of
every kind of tradition and parasitic cultural establish-
ment. How was it democratic society was able to fight
this opposition? Paradoxically, it fought it by support-
ing it. This support began as early as 1929 — the mom-
ment of the founding of the New York Museum of Con-
temporary Art, whose first director, Alfred Barr, deve-
loped a broad program of encouragement through
purchase of absolutely every tendency in contempo-
rary art — quite independently of any ideological in-
tention, taking into account only the quality of the
works themselves. Similar museums and organizations
were later set up in other countries as well. As a result
of this the Western avant-garde found itself being sup-
ported by the very social institutions that its own esthe-
tic nature obliged it to attack. It became part of the es-
tablishment itself, achieving tremendous commercial
success, and becoming transformed — in the words of
English critics — into the official unofficial art of con-
temporary society. But, deprived of the pathos of strug-
gle, it was deprived equally of the source that had fed its
energy.

However, the failure of the fundamental ideal of the
avant-garde does not in the least mean the debacle of
contemporary modernism — a debacle that has long
since been proclaimed by anti-modernists of all parties,
from the Third Reich to the Soviet Union. The new fi-
gurativism, that is now winning an increasingly strong
position in the English artistic world, is in no way mere-
ly a step back into the past, but rather a widening of the
frontiers of the pr . Its rep! tatives have absorb-
ed many of the discoveries of the preceeding movements
— pop-art, concept-art, hyper-realism, etc., — translating
the innovations of the avant-garde into the langage of
high art. For — and this has been partially said by Ro-
bert Hughes — the new generation of artists will no lon-

UCKaTb X B O6nacT ayxa, IKOHOMUKU UAU XYAOKE-
CTBEHHOW NOAIMTUKU 3HaWMNO Gbl BCTYNMTL B 3biIGKKHe
necku TeopeTuyeckux ymospexuwit. Mpoue o6bACHUTL
3TU ABMIGHMA, UCXOAA U3 CaMOW NpUPOAbI aBaHrappa.
Camo ero HaumeHOBaHue, B3ATOE B CBOE BPEMA U3 BO-
@HHOW TEepMUHONOTMK, O3HaYaeT ‘‘NepenoBoi OTPAR"
8 Gopu6e 3a 4TO-TO U NPOTUB Yero-To. C MOMeHTa cBo-
ero BO3IHMKHOBEHWA aBaHrapA BbLICTYNan NPOTUB wUC-
KYCCTBa aKaneMu4ecKOro, My3eMHOro, KOMMEpP4ecKo-
ro, NPOTUB BCAKOrO POAA TPAAULUUM U NaPa3uTH pyIowLe-
rO Ha Heit uctabnuwmenta B o6nacTM KynsTypsl. Ka-
KUM cnoco6om pemokpaTudeckoe OGWEcTBO MOrno
6GOpOTLCA € TaKoro poaa onno3vuuuein? ToNbKO OAHUM:
noanepxvBeaTe 6e. U TaKan NOAREPKKA HAYaNacs, yxe B
1929 roay — ¢ momeHTa ocHoBaHua My3sen coBpemen-
Horo uckyccraa 8 Holo Mopke, veii nepsbii aupextop
— Ansdpen Bap — paspa6otan wupokylo nporpammy
NOOWPEHNA NyTeM 3aKYNOK BCEX 663 UCKAIOYOHUA Ha-
NpaBneHnii COBPEMEHHOr0 WUCKYCCTBA HE3aBUCUMO OT
WX MABONOIUYECKUX UHTEHUMA W UCXOAA TOMABLKO U3
Kxauectsa Bewei. Bnocneacteuu nopoGuoie my3sen u
opraHusaumu Goiu CO3AaHLI U B ApYrux crpaxax. B
pe3ynbTare 3anafHbii aBaHrapA OKa3ancA Ha coaepa-
HAW Tex CamMbiX OGWECTBEHHBIX WHCTUTYTOB, NPOTMB
CYWeCTBOBaHMA KOTOPLIX OH AoMKeH Gbin Gbl BbICTY-
naTs NO caMoi CBOe 3cTeTuueckon npupope. OH cam
sowen B UCTe6aMWIMEHT, ROGUACA rPaHAUO3HOrO KOM-
MEpYecKOro ycnexa u NpespaTuacA, KaK Ha3biBalOT ero
aHrauickue KpuTUKY, B ohuumansHoe HeouumansHoe
WCKYCCTBO coBpemeHHOro obuiectea. Ho, amwmswmncs
nacoca 60pb6bi, OH NUWINMACA BMECTe C 3TUM U UCTOY-
HUKa, NUTAIOUEro ero IHepruio.

Tem He meHee Kpax OCHOBHOW WAien aBaHrappa BOBCe
He O3HavaeT pacnapa U KOHUA COBPEMEHHOro MoAaep-
HA3MA, KaK Y)XXé RAaBHO NPOBO3rNaWANT aHTUMOAEP-
HUCTbI BCex macTe — oT Tpertbero Peitxa no Coserciko-
ro Cow3sa. Hosbit durypatususm, 3asoesbiBaowuii
ceituac Bce Gonee NpPoYHOe MECTO B XyAOHKECTBEHHON
WU3IHU AHrAWKM, — 3ITO He PeTPOTrpapHbiit BO3BPaAT K
nNpownomMy, a cKkopee pacwiMpeHve rpaHuy HacToAue-
ro. Ero npeacrasutenu BNnuTLIBaIOT MHOIME OTKPLITUA
NPeAWeCcTBYIOWMX TOYeHUIA — NON-apTa, KOHUENTa, M-
neppeanu3ma v T.A., NEPeBOAA aBAHrapAUCTCKNEe HOBa-
uun Ha A3bIK BLICOKOro uckyccraa. 60, Kak nuwer 8
YactHocTu P. Xblo3, HOBOe NOKOMNEGHWE XYAOKHMKOB
yxe He npuemner Ty hopMysly, KOTOPYIO CTO NeT Ha-
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3an BbLIABUHYN nepabiit asaHrappauct — lycras Kyp6e
— ¥ KOTOpPaA CTana BHYTPEHHUM CTUMYNOM ANA BCex
ero nocneposareneit: ‘'ToNbKO MOe UCKYCCTBO UCTUH-
HO. Al nepBbIt U EAMHCTBEHHBLIW XYAOXHUK 3TOrO CTO-
netva. Bce ocTansHbie — yyeHuku u uauotor”’. U caoi
NeCCUMMUCTUYECKUIA BHANN3 NONIOXEHUA UCKYCCTBA 33
nocneaxee pecAatTunetve P. Xblo3 3akaHuuBaer snonHe
ONTUMUCTUYECKUM BLIBOAOM: 'CNyuMnocs TaK, 4To xy-
ROMHUKKU NepecTanu ceiiuac kapabxaTbCA Ha Ty Beplum-
HY, C KOTOPOi OHW Mornu Gbi NpeacTasuTL ce6a ny6-
nUKe NO KpaitHeit Mepe KaK NocneaHee BonnouieHue
coBpemeHHOW ucTopuu... Kak ckasan oavH nepcoHax
u3 “Anucbl B cTpaHe uypec’’: ““Bce noGeaunu v Kax-
AW poMmkeH noayuuto npu3’’... BepoATHo, nyuwee,
4TO Npou3oWNo B uckyccree 70-x ropos., 3To 6biN0 OT-
KpbiTUE TOTO, YTO OAUH CTUAL MAK CNOCO6 BOCTIPUATUA
He MOXET BbITECHUTL APYrOi; U U36exas xenesHbix
OGbLATUA UCTOPUUYECKOrO AETePMUHNU3M3, UCKYCCTBO
MOXET Tenepb CTaTh TeM, 4eM OHO XOYeT 6bITb™.

loynna "“He300"’:
lNepghopmarc, 1977

The Nest:
Performance, 1977

ger accept the formula put forward a hundred years ago
by the first avant-gardist, Gustave Courbet, a formula
that has become the inner stimulus of all his followers:
“Only my art is true. 1 am the first and only artist of
this century. The others are all students and idiots.”
And Robert Hughes concludes his pessimistic analysis
of the state of art in the last decade with the wholly
optimistic conclusion:

’What has happened is that artists are no longer trying
to climb up to a height from which they car present
themselves to the public as — at the wery least — the
most hearty embodiment of contemporary history... As
someone said in “’Alice in Wonderland’’: ‘Everybody has
won, and all must have prizes’.

Probably, the best thing that has happened in the art
of the ies is the discovery that one particular style
or way of perception cannont exclude others; and so,
avoiding the iron embrace of historical determinism, art
is now free to become that which it wishes to be.
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1,2. [pynna “Konnexruensie
odeicreua”: UWape, 1977
1,2. Collective Action Group:
Balloons, 1977

3.4. pynna “fJeumerue’’:
Cmewerue epemenu, 1971

4. Group “Movement’’:
ifting of time, 1971

PERFORMANCES IN MOSCOW
MOCKOBCKUE NEPPOPMAHCDI

cMm. cTp. 1

MHOrOXxaHpoBble 3penuwa (c ucnonbaosaxuem scex A0-
CTYNHbIX NnacTuveckux ¢opm) u 1.n. OaHaKo, Kak B8
Poccuu, Tak u Ha 3anage, nephopmaHc — KaK camoCTo-
ATENbHLIN XYAOKECTBEHHbIN METOA — BO3HUK TONLKO B
Hayane XX-ro Beka, u NepBbIMU €ro waramMu — oKasa-
nuce akuuu dyTypuctos. B 1912-13 roaax xyaomHuku
n no3Tel, Takue kak flasua Bypniok, Bnagumup Man-
KOBCKuiA, Benumup XnebHukos u Anekceii KpyueHsix,
OAeTble B HECYCBETHble KOCTIOMbI, C PAaCKpaweHHbIMMN
nuuamu, 6poaunu no ynuuam Mockse! n Cankr-lMerep-
6ypra. B nouckax uBoro KOHTaKTa ¢ ny6nuKkoi ¢y-
TYPUCTbl COBEpPWUNN TypHe NO CEMHaAUaTH ropoaam
Poccun. Bosspatuswuce, — oHu caenanu punem ' fipa-
ma B kabape N° 13", coaep)xaHmem KOTOPOro cranu co-
6b1TUA X exxeaHeBHOW xu3Hn. [pyrum, He MeHee xa-
PaKTePHbIM COGLITUEM (DYTYPUCTUHECKOW XPOHUKU —
6611 NOxopoHbl CuHAKoBOW B 1918 roay, Koraa ce-
cTpbl OkcaHa n Mapua packpacunu Teno csoeil matepu
1 NPOHECnU ero B CTOPOHy Knaabuwa yepes Bech Xapsb-
KOB.

Naen NPOHUKHOBEHWUA NCKYCCTBA B KN3HL UNU XKU3HU
B UCKYCCTBO Gbina BNOCNeACTBUM pa3BvTa B NOCTaHOB-
Kax Meitepxonbaa, B Teatpe “CuHAR 6ny3a’, a Takxe B
Teatpe Hukonan EspeunoBa. Bce Tpu Teatpa co3pasa-
N1 NPeACTaBNeHUA, B KOTOPbIX AUCTAHUMA MEXAY Ny6-
NMKOW U UCNONHNTENAMMK Cxoanna Ha HeT. MocTaHoBKH
HEPeAKO OCyWecTBNANUCL Ha ynuuax. TeaTtpanbHble
KOCTIOMbI YTpayusanu TPaAUUUOHHLIA CMbICH, CTaHO-
BACb NPOTOTMNaMK e)xeaHeBHON oaexabl. Korpa xe (8
30-x ropax) pycckuit asaHrapa npu6nM3vnNcA K csoe
My 3aKaTy, — oTAenbHble aTpubyTbl NepdopmaHcos
BCce ewe pasanu ce6A 3HaTb B TAKWUX TUNUYHO COBET-
CKUX AedcTBax puTyanbHOro NNaHa, Kak NoNUTHYecKue
MUTUHIM 1 NPa3AHUYHbIE AEMOHCTPauuK, NepeHachl-
UWeHHbIe NO3yHramu, NOpTpeTtaMu BOXXAeH U Ornywm-
TeNbHON MY3blKOM.

MocnesoeHHble pycckue 3KCNEPUMEHTbI B nepdop-
MaHCe HaYuHaloT AaTUPOBATLCA TONLKO C KOHua 60-x
ropos, koraa Nles Hyc6epr u ero rpynna ‘' fewxenve’’
OCYLIECTBUAN HECKONbKO XEeNMUHUHIroB, Ha3BaHHbIX
"'KMHETUYECKUMIU Urpamun’’. B HUX — OCHOBHOM uenbio
asTopoB 6bIN0: @) €O3AaTb WUCKYCCTBEHHYIO Cpeay;
6) cTaTb 4acTbl0 3TO Cpeabl NOCPEACTBOM XYAOXKECT-
BEHHOro akta. Cpean NOAOGHbIX UrP MOXHO YNOMA-
HyTb “‘CmewieHvne spemen’’,-Kpeim, 1971 r.; “fecHble

see p.1

the work of the Futurists. In 1912 and 1913, artists and
poets such as David Burliuk, Vladimir Mayakovsky, Veli-
mir Khlebnikov, and Alexei Kruchenykh appeared in the
streets of Moscow and St. Petersburg in outrageous cos-
tumes, their faces painted. Seeking live contact with the
public, the Futurists would go on a tour of seventeen
cities and, on their return, would make Drama in Cabaret
No. 13, a movie about the events of their everyday lives.
Another futurist event of the period was the funeral
of Madame Syniakova in 1918, whose daughters (artists
Maria and Oksana painted the dead body and carried it
through the streets of Kharkov to the cemetery.

The idea of transforming art into life or life into art
was developed further in performances staged by Meier-
hold’s theater, the Blue Blouse group, and Nikolai
Evreinov’s Free Comedy theater. All three created per-
formances in which the gap between audience and per-
former gradually disappeared. These performances were
often given in the street, and costumes lost their tradi-
tional significance to become prototypes of street clo-
thes. When the development of the Russian avant-garde
came to a halt in the 1930s, some features of perfor-
mance remained recognizable in such typically Soviet
‘rituals’ as those orgies of slogans, heads of great leaders,
and ear-splitting music that were political gatherings
and holiday processions.

Performance won full acceptance and attained indepen-
dence as an art form only in the second half of the
twentieth century. Post-war Russian experiments in this
genre date to the late 1960s, when Lev Nussberg and the
Movement group staged several of what he called ‘kine-
tic games,” whose basic goal was for the artists to achieve
an artificial environment and become a part of it through
performing. These ‘games’ included Aliens of the Forest
(1971, in Moscow), Shifting of Time (1971, Crimea),
and Autumn’s Mirror Game (1972, in Moscow and
Suzdal). All three, with their dynamism and sensuality,
with their strikingly inventive costumes and props,
harked back to the Futurist performances.

The mid seventies saw a vigorous growth in perform-
ance, which, together with other avant-garde trends,
brought new meaning to Russia’s cultural life. As a ma-
jor force behind collaboration among artists and a sti-
mulus of relationships between artists and spectators,
performance became vitally important to the isolated



npuwensusl’’, Mocksa, 1971 roa, w ""OceHHuit 3ep-
KanbHbIW COH’’, pa3birpaHHbLIW B YepTaHOBO W, 4acTwu-
Ho, 8 Cy3nane 8 1972 r. Bce Tpu xeNnNUHWHIra BOCXOAAT
K (YTYpUCTUMECKUM AEHCTBAM C UX ANHAMUWUKOW, 3K-
CRPECCUBHOCTBIO U M306PETATENbHOCTLIO MO 4acTu KOC-
TIOMOB ¥ NPOYEro PeKBU3uTa.

CepeauHa 70-x ropos 0603Ha4MNacL aKkTuBU3auven 8
»aHpe nepgopmaHca, U HapAAY C APYrUMW aBaHrapA-
HbIMU TEHAEHUMAMW 3TO BHECNO HOBbLIW OTTEHOK B
PYCCKYI0 KYNbTYpHYI0 Xu3Hb. Byayuu csoero poaa
MMNYNbCOM, NOGYXAAIOWUM XYAOKHUKOB K COTPYA-
HUYECTBY, @ TaK)XXe — CTUMYNATOPOM KOHTaKTa Mexay
XYAOXKHUKOM WU 3puTenem, nepcOpPMaHC CTan KpaiHe
BaXXHbIM (haKTOPOM B MacwTabe counancHoOW ¥ xyao-
»KECTBEHHOI Nnpob6nemaTuku cepeanHsl 70-x roaos.

FPYNNA KONNEKTUBHLIE AENCTBUA

Ova rpynna, COCTOALLAR W3 4eTbipex YYacCTHUKOB,
sKkniovaeT B ce6A Hukuty Anekceesa, Meoprua Kuse-
sansTepa, AHapeA MoHacTeipckoro u Hukonaa Manut-
kosBa. C MomeHTa ocHosaHuA (1975 roa) no ceroa-
HAWHWA AEHb — aKuuW rpynnbl BOBNEKanu u Npoaon-
»aloT BOBMIEKATb CaMbiX Pa3HOO6Pa3HbIX MOCKOBCKUX
No3TOB, XYAOXKHUKOB U NPOCTO Apy3el — B CBOW 330-
Tepudeckue nepOpMaHCLl — He TONbKO B KavecTse
3puTeneit, HO U B KauecTBe yvacTHUKoB. MaHucect

rpynnsl onpeaenAeT o6wue NPUHUMNLI €e AEATENbHO-
ctu: ""Hawa AeATenbHOCTb eCTb AyXOBHaA NpaKTUKa, a
He UCKYCCTBO B CMbICNne 3CcTpaAbl unu canoHa. Kaxaoe
Hawe AeicTBue eCTb puUTyan, uenb KOTOpPOro ¢ NOMO-
LWbIO ero apxeTUNUYHOW, rpy6oi, NPUMUTUBHOW CUMBO-
NWUKW cO3AaThb Cpeay eAUHOrnacuA yvyacTHuKos. Ecnu o
HalWWX Belax U MOXXHO FOBOPUTL, Kak 06 uckyccTee —
TO NMWb Kak 06 UCKyccTBe CO3aaHNA (hOHa UNu Kamep-
TOHa ANA HanNpPaBNeHWA CO3HAHWA 33 Npeaenbl WHTen-
nexTa. Bce Hawwu seww AenaldTCA Ha NPUPOAE U MOTYT
6bITb aAEKBATHO NEPEXWUTbI ICTETUHECKYU TONBKO B CRy-
4ae HeNOCPEeACTBEHHOIO B HUX y4acTUA''.

B nio6om u3 nepcopmaHcoB rpynnbl, KaK nNpasuno,
HaNWYeCTBYIOT TPU KaTeropuu y4acTHUKOB: aBTOp, CO-
aBTop W ucnonuutenu. MHoraa NOCNEAHAR KaTeropua
BKnovaeT B cebA u aBe nepBbix. LleHTpanbHaA waeR
KXAOK aKuUWM NPUHAANEXUT aBTOPY, U COaBTOPbLI AON-
»KHb! 6bITb COrnNacHbl C ero KOHUENTOM B O6WKNX YepTax.

"TpeTwuit BapuaHT'’, OCYLLECTBNEHHbLIW Heaaneko OoT
Mockss! 8 Mae 1978 roaa, AaeT NnpeacTaBneHne O HeKo-
TOpbIX CTPYKTYPHbIX 3neMeHTax, urpalowux dyHaa-
MEHTanNbHYI0 PONb B UENOM pAAe nNepcdopmancos. [sa-
AUaTb 3puTeneit cobpanucb Ha none, OKPY>KEHHOM ne-
com. C npasoi CTOPOHLI, U3 Neca, NOKa3ancA y4acTHUK,
oaetbit B puonerosoe. Mpoias yepes none OH NOXUT-
CA B 3apaHee NPUroTOBNEeHHy0 AMy. MO ucTeyeHun
TPeX MUHYT TaK Ha3blBaeMoro '‘nycToro aAeicTswa’’ —
BTOPOW YYaCTHUK, OAETbIN B TOT )K€ KOCTIOM, NOAHUMA-
€TCA U3 APYroro yrny6neHus, BbIKONaHHOrO Ha paccTo-
AHWW TPUAUATU MeTpoB OT nepsoro. Ha mecte ronoss!
y Hero — opaHxesbiit wap. MpoTbikan wap NanKkow, oH
B3AbIMaeT Haa coboit o6nako 6enow NbINK, — nocne ye-
ro, '‘o6e3srnasneHHbLIn’’, — BO3BpaWlaeTCA Ha3aa, B8
csolo AMY. OAHOBPEMEHHO C UCYe3HOBEeHUEM BTOPOro

life of the Russian artist and public in the decade of the
seventies.

THE COLLECTIVE ACTION GROUP

This four-member group includes Nikita Alexeev,
Georgii Kizevalter, Andrei Monastyrsky, and Nikolai
Panitkov. Since the group’'s foundation in 1975, its
members have involved Moscow poets, artists, and their
friends in their esoteric performances both as spectators
and participants. The group’s Manifesto defines the ge-
neral concept of all its activities: ’Our activities are spi-
ritual practice, but not art in any commercial sense.
Each of our actions is a ritual with a purpose, namely to
create an atmosphere of unanimity among the partici-
pants. Unanimity is achieved with the aid of the arche-
typal primitive symbols of ritual. If it is indeed possi-
ble to consider our work as art, then only as a "tuning
fork’ for directing the consciousness outside the boun-
daries of intellect. All our performances take place in
nature and can only be adequately appreciated estheti-
cally by direct participation. In each of the group’s
performances there are three categories of participants.
author, co-author, and performers; the third category
subsumes the first two. The concept of each happening
belongs to the author, and the co-authors must entirely
accept that concept.

The Third Variant, staged near Moscow on May 1978,
illustrates well some of the structural elements the
group introduced in its performances. Twenty viewers
were seated in a field close to a forest. From the right-
hand side of the forest appeared a participant dressed in
a violet costume. He walked through the field and lay
down in a ditch. After three minutes of so-called ‘'empty
action’, a second participant, in a similar costume, stood
up from a second ditch, which had been dug thirty me-
ters from the first. He had an orange balloon where his
head should have been. He pierced it with a stick, and
the explosion released a cloud of white dust. "Headless,”
he then went back into the ditch. Simultaneously with
the last movement of the second participant, the first,
already back in street clothes got up from his ditch and
went into the woods. The "empty action’ of the ""head-
less’ participant (lying in the ditch) lasted until the au-
dience left the field, which they all did after a half an

hour.

In The Third Variant the group'’s attraction to existen-
tialism is apparent albeit not without some Oriental ac-
cents adopted by avant-garde art thanks to John Cage.
The performance symbolizes a sort of transcendental
‘journey’ or marginal situation. It is based on such struc-
tural elements as ‘'empty action,’ i.e. the time extending
beyond the demonstration itself, and 'splitting,” which
is achieved by two participants playing the same role.

To Kizevalter, 1980 is among the recent performances
by the same group. The idea originated when Kizevalter
left Moscow for a long trip to Yakutia (in Siberia) and
thus the performance became a sort of link between the
group’s members. In the winter of 1980 Kizevalter re-
ceived, in Yakutia, a package with a readymade banner
and a letter (this part of the performance relates it to
mail art). The letter said to take the banner to a field
surrounded by a forest, and that it was to be a desolate
place. There was a slogan on the surface of the banner,
covered with a black cloth. The instructions told Kize-
valter to hang the banner up between two trees and
keep it covered at all cost. Then he was to take hold of
the strings attached at either end and go into the field as
far as the strings would allow. After proceeding about
seventy meters from the banner, he was to face it and
pull the strings to reveal the slogan. Obviously, from
that distance he could not make out the writing. So, ac-
cording to the instructions, the only thing left to do was
to take a picture of the panorama and... to go his way
without, under any circumstances, going up to the slo-
gan to read it. The bitter psychological struggle with
oneself which appeares to be inescapable in such a situa-
tion was recaptured by Monastyrsky: “What's the mean-
ing of all this? |I’'ve worked damn hard putting up this
damn slogan and now they’re asking me not to read it.
Here | am, in Yakutia. I've been here for three years,
like in jail, and now along comes a chance to have some
fun, to get hold of some news. But they’re asking me
not to read it. What the hell’s going on?’’ On the other
hand Kizevalter could decide that even if he read the
text, no one would find out about it. Monastyrsky con-
tinues: "It is better not to read the slogan because wha-
tever might be written on it will be garbage compared to
the value of the decision not to read it and to overcome
idle curiosity’”. Monastyrsky’'s point appears justified
when we read the actual text: “’In winter, on the edge of
a field, where he could not make out a thing, Kizevalter
hung up a white, 10 x 1 meter sheet with a caption in
red letters.” Although according to Monastyrsky the
concept of the performance might thus have remained

1,2. pynna “Konnextuensie
deucreun’”: K Kuseeansrepy, 1980

2. Collective Action Group:

1
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Y4aCTHUKa — nepBblil, yXke ycnesluuil NepeoaeTscA B
06LIYHYIO OAeXAY, BCTAET BO BECb POCT M HanpasBnAeT-
cA K necy. “Mycroe aelictBue’’ ocraswerocA Ha none
napTHepa (nexxaHue 8 AME) ANWUTCA A0 TON NOPLI, NOKa
ny6nuika He NOKNMAaET MeCTa AeNCTBUA, YTO, COGCTBEH-
HO, U NPOUCXOAUT B Npeaenax Nonyvaca.

B "TpeTbem BapuaHTe'’ TArOTEHWE K IK3UCTEHLUANUS-
My — Hanuuo (XOTA U He 6e3 OTAeNbHbLIX OPUEHTanb-
HbIX 8KUEHTOB, 8AaNTUPOBAHHLIX 8BaHraPAHLIM UCKYC-
cTBom 6naroaapA xoHy Keiraxy). B paHHoM cnyuae
— NepthOpMaHC CMMBONM3UPYET HEYTO BPOAE TPaHC-
UEHAEHTaNbLHOro "nytewecTsuA’ unAu npebuisaHuA B

norpaHuyHon” cutyauun. NMocnearee — 6asupyeTcA Ha
Takom ¢opmooGpasylowem 3neMeHTe, Kak '‘nycroe
Aencteue’”, To 6UWb — BPEMA, NPOAOMKAIOWEECA 33
npeaenaMn AeMOHCTPAaUMOHHOW cpeabl. [lpyrum cTpyk-
TYPHbIM 3NEMEHTOM ABNAETCA '‘pa3nsoeHuve’, B KOTO-

PpOe BOBNEYEHbI MCNONHUTENM, UrPalOWNE OAHY N Ty e
pons.

"K KusesanoTepy”, 1980, oauH U3 HeaaBHUX nep-
dopmaHcos rpynnsi. KoHuenTt Bo3HuMK B TOT nepuoa,
Korpa Kusesanstep HaxoAuNCA B ANUTENLHOM NyTele-
cteuu (B AKyTUM) U, TakuM 06pa3om, aKumA cTana
CBOEro poAa COEAMHUTENLHLIM 3BEHOM MEXAY y4acT-
HUKaMu rpynnel.

WUrak, 3umoit 1980 roma Kusesanstep nonyuaer B
AxyTun NOCLINKY, B KOTOPOW HaxOAUTCA NO3YHr, 3a-
KNIOYEHHLIW B YEPHBLIA MaTepyaTblil 4exon, NAKC conpo-
BOAUTENLHOE NUCbMO (3Ta YacTb aKUWM UMEeT OTHOLWe-
Hue Kk mail art). B nucbMe cka3aHo, 4TO Kusesanbtep
AOMKEH OTNPaBUTLCA C NO3YHIrOM Ha Kakoe-Hubyap nNo-
ne, OKPY>eHHOe NEeCOM, U YTO 3TO AOMKHO 6bITb AOCTa-
TOYHO OTAaneHHoe mecto. UHCTpPyKuuu rpacunu, 4to
NO3YHr HaaneXxano NOBECUTb MEXAY ABYMA AEpeBbA-
MU, OCTaBuB €ro 3ayexneHHoIM ¢ 06enx CTOpOH. 3aTtem,
CNeaoBano HavyaTb YAanNATLCA OT NO3yHra B none, Aep-
Xa B PyKax BepeBKU, COBANHEHHbIE C KOHUAMMW NOKPbI-
Bana, u ABUraACb A0 Tex NOP, HaCKONLKO NO3BONANna
AnvHa BepeBok. OToinaA meTpos Ha 70 U BCTaB NULOM
K NO3yHry, Haanexano (aepran 3a Bepesku) CTAHYTL C
Hero NokpsiBano. MOHATHO, YTO ¢ NOAOGHOro paccTo-
AHWA TEKCT HePasNU4yUM, NO3TOMY, COrNacHO UHCTPYK-
uumn, octasanocb TONbKO choTorpadupoBaTh O6WLYI0
NaHopaMmy W... YAaNUTLCA BOCBOACH, HU NPU KaKuX 06-
CTOATENLCTBAX HEe NPUGNNIKAACH K NO3YHry.

Ta tAxenaA ncuxonoruyeckan 6opb6a ¢ camum co-
60, KOTOpPaA, NO-BMAUMOMY, Hen3zbexxHa B NOAOGHLIX
cuTyaumuax, socnpousseaeHa MoHacTeipckum (kak 6bi
ot nuua Kusesanbtepa) B cneaylowux cnosax: ''Kak
e TaK, A MYYUNCA, Bewan 3TOT NPOKNATbLIN NO3YHT, a
Tenepb MEHA NPOCAT He YnTaTb, U A He MOTy yaoBsne-
TBOPUTL N6ONLITCTBO. A cuXy TYT, B AKYTUN, TPU ro-
A8, KaK B 3aKNOYEHUW, U BOT BbiNana BO3MOXKHOCTb
KaK-TO NOPa3BneYbCA, NONYYNTb MHGOPMaUNIO. A MEHA
NPOCAT He Y1TaTh, 3TO 4epT 3HaeT 4yTo n 1.n.". C apyroin
cTopoHbl, Kusesanotep Mor 6b1 oTaath cebe oTyer 8
TOM, 4TO Aaaxe ecnu 6bl OH U NPOYEN TEKCT, HUKTO Gbl
atoro He ysHan. Mpeasuaa 3ty Bo3moxHocTb, MoHa-
CTbIPCKU 3aMevaeT: 'ACHO, YTO ecnu NOAyMaTb BHU-
MaTenbHo, TO NyYLLEe He YNTaTb HUYero, NOTOMY YTO BCe
4TO Ha NOAOGHOM NO3yHre MOXeT 6biTb HAaNWUCAHO, —
6yneT epyHAON B CPaBHEHUU C UEHHOCTbIO PELUEHUA He
ynuTaTh BOBCe, NnpeoaoneTb B cebe npasaHoe, B o6wem-
70, nlo6onekiTcTBO"'. OgHaKo, uenecoo6pas3HOCTb BbIGO-
pa TaKoro poaa anbTepHaTUBbI CTAHOBUTCA Gonee ybe-
AUTENbHOW, KOrA3 — NO OKOHYaHUWU aKuuu — aBTOPbI
pasrnawanT, HakoHeW, TeKCT no3yHra: '‘3umon, Ha
Kpalo nonA, B nonoce HepasnuueHuna, KusesanbTepom
66110 BbiBeWweHO Genoe nonotHuwe (10 x 1 m) ¢ Haa-
nUCbIo KpacHbIMU Gy kBamu''.

XoTtA, cornacHo MoHacTbipcKOMY, KOHUenT nepdop-
MaHca Mor 6bl “‘TaK M OCTaTbCA CNPATaHHLIM BHYTPU
onucaTenbHOro TeKcTa'’, Mbl, TEM He MeHee, NOHUMaeMm,
4TO HesaBuCcUMO OT aeiicteuil Kuzesanbtepa B huHanb-
HOW CTaAuM aKuuu, — uenb aBTopoB 6biNa AOCTUrHYTa
yXe B TOT MOMEHT, KOraa No3yHr 661n noseweH.

Llens, 0 KOTOPO roBOPUNOCHL Bbile, HEPEAKO UAEH-
TUDUUUPYETCA C NOUCKOM anbTepHaTUBbl MEYaTHOMY
nUCTy B KayecTse ''TpaHCMUTTepa no3asuu’’. Cpeaun ane-
TEPHaTUBHbIX BapuUaHTOB, HaNAEHHbIX 3aNaAHbIMMU XYy-
AOKHUKaMK, — cTeHonuck Bexa BoTtbe, ucnonszosanue
3abpoweHHbIXx capaes (ANA TOi xe uenu), a TaKxe
""HeoHOBbIe TeKcTbl”' Mapka Menaena. [ipyroin noaxoa
— 3TO PacLUPATL FPaHNUbl KaTeropum ''XyaoKecTBeH-
HOro TeKcTa'’, NepeBoOAA 3NEMEHTbl ''HexXyaOXKecTBeH-
HOro TexkcTa'’ B paHr ''XyAaoxecTBeHHOro''. B kavecrse
NPUMEPOB MOXHO NpuBeCTU: 3a6OpHbIE BbipaXKeHWA,
TaTyMpoBKY, ‘‘TyaneTHoi?h oneknop’’ wunu nobele
WUHblE Pa3HOBUAHOCTY rpacuTu.

Mepea nuuoM Tex xe Npo6nem MoHacTeIpCKUiA Npu-
6eraeT K NOHATUIO ''INeMEHTapHON No33uu’’, uMeA B
BUAY cepvio pa3paboTaHHbIX UM NPOEKTOB U HEKOTO-
pble u3 nepcdopmancos. OH nuwert: ‘Mouemy, BoobGe,
He BBOAUTL B cdepy N033umn Bewm, co6bITUA, OTHOLWE-
HUA KM Npov. Beab ecTb GecyncneHHoe MHOXECTBO NO3-

concealed in the descriptive text, we understand that no
matter what Kizevalter might have done afterwards, the
basic goal of the action was achieved the moment the
banner was put up.

This basic goal relates to the group’s exploration of
possible alternatives to the printed page as the transmit-
ter of poetry. Among the alternatives found by Western
artists are Ben Wautier’s use of walls and Mark Mendel’s
employment of neon and abandoned barns to record
their poetry. Another approach is to extend the limits
of the ‘artistic text,’ by introducing elements of a ‘non-
artistic text.” Examples would be tatoos, writing on pu-
blic walls, in public toilets, or any of the many other
forms of graffiti.

Monastyrsky introduces the term ‘elementary poetry’
to cover the series of projects he worked out and some
of the performances. In an interview with the poet and
artist Victor Tupitsyn, he says: “Why not introduce ob-
jects, events, attitudes, and so on, into the realm of
poetry? After all, there are countless poetic forms that
need not be connected verbally. In reality, this simply
depends on us, i.e. if we persist in telling everyone that
photographs of a guy hanging up a slogan or the des-
criptive text of this event are poetry, well, sooner or la-
ter they will be poetry.” The most successful manifes-
tation of this concept was a performance with two slo-
gans, hung up in a forest and intended for any passer-
by. Slogan’77 was placed between two trees in a snow-
covered forest on January 26, 1977. The following was
written across it: *’| am not complaining about anything,
and | like everything here, although | have never been
here and know nothing about this place.” S/ogan’ 78,
displayed on April 9, 1978, proclaimed: “"Why did | lie
to myself that | had never been here and knew nothing
about this place. Actually here is just like everywhere.
Only one feels it more sharply and misunderstands it
more deeply.” Just as in The Third Variant, the time
interval (in this case, one year) should be interpreted as
‘empty action.’

All of the group’s performances clearly indicate that
the artists consider nature (forest, field) and the elemen-
tals (snow, rain) to be important structural elements of
their happenings. This is not only due to their ""attrac-
tion to mountains, rivers, and the like,” but also to the
fact that weather conditions can change the course of
performances and thus become the group’s ‘co-author’
(something similar to the role of chance in Dada). Ano-
ther reason for choosing to perform in desolate places
has to do with the group’s idea of ‘deurbanization’ of
spectators. Since the spectators come from Moscow by
train and then walk to the place of the performance, of-
ten experiencing physical difficulties (deep snow, rain),
they are supposed to lose their urban orientation and be
much better prepared for the action (all this is a part of
the performance). In 70,000 Steps Nikita Alexeev expe-
rienced such a ‘deurbanization’ himself when he covered
a distance of 10,000 steps on foot. He stoped every
thousand steps, wrote two texts, heaving one in the
snow, took pictures, and drank wine. In his own words
he was able "’to create the sensation of a journey in its
pure form.”

One more performance by this group must be men-
tioned as evidence of the parallelism of artistic ideas. On
December 28, 1980 Monastyrsky and Alexeev went to
Izmailovo (near Moscow) to give a performance entitled
Nine Defeats. During this performance the two artists
‘fought’ by pushing their palms together and trying to
knock each other over, Alexeev losing nine times to
Monastyrsky. Two months later in New York, Charlie
Morrow and Carlos Santos presented a heavyweight
sound fight, with Sven Hanson as the referee, in which
Santos lost to Morrow. The authors of these two perfor-
mances offered the idea of a fight as an art event, an
idea first introduced by the Dadaist Arthur Cravan when
he fought the professional boxer Jack Johnson in 1916.
But unlike Santos and Morrow, who used a public space
for their action, the Collective Action group once again
chose to stage its event in a wasteland, a sort of ‘no one’
‘noghingness,’ in this way remaining loyal to the idea of
the search for ‘alternative space.’

RIMMA AND VALERY GERLOVIN'S GAMES

Rimma and Valery Gerlovin have been working in
performance since 1977, while continuing to create
other conceptual projects as well. In contrast to the
Collective Action Group, the Gerlovin's performances
have no spectators, only participants. They write: A
spectator becomes a participant on the artistic event
filling it with his or her own substance.” The two ar-
tists call their performances ‘games,’ emphasizing that
anyone can become involved, and, although the artists
are the authors of these games, they do not impose any
strict instructions on the participants. On the contrary,
what is important to them is to achieve asituation where



loynna “KonnektusHsie deldcreua:
Mecro odelicrsua, 1978

Collective Action Group:

Time of action, 1978

Tuyeckux Hopm, Heo6A3aTeNbHO CBA3AHHBLIX C NEKCU-
Kkoil. Ha camom aene — Bce 3TO 3aBUCUT OT Hac, T.e. ec-
nmM Mbl 6yaemM HacTOMYMBO yBEPATHL BCEX, Y4TO hoTorpa-
¢un venoseka, Bewawowero NO3yHr U ONMUCaTeNbHbIN
TEKCT 3TOro co6bITUA — f033UA, TO B KOHEYHOM UTOre
3TO 1 cTaHeT noasuei’’. Hanbonee apekBaTHLIM BONNO-
wieHnemM 3TUX nAed MOXHO CYMTaTb aKUUIO C ABYMA NO-
3yHramu, pasBeliaHHbIMU MEX AEepeBLeB B OAHOM W
TOM >Ke necy — B pac4ete Ha no6oro npoxoxero. ""J1o-
3yHr 77" 6bin ocyuwecTteneH 26 AavsapA 1977 r. Ha no-
3yHre UMencA TeKCT cneaylouiero coaepxanuna: "A Hu
Ha YTO HE >KanylCb U MHE BCE HPABUTCA, HECMOTPA Ha
TO, 4TO A 3AeCb HUKOTAA He 6bIN U He 3Halo Huvero 06
3Tux mectax’’. “flo3yHr 78", patupyemuit 9 anpena
1978 r., rnacun: "CTpaHHO, 3a4em A nran camomy cebe,
4TO A 34€Cb HUKOrAa He 661N U He 3HA0 HMYEro 06 aTux
MEeCTax — BeAb Ha CaMOM Aene 34eCk TaK Xe, Kak Besae
— TONbKO elie OCTpee 3TO 4yBCTByeLb U rAy6xxe He no-
Humaews''. Kak u 8 ""TpeTtbem BapuaHTe'’, B aKuuun C
ABYMA NO3yHramMu BpeMeHHOW uHTepsan (anuHowo B
ron)l cneayeT MHTEpPNpeTMPOBaTb Kak ‘‘nyctoe Aeuct-
Bue”’,

MHorve 13 npoekToB nepcopmaHcos rpynnbl HaBoO-
AAT HAa MbICNb O TOM, YTO aBTOPbLI PacCCMaTPMUBalOT Npu-
poay (nec, none), a Takxe ctuxun (cHer, aoxas) B
KayecTBe BaXKHOM CTPYKTYPHON KOMMOHEHTbI aKuuu.
370 NPOMCXOAUT HE TONBLKO M3-3a TOrO, YTO Y4acTHU-
KOB rpynnbl ‘'NpvBneKaloT ropbl, neca n peku’’ Kaxk
TaKoBble, HO, CKOpee, NOTOMY 4TO NOroAHbIe U reorpa-
¢huyecKkue ycnosmA B COCTOAHUU MEHATL Kypc nepdop-
MaHCca, CTaHOBACL Kak 6bl “‘coasTopamu’’ rpynnel (no-
Ao6HYI0 ke ponb urpan “‘cnyyan’ 8 [aaa). Mpuunna
BbI6OPa OTAANEHHbIX PAiOHOB ANA NPOBEAEHWA aKUWiA
nMmeeT OTHOWeHue K npo6neme “aesypbanHusaunu 3pu-
Tenen'’, Ha 4eM rpynna aenaet onpeneneHHbln aKUeHT.
Tak Kak 3puUTeNAM NPUXOAUTCA AO6GMPATLCA K MECTY
aKkuuu Ha noesae, a Tak)xe AOBOMBHO AONTO UATK NeLl-
KOM, OHM HEpeaKo WCMLITHIBAIOT TPYAHOCTU ¢hu3nyec-
Koro nopAaka (rny6oKui cHer, AOXAb) , B pe3ynbTate
4yero, Kak u npeanonaraetcA, ux ''yp6aHuctuueckuin
pednekc’’ NpPUTYNNAETCA, 4TO, B CBOIO O4Yepeab, CO3Aa-
et 6onee 6nNaroNPUATHYI0 NOYBY ANA BOCNPUATUA aK-
uvn. Kopoue rosopsa, nyTewecTsue — CyTb HenpemeH-
HaA yacTb nwboro nepdopmanca. B akuun noa Hassea-
Huem “10 000 waros’ Hukuta Anekcees noasepr ca-
Moro ce6a Noao6HOro poaa aesypbaHusauun. MyTewe-
CTBYA MEWKOM, OH NOKpbIN auctaHumio 8 10 000 wa-
ros. OctaHasnusaAcb uepe3 Kaxablie 1000 waros,
Anekcees hoTorpacmposan npoucxoanaliee, NUN BUHO
W, KpOME TOro, NUcan No ABa TEKCTa, OANH U3 KOTOPbLIX
octasnAncA Ha cHery. Mo cnosam Anekceesa, OH 6bin
B COCTOAHWW BOCCO3AaTb 'ONbIT NyTH B €ro YACTOM Buae'”

Ewe oauH nepdopMaHc Mor 6b1 6b1Tb YNOMAHYT, KakK
3a6aBHbI NPUMEP NapannenuaMa XyAOXEeCTBEHHbIX
naen. B pexabpe 28 uucna MoHacTbipckuit u Anekce-
es oTnpasunuce B M3maiinoso, Aabbl ocywecTBuTb aK-
umio noa HassaHuem ''[eBATb NopaxeHunit’’. B TeyeHue
3TON aKkuunm ob6a XyApoXkHMKa ‘‘cpaxanuch’’, Tonkaa
ApYyr Apyra naaoHAMUW (B COOTBETCTBUM C OnNpeaeneH-
HbIMU npasunamu) . B pesynsTate Anekcees npourpan
MoHacTteipckoMy 9 pas. Cnycta asa mMecAua B Heslo-
Mopke aBaHrapaHbie My3biKaHTel Yapnu Moppoy u
Kapnoc CaHTOC NpOTUBOCTOANM ApYr Apyry B cxBaT-
Ke noa HassaHuWeMm '3ByK TAXeNoi BECOBOW KaTero-
pun” (co Csenom Xancenom B ponu cyasm). Mobeaa
6bina npucyxaeHa Moppoy. B o6oux cnyyaax, T.e. B
Mockee u B8 Hblo-lopke, aBTOpbl YNOMAHYTbIX nep-
ctopmaHcoB paccmatpusanu uaeto 60pbbbl B KavecTse
XyAaoxecTseHHOro KoHuenta. (Kak ussecTHo, npuopu-
TeT B 3TON O6BNacTU NPUHAANEXKUT UCMAHCKOMY Aaaa-
ucty ApTtypy KpasaHy, Bbi3BaBLUero Ha NoeAMHOK Npo-
tdeccuoHanbHoro  Gokcepa [xawka [bkoHcoHwa B
1916 r.). Ho B otnuune ot Moppoy n Cantoca, “cpaxas-
WuXCA'' Ha puHie, — B NYBGNUYHOM MECTE, XYAOKHUKH
rpynnbl "KonnekTusHele aedcTBvA’ n Ha 3TOT pas3
npeanoYnn AnNA CBOE aKuuu NycToe none, CBOero po-
Aa '‘HuyeniHoe HUYTO'!, Takum o06pa3om, OcTasLIUCL
BEPHLIMU MAee MOUCKA '‘anbTepHaTUBHOrO NPOCTPaH-
crea’’.

NUrePbl PUMMbI U BANEPUA FEPNTOBUHbBIX

Pumma u Banepuit MepnoBuHbl paboTaloT 8 >kaHpe
nepcopmaHca ¢ 1975 r., — NpoaoOMKaA B TO Xe BpeMA
OCYWEeCTBNATL U Apyrue KOHUenTyanbHble NPOeKTLl. B
oTnuumue oT akuun rpynnel 'KonnekTueHoie aencTeua’’
— repnoBuHCKUe nNepcOpPMaHCbl paccyuTaHbl, CKOpee,
Ha COYYacCTHUMKOB, 4eM Ha 3puteneir. epnosBuHbLI Nu-
WwyT: ''3puTenb CTaHOBUTCA COYYaCTHUKOM XYAOXECT-
BEHHOrO0 CO6bLITUA, HANOMHAA ero CBOUM NWUYHLIM CO-
aepkaHnem’’. O6a XyAOKHMKA Ha3bIBAlOT WX aKuuu
"urpamun’’, penan yaapeHue Ha TOM, 4TO Kaxxabih 6e3
WUCKNIOYEHUA MOXET 6GbiTb BOBNEYEH B UFPOBYIO CUTY-
aumto. CosHaBaA ce6A cospaTenAMM U ycTpouTenamu
WUrpbl, aBTOPLI, MEXAY TEM, HE HAaBA3LIBAIOT UIrPalOWUM

it is not altogether obvious what lies outside the game
and what lies inside. Life itself enters into the game, and
the game in its turn interpenetrates life. This enables the
artists to realize one of their basic concerns — the crea-
tion of ""an atmosphere of play.”

In all their performances the Gerlovins try to find
ways of communication and to redefine or eliminate
commonly accepted perspectives. Both tendencies are
clearly expressed in a series of performances executed
in collaboration with the German artist Renate Bertl-
mann in Moscow in 1977. The series was called “'non-
verbal and non-social communication’’ between artists.
One of the serie’s performances was actually entitled
Communication and based on a gestural ‘dialogue’ by
Rimma and Renate. Two months later the text of this
‘dialogue’ was written down by each artist independent-
ly and exchanged by mail. In another ‘communication’
Rimma and Renate typed letters to each other for an
hour, using five-meter scrolls of paper and two type-
writers, one with an English and one with a Russian key-
board. Finally, for the Chess Game, also in this series,
Valery made chess pieces out of bread. Two women
then used these pieces for their completely absurd game.
Instead of taking pieces during the ‘match’ each artist
ate a meal, consisting of her chess pieces, at the end
of the game. When in 1978 Rimma and Valery arrived
in Vienna, they continued this performance by creating
an object out of pictures taken in Moscow during the
performance and a sheet of metal. Each picture was at-
tached to a magnet and placed on the metal sheet. By
moving these pictures anyone could replay the ‘match’
that had been performed in Moscow.

We should also mention Marcel Duchamp’s chess ga-
mes, which became for him an obsession. He once said:
| have come to the conclusion that while all artists are
not chess players, all chess players are artists.” For him
the game of thess was ‘‘the touchstone of the intellect,

P. u B. lepnosuHei: 3epkansHaa uzpa, 1979
R. and V. Gerlovin: Mirror Game, 1979

the gymnasium of the mind.” For the Gerlovins a chess
game takes on a different meaning, closer to Duchamp’s
theory of chance, betrayed by his logical chess games.
By performing a completely irrational game, the Gerlo-
vins refuted the flavor of intellectualism which accom-
panies every chess game, and gave it an external rather
than an internal meaning. This tendency to turn any ob-
ject or event (even tragic) into a gag is something the
Gerlovins have in common with Fluxus artists.

The Mirror Game, another game project by the Gerlo-
vins, can be as stated in the descriptive text, performed
in a sphere with an inside mirror or it can be played
mentally. Rimma and Valery performed about 25 ‘mir-
ror games,’ each of which was recorded on dual photo-
graphs. For example, during one performance a group of
participants (including the two artists and a dog) was
photographed first with bandages on their arms and
then on their feet. Another double photograph shows
Rimma eating an apple and then the apple drawn on her
stomach. All ‘mirror games’ are based on the effect
emerging from the ‘collision of phenomena that are si-
milar, directly opposite or absurd when compared. To
find such a phenomenon and then its ‘reflection’ is the
task of each player.



Kaknx-Nnnbo yeTkux WHCTPykumii. HanpoTtus, nx uens
— ROCTWXXEHWEe CUTyauuu, NP KOTOPOW TO, YTO B KPY-
ry Wrpbl U TO, YTO BOBHE, — He TaK Nerko pasrpaHv-
4nTb. XKn3Hb cama no ce6e BXOAUT B KPYr WUrpbl, U Ur-
pa, CO CBOEW CTOPOHbI, BTOPraeTCA B >XW3Hb. ITO NO-
3BONAET XYAOXHWUKAM pPeann3oBaTb OAHY W3 CBOUX
UeHTPanbHbIX 3aaa4y — co3aaHue ' 'nrposoi aTmocdeps!”’.

Bo Bcex urposbix akuuwAx [epnosBuHbLl CTapaloTcA
HaWTW BO3MOXHOCTU HOBbIX KOMMYHMKauuii nytem
nepeonpeaeneHnA UNu paspyLweHuA O6WenpUHATLIX
pamok. O6e TeHAEHUUN C NONHON ONPEeaeneHHOCTLIO OT-
pakeHbl B cepun NepcdOPMaHCOB, BbINONHEHHbLIX B CO-
TPYAHU4YECTBE C HEMeuKow xyaoxHuuein Penatoin Bep-
TensmaH 8 Mockee, 8 1977 r. HassaHue cepun — ‘‘He-
NUHFBUCTUHMECKAA W acouunanbHan KOMMYHUKauuA''.
OavH 13 nepOpMaHCOB ITON CEPUU M HA CaMOM aene
6bin HassaH '‘KomMmyHukauven'' wn 6asmposancA Ha
WECTUKYNAPHOM ‘‘ananore’’, aupmxupyeMom Pummoin
n Penatoi. [lea mecAua cnycTA TeKcT ‘auanora’’ 6ein
3anucaH KaXAbIM U3 COaBTOPOB (B He3aBUCMMOM No-
pRAKke) n ob6MeHeH no noute. B Apyroit KOMMyHuKa-
TuBHOW akuum Pumma n PeHata nevatanu nucbma apyr
K Apyry (B Tevenwe yaca), UCNONb3YA NATUMETPOBbIE
CBWUTKW, BCTaBNEHHbIE B NUWYLLIUE MALINHKW C KUpUN-
NUYECKUM W naTuHCKuUM wpndTom. U HakoHeu, anA
"llaxmaTHOW nrpsl’’ 13 Toro xxe unkna — Banepwuii co-
opyaun n3 xneba waxmaTHble durypsl. He aosonsct-
BYACb OAHOW NUWL cMMBONUYeckon ctopmoi '‘cbepe-
HUA" uUryp, Kaxablili U3 MrpoKos cheaan 3asoesaH-
Hble UM Tpoden n B NPAMOM cMmbicne cnoea. Npuexas
8 1978 r. 8 Beny, Pumma n Banepuii (cosmectHoO ¢ Pe-
HaTOoi) NPOACNXMAN 3Ty aKUMI0O — Ha maTepuane $oTo-
rpacdvin, caenaHHbix B MockBe BO BpeMA WaxMaTHOro
nepcdopmanca 1977 r. K kaxaoin u3 cdoTtorpacduit 6ein
npuKpenneH MarHut, NOCPeACTBOM 4ero oHu (T.e. ¢o-
TOorpahun) MOrnu yaepKMBaTLCA Ha BEPTUKANbHOM
metannuyeckom Tabno. Takum 06pa3om, nepeaswran
dororpacduun, Kakablit UMen BO3MOXXHOCTbL NepenrpaTth
MaTy NO CBOEMY YCMOTPeHulio. 3paecb camoe BpemA
YNOMAHYTbL O WaxMaTHbIX ysBneweHuAax Mapcena [io-
waHa, cTtaswux ANA Hero wnaeein-pukc. OaHaXkAbl OH
ckasan: ""Al npuwen K 3aKNIOYEHWIO, YTO B TO BPeMA
KaK He BCe XYAOXKHWKW ABNAIOTCA WAXMaTUCTamm, Bce
WwaxmMaTucTbl — 6e3ycnoBHo xyaoxHuku'’. Ana [iowa-
Ha WaxmaTHaA napTuA 6bina "‘NPOGHLIM KaMHEM WH-
Tennekta, ruMHacTukon yma’’. Y [epnoBuHbIX urpa
npuHUMaeT MHON 06nuK. Ckopee, 3TO 6nuxe K Alowa-
HOBCKOMY MNOHATWUIO LWWaHCa, 4TO, BNpoOYeM, easa nu
YKNaabiBaeTCA B paMKW peanbHON TYPHUPHON NOrUKW.
Pa3birpbiBaA abconioTHO uppaunoHansHyio urpy, Fep-
NOBWHLI CTapalTCA HEWTPanNu3oBaTb NPUBKYC WHTeN-
neKTyanuima, CBOMWCTBEHHbIW HAaCTOALLMM LIAXMaTHbLIM
napTuAM. Mo cyTn, — oHM Kak 6bl OTOABUraloT B CTO-
POHY KaTeropuu BHyTPEeHHero NopAAKa, NepesoAA Ha-
NPAXXEHUe Ha YMCTO BHELHWUN paKypc, Ha aTpubyTuky,
Ha abcypaHoe. ITO ymMeHne A0BOAUTL XMYPble CeHTEH-
UMM A0 YPOBHA WYTKKU — POAHNT MepnoBuHbLIX C XyAao-
ecTBeHHbIM ABWkeHnem dnakcyc.

""3epkansHan urpa’’ — apyroin urposoi npoext lep-
NOBUWHbLIX, KOTOPLIA (Kak CKa3aHO B X ONUCATENbHOM
TekcTe) MOr 6bl 6bITb OCywecTBNEH ''BHYTPW HEKO
ccepsl, 3epkanbHON u3HyTpu''. Unu ... 310 mMOXeT
6b1Tb CAEGNAHO MbICNEHHO'' (T.e. BHYTPU BOOGpaxaemoir
ctepol) . Pumma u Banepuit ocywectsunu npubnusn-
TensHO 25 3epKanbHbIX Urp, KaXKAAA U3 KOTOPbIX Bbi-
na 3acHATa B Buae ABOWHbIX doTorpacduin. Tak, 8 oa-
HOM U3 NepcOpPMaHCOB rpynna y4acTHUKOB (BKnioyato-
Wan, NOMMMO NpPo4nx nuu, oboux aBTopos U cobaky)
6bina chororpadmposaHa: a) ¢ 3a6MHTOBaHHLIMKM pPy-
KaMn U 6) c 3a6uHTOBaHHLIMKM HOramu. [lpyran Ason-
HaR doTorpathua xusonucyet Pummy, Aepkawylo 8
pykax AGNOKo, nocne 4ero, Ha cneaylouien ¢oTorpa-
tun, Mbl BNAUM TO e ABNOKO, 6NarononyyHo AOCTUr-
wee xenyaxka. Bce 3epkanbHble Wrpbl OCHOBAHLI Ha
BNONHEe AWANEKTUYECKOM NPUHUUNE CTONKHOBEHUA NO-
AO6GWIA, NPOTUBONONOXKHOCTEN WM HaXOAALUMXCA Ha
Kpato abcypaa eHomeHoB. Mounck noao6HLIX heHOMe-
HOB, @ 3aTeM W UX 3epKanbHbIX OTPAXKEHUA — eCcTb 3a-
fAava KaxAoOro urpawero.

B "YTonuyeckom npoekTte BCECTOPOHHEro o6meHa’’
FepnoBuHLI NPUBNNKAIOTCA K WX KOHEYHOW uenu, CBA-
3aHHOW ¢ urpamn. OHu 06PaLLAOTCA K HapOAaMm u nne-
MeHaM C Npu3bIBOM 06MEHNBATLCA CaMbIMKU Pa3NNYHbI-
MK Bewamu, Hanpumep, — CTPaHaMW, XXU3HAMWU, AOKY-
MEHTaMW, AeHbraMu, BO3PacTOM, NONUTUYECKWMKU pe-
%umamu u 1.4. HeyaneutensHo, 410 Ha BOnpoc o 6yay-
wem uckyccrea (unu xusHu) Pumma v Banepuii otse-
4alT NPocTo: “'urpbl’’.

FHE3AO

XynoxHnkn Muxaun Powans, FeHHaauin [loHckoih u
Buktop Ckepcuc Havyanu pabotate smecte ¢ 1975 r.
HekoTopsle n3 ux neppopMaHcos OTpaXkaloT peakuuio
rpynnbl KacaTenbHO TeX WNN WHbIX COBLITUN NONUTM-

1-3.Mpynna “I'ne300"’:

3abez e croporny Uepycanums, 1978

-3. The Nest:
oward Jerusalem, 1978



4ecKOoM U KynbTypHO# xpoHuku. '‘Monyvacosan noneIT-
Ka matepuanusauun Komapa u Menamuaa” 6bina ocy-
wecTsneHa 8 CBA3W C BbicTaBkon Komapa n Menamuaa
8 Helo-Aopke 5 okTA6pA 1978 r. TpUAUaTb MUHYT XY-
AOKHUKW NpOBeNu B CO3epuaHMM ABYX CTynbes, Ha
KOTOPbLIX 6bINKU ycTaHOBREHbI NopTpeTbl Komapa n Me-
namuaa. Y4acTHUKKU NOKPbLINW CTeHbl nuctamu 6enoi
6ymaru; NOMUMO 3TOro, OHN OTCTPaHUNUCL OT Ny6nu-
KW NOCPEACTBOM KNEeHYaTol 3aHaBeckwn, NOABEWeH-
HOW Ha sepeske. KomHaTa 6b1na ApKO UNNIOMUHUP OBaHa.

Apyrana akuuA Hasbisanack "'3aber 8 cTOpoHy Wepy-
canuma’’. 29 centAbpAa 1978 r. Apy3bA M 3HaKOMble
XYAOKHUKOB CKONUAUCL B UeHTpe Mocksbl, 4TOGbI
cTaTb cBuaeTenAmu ‘'3abera’’, opraHusosaHHoro Ckep-
cucom, Powanem u flonckum. CornacHo ‘‘THesay”’, 310
6bin0 peneTuuuein npubnwxkalowmxca OnNUMNUACKUX
urp 8 Mockee U, Kpome TOro, 6b1N0 NOCBALLIEHO BbI-
crtaske 6aTanbHON XUBONUCH, OTKPLIBWEACA B TOT XKe
ce3oH 8 Manexe. Jlio6onbITHO, 4TO AnuHa '‘3abera’’
pasHAnacb 1 M 41 cm, T.e. YaCTHOMY OT AeneHuA pac-
ctoAHuA oT Mocksbl A0 Wepycanuma u roaom, 8 MO-
MEeHT KOTOpOoro cobbiTue Bo3bimeno mecto. MobeauTe-
nu ‘“‘zabera’’ nony4unu npu3 c asTorpacdamu aBTopos.
To, 470 (haKTM4ECKNU CKPbIBANOCb 3a BHEWHeNn CTOpo-
HOW B 3TOW aKkuuu, — 6bina amurpaunA 8 W3pauns, a
TaK)Kxe ABHAA WUNU HEABHAaA (opma BOBNEYEHHOCTH B
npo6neMsl NOAO6HOro poaa 6onbweit 4acTM MOCKOB-
CKOW MHTENNUreHuunu.

B uucne Apyrux akuui rpynnsl — aykuuoH ‘Mpoaa-
wa ayw” (cosmecTHbit nepcdopmanc ‘MHespa’ ¢ Ko-
mapom n Menamuaom) u ‘Beicxusanmne anu'’. B npo-
uecce NOCNeAHero — BCe TpOe BbICMXKWUBaNU AWUA Ha
BbICTaBKE HEO(MUUANLHOrO0 UCKYCCTBA, UMeEBWEN Mme-
cto Ha BAHX. B aton rpoteckHow cdopme Ckepcuc,
JNoHckon u Powans noaseprnu OCMEAHUI0 UHULUATUBY
COBETCKWX BnacTe 3KCNOHWUPOBaATb UCKYCCTBO B OA-
HOW YNpAXXKE C CeNbCKOXO3AWCTBEHHLIMU U IKOHOMMU-
YECKUMU AOCTMIKEHNAMMU.

Nocne Toro, kak rpynna pacnanace (8 1979 r.),
Ckepcuc o6veavHuncA ¢ 3axapoBbiM; B 4uUCne Heaas-
HuUX paboT — KOHUenTyanbHble 06bEKTbI — Takue, Ha-
npumep, Kak NOKpPawWeHHbIe 3010TOW KPacKoW cnuye-
Hble KOPO6 KU C 3a6aBHLIMU TEKCTaMn BHYTPHU.

B 6onee o6cToATENnbHOM pa3bope mornu 6bl GbiTb
paccMOTPeHb! U Apyrue rpynnbl — Takue kak ‘Myxo-
Mopsl”’ n "KpacHan 3se3aa’’. NMuaep ""3sesabl’’, Muxa-
vn YepHbiwes, amurpuposan 8 Heo-Aopk 8 1981 r.
Mepdopmancel YepHbiwesa — cyTb cNOcob anpobaunu
reoMeTpUYeCKUx KOHUEeNnToB asBTopa — B 6Gonbwom
macwrabe, T.e. Ha none, Ha xonme u T.n. NepsbIn xen-
n;uuur YepHbiwesa 6bin ocywectsneH 8 Aexabpe
1975r.

"Myxomopsi’’ (Bnaaumup u Cepreit MupowHuueHko,
KonctanTun 3sesnouetos U CeeH MyHanax) BBOAAT B
cBou NepOPMaHChbl 3NeMEHTbI ONAaCHOCTU U PUCKOBAH-
HOW urpbl. OaHaKO, KOraa OoHU, K NpuMepy, 3aKansisa-
10T APYr APYra 8 3eMNi0 U BEAYT TaM AHEBHUK, TO B
3TOM HET U AONU TOW NeAeHAUeN CepbLe3HOCTU, KOTO-
pyio Kpuc BepaeH BknaabiBan 8 aHanoruyHoie, CTas-
WKe y)XKe KNacCUMeCKUMMU, aKuuu.

C nepsbix e Waros CTaHOBNEHUA uenb nepdopmMan-
ca CyTb BO3BeAeHUEe MOCTa MEXAY UCKYCCTBOM U XuU3-
HbIO (MCKYCCTBOM W UCKYCCTBOM, )KWU3HbBIO U KU3HBIO) ,
TO eCTb — CO3aaHue ycnosui anA 6onee :xMsoro u non-
HOUEHHOrO KOHTaKTa XYAOXHUKa u 3putenA. Kpome
TOro, 3TOT >KaHP OKa3biBaeTCA AOCTAaTOMHO 3tdexTns-
HOW OpmoOi o6meHa u anpobauum 3cTeTuyeckux m-
NOCO(CKNUX U COUMAnNbHLIX WAEGH, UMPKYNUPYIOWUX B
COOTBETCTBYIOWEN XYAOXKEeCTBEeHHON cpeae. Bo MHorux
CNy4aAX 3puTen NOAKNIOYAETCA K TBOPYECKOMY anro-
PUTMY U AaXe OKa3biBaeTCA B COCTOAHUU BNUATL Ha
x0Aa cobbITHiA.

N060NbLITHO OTMETUTB, YTO anorev pas3suTuA nepdop-
MaHCca COBNaAaloT NO BPeMEHU C NepuoAaMMn UHTEHCU-
cukauum coumnanbHbix mMeTaMopdo3: koraa Habnioaa-
eTcA obwee xenaHue ‘BbINTU U3 ce6A’’ (Ha nnowaas,
Ha ynuuy, 8 none u T.n.) . B KayecTse Nnpumepos MOX-
HO npusecTn Poccuio u Espony spemeH 1-1 Mnuposoir
BOWHLI 1 20-x roaos, Amepuky 60-x roaos (T.e. nepu-
Ofa BLETHAMCKOW BOWHLI M ApPyrux nepTyp6auwnin) u
Mocksy cepeauHsl 70-x roaos, — nocne AByX BbiCTa-
BOK B ceHTAGpe 1974 r. (nepsam u3 kotopuix 6bina
npeceyeHa ¢ noMowbio 6ynbaosepos). UmenHo B 3To
BPEMA NPOU3OWNO 3aMETHOE OXXUBNEHUE MOCKOBCKOW
XYAOXKECTBEHHOM KU3HU (CBOEro poaa — MUKPOpPEBo-
niounn) . Camu no cebe ABe CeHTAGPLCKUE BLICTABKM,
B8 NPoOUECCe KOTOPbLIX XYAOKHUKU BOWAWU B8 CTONKHO-
BeHWe C BnacTAMKU, — GbiNn, B ONPeaeneHHoOM CMbIChe,
XENNUHUHIAMKW, — C 3NEMEHTaMN PUCKA W aBaHTIOPbI.
Hauunan ¢ 1976 r. v 8nnoTe A0 KoHua 70-x roa0B~— B
Mockse umenu mecto Haubonee 3HauuTenbHble aBaH-
rapaHble BLICTABKKW, @ Takxke 6binM OCywecTBNEHb!
MHOru1e U3 nepHopmaHcos, pa3obpaHHbIe B ITOM CTaTbe.

Mapraputa MACTEPKOBA

In the Utopian Project of Comprehensive Exchange
the Gerlovins came nearest to their final objective for
‘games.’ They appealed to all people to exchange various
things, for example, countries, lives, the future, docu-
ments, money, ages, political regimes, and so forth. It is
not surprising that when asked how they envisage art
(life) tomorrow, the Gerlovins simply answer: ‘Games.’

THE NEST

The artists Mikhail Roshal, Gennadii Donskoi, and

Victor Skersis began to work as a group in 1975. A
number of performances by The Nest reflect the group’s
response to various cultural and social events occuring
in and outside of Russia. A Half an Hour’s Attempt to
Materialize Komar and Melamid was performed on the
day of the opening of Vitaly Komar and Alexander Me-
lamid’s exhibition in 1978 in New York: The three ar-
tists sat for a half an hour facing two chairs on which
portraits of Komar and Melamid were placed. The per-
formers separated themselves from the audience by a
plastic curtain hanging on a rope and covered the walls
with sheets of white paper. The room was brightly lit
up.
Another performance was called The Race Toward
Jerusalem. On September 29, 1978, an audience gathe-
red in the center of Moscow witnessed a ‘race’ organi-
zed by Skersis, Roshal, and Donskoi. According to the
artists it was a rehearsal for the coming Moscow Olym-
pic games and dedicated to the exhibition of battle
paintings opened at the Manége. Interestingly, the
length of the ‘race’ was 1 m. 41 cm., which equalled the
distance between Moscow and Jerusalem divided by the
number of the year in which the event took place. The
winners of the ‘race’ received prizes signed by the three
artists. What the performance referred to in fact was
emigration to Israel and the direct or indirect involve-
ment in it of most of Moscow's intelligentsia.

The Nest's other performances have included the auc-
tion Sell Our Souls (a collaborative effort with Komar
and Melamid) and The Egg Hatching. During the latter,
the three artists hatched eggs in an exhibition of unoffi-
cial art at The Permanent Exhibition of Agricultural
Achievement (VDNKh). In this way, Roshal, Skersis,
and Donskoi held up to ridicule the Soviet authorities’
idea of exhibiting art together with agricultural and eco-
nomic achievements.

After the group’s disintegration in 1979 Skersis joined
forces with the artist Zakharov. Together they create
conceptual objects such as gold-painted match boxes
with uproariously funny inscriptions on the inside.

A fuller survey might also have discussed other groups,
such as The Toadstools and The Red Star. The Star's
leader Mikhail Chernyshev immigrated to New York in
1981. His performances are a mode of approbation of
his geometric conceptions on a large scale, in a field, on
top of a hill, etc. Chernyshev’s first happening took pla-
ce in December 1975. The Toadstools (Vladimir and
Sergei Miroshnichenko, Konstantin Zvezdochetov and
Sven Sudlakh) include in their performances elements of
danger and adventure. Yet, when they, for example,
would bury each other and keep a journal underground,
theirs is not that icy seriousness put by Chris Burden in-
to his now classic actions.

From the first, the purpose of Performance has been
to build a bridge between art and life (art and art, life
and life), that is, to create conditions for livelier and
more immediate contact between artist and spectator.
Moreover, Performance is a very effective form of ex-
change and approbation of esthetic, philosophical, and
social ideas current in the artistic milieu. In many cases
the spectator is included in the creative algorithm and
may even be able to influence the course of events.

It is interesting to note that the high points in the de-
velopment of Performance coincide with periods of in-
tensified social metamorphoses, that is when everyone
feels a general desire ‘to go off his or her rocker’ (to the
park, to the fields, onto the street). For example, it
happened in Russia and Europe during World War | and
in the twenties; in America in the sixtiés (during the
Vietnam War and other disturbances) and finally in
Moscow in the mid-seventies after two open-air exhibi-
tions in September 1974 (one of which was stopped by
bulldozers). It was precisely at this time that the artist-
ic life of Moscow showed markedly new vigor, a micro-
revoltuion of sorts. The two September exhibitions
themselves were in a sense happenings with elements of
risk and adventure, during which the artists came in con-
flict with the authorities. Starting in 1976 and through
the end of the decade Moscow witnessed the most im-
portant avant-garde exhibitions as well as many of the
performances analyzed in this article.

Margarita MASTERKOVA

M.Yeprsiwoe: Ydeoerue, 1977
M.Chernyshov: Doubling, 1977

Ioynna “I'He3oo”’:

1. Xenesnoil 3anasec

2. bydem Ha meTp Gnuxe!
The Nest:

1. Iron Curtain

2. Let’s become one metre closer!
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RUSSIAN ARTISTS PERFORME IN NEW YORK
NEP®OPMAHCbHI PYCCKUX XYAOXHUKOB B HbI-NOPKE

""Crpactu no Kasumupy'’' — Tak HasBaswan ce6a
rpynna  pyccKkux  XyAOXHWKOB-3IMUIPaHTOB
(N. BapaunHa, A. Apiouun, A. Koconanos, B. Ty-
nuubiH, M. Tynuubiva n B. Yp6ax) nokasana ap-
Kui cnektaknb — 27-oit Cvesp KommyHucTu-
veexoir flaptum. Konua cynpematuyeckoro
rpo6a Manesu4a, CNPOEKTUPOBAHHOTO WM Ca-
MuUM, 6bina ycTaHOBNEHa B WEHTPE CUEHb! U ABK-
nacb MOAYanNUBbIM cBMAeTeneM rpynnbl NoAen,
Map WMpOoBaBLWUX CO 3HaMeHaMW, OpaTopos, ro-
BOPAWMNX O NOAUTUYECKON PYHKUUK UCKycCcTBa
n o mudonorvyeckom pycckom repoe Kasumu-
pe. Bce ato npoucxoauno Ha ¢oHe naTpuoTu-
4eCcKOI aty3blKu, aNNOAUCMEHTOB Macc U coupe-
anuCcTUYEeCKUX NNaKaTos, NpoeuupyemMbIX Nosa-
Aaun TpubyH u opaTtopos. B sakniouenue, yenosek
B ANUHHBIX TPycax u macke BpexxHesa c cepnom
B8 OAHOW pyKe W MONOTOM B APYroM, UCNoNHUN
HeyKNIOXUiA TaHew BOKpyr rpoba u ysen Bcex
y4¥acTHUKOB 3a co60i.

Cannu Benec. ‘‘Bunnapx Botic’’ 11-5-1982

*Kazimir Passion”, a collective of Russian emigre
artists (L. Bardin, A. Drewchin, A. Kosolapov,
V. Tupitsyn, and V. Urban, curated by M. Tupit-
syn), made a powerful spectacle with their 27th
Congress of the Communist Party. A model of
Malevich’s coffin, a suprematist artwork he de-
signed himself, stood silent witness center stage
while people marched with banners and gave
rabble-rousing speeches on the political function
of art and on a mythical Russian hero Kazimir.
Patriotic music and the applause of a crowd
blared, and socialist realist posters flashed behind
the speakers’ podiums. Finally a man in bathing
trunks and a mask of Brezhnev, wielding a ham-
mer in one hand and a sickle in the other, danced
a clumsy, haunting step at the coffin’s side and
led the others out.

By Sally Banes
“The Village Voice’’ 5-11-1982




rostislav lebedev
pocTucnas nebeaes

Teopueckue npuHuunsl P. Jle6eneBa onupaiot-
CA Ha uaen KpyroBpalwleHUA Npupoabl, ee Henpe-
PbIBHOrO OGHOBNEHWA,- NpUYeM NOA NPUPOAOIA
NOHWUMAETCA €AAMHCTBO eCTEeCTBEHHOrO W3Hayanb-
HOrO MUpa U MUPa UCKYCCTBEHHOW cpeabl. Koc-
MOC 1 Xaoc, NPUPOAA U TEXHUKA, COUNYM U AyX
OCO3HAalOTCA UM He KaK ONNO3vuMA, a Kak He4To
Hepa3aefieHHOe W HepacufieHeHHoe, W60 MUKPpO-
W MaKpoOMUp B3aMMHO 3aBUCUMbI U, KaK cKasan
Dxon Kepx, ‘My3bika ccep MOXeT Npo3sy-
4aTb U B WMNEHNN XKAapALWEACA ANYHUUbI' . BeTy-
naa 8 auanor co 3putenem, P. IlebeneB pa3mbi-
KaeT CBOM NpOWU3BEAEHWA, Npeanaran 3putenio
CBOI0 TBOPYECKYID CNOCOBHOCTL KaK Hewucuep-
naembiii UICTOYHUK BO3MOXKHOCTEN.

UckycctBo P. JlebeneBa HamekaeT Ham Ha Ta-
KYI0 WUCTUHY, NO KOTOPOW 4efioBeK COBPEMEH-
HOro MuUpa He ToNbKO homo sapiens(pa3yMHbIn
yenosek), u He Tonbko homo faber (npousso-
AAWMIA yenoBeK), HO Takxe n homo ludens —
yenoseK urpawoowmii, u B 3ToM He cnabocts, a
cuna ero ayxa, 3anor ero csoboabli. HoBaa pe-
anbHocTb B TBOpuecTBe P. JlebepeBa UMMaHeEHT-
Ha Hawel CouManLHOW peanbHOCTU U BO3HWUKaeT
OHa Y XYAOXHWKA eCTeCTBEHHO — KaK Harpaga
3a OTKPbLITOCTb U HENPUHY>KAEHHOCTb TBOpPYEC-
Koro akTa. irpalot Bceraa c 4em-T1o, U 3TO YTO-
TO nony4YaeT B WUrpe HOBbIA W3MEHWUBLUMACA
cMbicn. [laHbl Bewwu UnKW, Kak NPUHATO roOBO-
puTb, 06BEKTLI, U 'YenoBeK Urpalwwuin’ cunon
CBOEro BOO6paKeHUA U XyA[0XeCTBEeHHOW Bonei
ux npeobpasyeT, BUAOWU3MEHAET WAW Npuaaer
WM HoBoe 3HaueHue. Ho npu 3atom emy Hapo
MMeTb CaMKu Belln, KOTopbie NPUAETCA BUAOWU3-
MeHATL UAN TpaHchOopMUPOBaTb, UMETL Bellu,
KoTopbie B camMux ce6e coaeprkany 661 UMNYNLC
vrpbl. U 3atn sewwm P. Jlebenes npuayman cam
vnu, BepHee, o6Hapyxxun B KavecTse Beluei. OH
‘oBewlecTBUN’’ CO3HaHWe, 'OoNNOTHUA'' KAUwWwMK-
pPOBaHHYI0 uaeonoruio, ‘‘namepun’ u “coeam-
HUN'' KOOpAWHaTbl hnuanyeckoro NPoOCTpaHCTBa
n coumnansHoro. P. JlebeaeB oTKpbiNn HOBOE W3-
MepeHve NAAcTUKKU, OH MOHAN, YTO CNOCOBHOCTL
6biTb 3HAKOM B BeLlaX, CAYXaLMX 4enoBeKy v
CO3AaHHbIX UM, YCTOWUMBEE, YeM MHOroe Apyroe
B Halen KU3HU.

BbIACHAEGTCA, 4TO B COOTBETCTBYIOLLEA CUTYya-
uMnm M KoMbuHauuAX ‘‘BewiHble’”’ 3HAKWU-CUMBO-
Nbl COBETCKON AENCTBUTENbHOCTU OTbIrPbiBaIOT-
CA AOCTaTOMHO MOLLHO — Ha YpPOBHE pUTyanb-
HO-06pAAoBOro nacoca HOBOW COBETCKOM Npa3a-
HUuHOW'' KynbTypbl”. P. Jlebeaes npuctynun K
"NPou3BOACTBY Bellei He paBHbIX cebe camum”’,
npespawan, Hanpumep, BCEM U3BECTHbIN TeKCT-
3Hak-nosyHr ""CaenaHo B8 CCCP” B »uBoe nnac-
Thyeckoe Teno. Yrto 3pecb npoucxoaut? bBeper-
CA COBETCKWIA CUMBON, He CKNOHHbIA K NnacTu-
YyecKoW BbipasutensHocTu, 6epercA Kak Gbi “'He-
ratue’’, 6e3XanocTHaA OroneHHOCTb W NOANHaA
OYALLLEHHOCTb OT MpUMecei XYA0XEeCTBEHHOCTH,
"CKpennAeTCA nevaTblo’’ HOBOW 0O6pasHOCTK,
'ypocToBepAETCA’’ — M BO3HMKAaET yHuBepcanb-
HbiIi 06BEKT-A0KYMEHT, Hecyluii B cebe HoBble
3HaKOBble BO3MOXXHOCTH.

MepBbiM Warom B cTUxuio Urpbi AnA P. Jlebe-
fesBa CTanu Konnaxu u accambnaxu. CnosHo
NpoAOMKaA CBOW AeTCKWEe WUrpbl, OH MCNONbL3O-
Ban B HUX AETCKUE UrPyLLKU, KOTOPble CO3AaBa-
nM yaMBuTensHOe HanpAXkeHWe B KapTuHe, pas-
pPYWwan ee pamMy W OCTPOYMHO Hacbiwanu npo-

The creative principles of Rostislav Lebedev
rest upon the ideas of the circularity of nature,
its eternal renewal, and of the unity of the natu-
ral, primary world and the world of artistic sur-
roundings understood within nature. Lebedev de-
picts Cosmos and chaos, nature and science, so-
ciety and the spirit not as oppositions but rather
as indivisible and whole entities. Both micro- and
macrocosms are thus considered mutually de-
pendent. As John Cage said, "“The music of the
spheres may be heard even in the spluttering
scrambling of an egg’’. Lebedev enters into a dia-
logue with his audience and he opens up his own
compositions by offering this audience his crea-

tive ability as an inexhaustible

Podunca e 1946 2. e Mockee.
Oxonyun MITIA um. Jlenura,
XyOOMECT8EHHO - 2padpuyecKul
gaxynsrer 8 1969 2. YvacTtHux
esicTaeku Ha BAHX. Xueer u
paboraeT 6 Mockee.

Born in Moscow. in 1946. In
1969 he graduated. from the art
department. of the Pedagogical
Institute, Moscow. He resides
and works in Moscow.

well-spring of possibilities.

Lebedev’s art alludes to a kind
of truth according to which
present-day man is not simply
homo sapiens (thinking man),
nor homo faber (productive
man), but homo ludens (man at
play) as well. At play man
displays not the weakness but
rather the strength of his soul,
and it is this play which is the
guarantor of his freedom. The
new reality present in Lebedev’s
work is inherent to our social
reality, and it arises naturally for
him as a reward for the openness
and ease of the creative act. Man
is always playing with something,
and this something takes on a
new meaning within the game.
“Man at play’”’ through the
strength of his imagination and
artistic will, transforms, alters
or gives new meaning to the
given thing, or, as it is customary
to say, the given ‘object”’.

But in order for him to do this, those things
which he is to change must be those which have
retained within themselves the impulse for play.
R. Lebedev has made up these things himself or,
rather, has depicted them as things. Lebedev has
"substantized’”’ knowledge, ‘‘incarnated’” cliche
ideology; he has ““measured’” and "joined”’ the
coordinates of physical and social space. The art-
ist has discovered a new dimension to substance,
and understood that the ability to be a sign wi-
thin things serving man and created by him is
more firm than much else in our lives.

It becomes clear that in corresponding situa-
tions and combinations, the "object-like’" sign-
symbols of present-day Soviet reality have great-
ly recouped their strength on the level of the ri-
tual-ceremonial pathos within the new Soviet
"festival culture’’. R. Lebedev has embarked
upon “‘the production of things not equal to
themselves’’, for example, in his turning the well-
known text-sign-slogan, “Made in U.S.S.R.” into
a living plastic body. What is going on here?
Lebedev takes the Soviet symbol not as some-
thing disposed to plastic expression, but as a
""negative’’, a merciless denudation and complete
purification of the admixture of "artisticness’’:
This symbol is "sealed with a stamp of new figu-
rativeness’’, ‘‘certified’’, and hence a universal
object-document comes into being which finds in



CTpaHcTeo. HapucoBaHHOe ¥ HanUCaHHOe MOHTH-
poBanocb C chparMeHTamMu HaTypanbHbIX Mpea-
MEeTOB, BCTYNano ¢ HUMK KakK 6bl B COpeBHOBa-
HUWe no 4acTu MaTtepuanbHoOW ybeautenbHoOCTH,
o6pasyA HeoxmAaaHHOe eauHCTBO. B kKomnosu-
unax P. NebeneBa cepeavHbl 70-x ropos 4acto
3ByvYanu OTronocku pycckoro Ky6ocdyTtypusama
— BbIBECKW, amwiM, HOBaA BewWECTBEHHOCTb —
BCE 3TO KPYXMNO ronoBy U BOCMNPUHUMASNOCH
Kak Kanerdaockon, rae npeaMeTbl CPbIBAlOTCA C
NPUBbLIYHLIX MECT W YTPaYMBalOT NPUBbLIYHLIN
sua. 3aecb yp6aHMCTUYECKAA TemMa caMa NpoBso-
uuposana pasapobneHHOCTb U hparMeHTapHOCTL
socnpuATnA. Ho B KoHue 70-x ropos ctpemne-
HUE XYAOXHWKa ‘0xuBnTL’ Bewyn npuobpetaet
eule 6onee cnoxHbi xapakTtep. OHO BbIXOAUT 3a
npeaensi BbIPasuTENbHOCTU U MaHepbl KaK TaKo-
soii. Mpousowen nepenom B camom B3rnage Ha
Bewu: MaHepa XYAOXKHUKa NepepacTaeT B OLEH-
Ky. C Bewamu B3aMMOAENCTBYET He NPOCTO M-
Bonucel, YTBepXXAatoLWwmii CBoe MHAMBUAYaNbHOE
BuaeHUe — B3aMMOAEUCTBYET C HUMU yenosek,

yTBepXAalowWmii peanbHoOCTb CoBeTCKOro obpasa
XKU3HW, HoOCcUTenb onpeaeneHHoOW >KU3HEHHOW
naen. Bmecto Toro, 4To661 COXpaHUTL NOYTUTEND-
HOe paccTOAHWE OT AEeNCTBUTENbLHOCTU, OH CTpe-
MUTCA YHUHMTOXWUTb 3TO PaccTOAHWE, BNAOTHYIO
npubnmxaAcb K BewlamM-3HaKaM, POXAEHHbLIM
"nepBoit B Mupe cTpaHoi nobeavsLuero couua-
nusma“”’. Mup anAa Hero — 3To B3aumopencTeme
cun, rae cam 4YenoBeK NPeBPaLLAeTCA B 0AHO U3
ero nonei, HaxoAACb cCpeaun Belwei-3HaKoB. OH
y)Xe He NpocTo BCTynaeT B KOHGNUKT C NPUBLIY-
HbIM 06NIMKOM Beww — OH BCENAETCA B camy
Bellb, U Bellb HAYMHAET XXUTb B HOBOW peanbHo-
CTU, B HOBOM KoOHTeKcTe. ‘A niobnio conocras-
NATL pasHble BEWU, — rOBOPUT OH, — HaTypan.-
Hble n abcTpakTHble, MaTepuansHoe C HeBeco-
MbIM. JTO OYeHb MHTEPECHO — Aepeso U Ky6 Ao-
ma, He6o 1 aBTOMO6UNL, NO3YHr U yenosek''.
311, Kak 6bl cny4aiHble, CABUrM U CONOCTaB-
neHnA npusenu P. Jle6epeBa K NoAnNMHHOMY
nNacTU4ECKOMY OTKPbITUIO, M306peTeHnio eau-
HOrO KOHUENTYanbHOro MOAYNA, K CBeAEHMIo

itself ever new sign-possibilities.

Lebedev’s first use of this element of the game
was in his collages and assemblages. As if conti-
nuing his children’s games, he used toys in the
above work, something which creates a surpris-
ing tension within the painting and destroys
its frame while wittily filling up the painting’s
space.

Drawn and written material is brought together
with fragments of natural objects as if in compe-
tition with them, generating an unexpected uni-
ty. Lebedev’s compositions of the mid-seventies
resounded with the echoes of the Russian cubo-
futurists — his signs, affiches, his new sense of
substance made one dizzy and had the effect of
a kaleidoscope where objects break loose from
their habitual places and lose their usual features.
Here one finds that the theme of urbanism has
itself provoked the splintering and fragmentation
of perception. But at the end of the 1970,
Lebedev’s attempt to “revivify” things acquires
an even more complex character. His work comes
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to break the bounds of expressiveness and style
as such. There came a break with his former atti-
tude towards the thing, and his style grew appre-
ciatively. It is not simply the painter affirming
his individual vision who interacts with things,
but the man as well, bearer of a definite living
idea, as he affirms the reality of the Soviet way
of life. Instead of retaining a respectful distance
from present-day reality, Lebedev strives to de
flate this distance as he brings himself into close
contact with thing-signs born “‘the first in a
world of strange victorious Socialism.”” For Lebe-
dev, the world is an interaction of forces where
man himself turns into one of its poles and finds
himself among thing-signs. He no longer enters
into conflict with things in their usual aspect,
but rather implants the thing within himself, and
this thing then begins to live in a new reality, a
new context. | love to compare different
things,”” says the artist, "’Natural and active, ma-
terial and intangible — it is quite interesting —
the tree and the cube of a house, the sky and an



BCEX BO3MOXHbIX 3HaKOBbIX CUCTEM, Cylle-
CTBYIOWUX B MaccoBOW KynbType, B €AUHYIO
"KapTouHyto' cTpykTypy. Kaptbi P. Jlebepesa
CBMAETENbCTBYIOT O Ka4yeCTBEHHO HOBOW CUTYa-
UMM, AOCTaTOMHO TOTafbHON, B KOTOPOW O4YTUN-
CA coBpemMeHHbI Mup. Bce abcontoTHble U Heno-
ABUXKHbIE LEHHOCTU CeroaHA TpaHchopMUpYIOT-
CA B OTHOCUTENbHblE, AMHAMUYECKUE N B3aUMO-
3aMeHAeMble — COrNacHO NpeanaraeMbiM YCNOX
BWAM WUrpbl — HE BbICOKOM, "'6oXxecTBEHHOW ' U
He ‘urpbl B 6GUcep’’, a camoi 6aHanbHOW, B KOTO-
poi KaaaA Konoaa CTaHOBUTCA KpanmneHow.
""Cmex’’ P. lle6epeBa B 3TON aKuuKN yKasbiBaeT
Ha TO, YTO HanNWuYHble CBA3W N OTHOLLEHUA MEXAY
MOALBMM U AdKe FOoCyAapCcTBamMu W3BPaLLEHbI,
nocTaBfieHbl C HOr Ha ronoBy. Cmex Bo3HMKaeT
UMEHHO OT CO3HaHUA 3TON NepecTaHOBKU W
TpaHchopMaumun. [luHamuveckan nepapxmAa Beex
YPOBHel npeanaraeMon wrpbl ONUCbIBaeT ue-
NOCTHOE NPOCTPAHCTBO Hawero 6biTa B OUeHOY-
HbIX XapaKTepuCTMKax MaccoBOro CO3HaHUA, He
3HaIOWWero AeneHnA Ha Buanmoe (Komuueckoe)
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automobile, a slogan and a man.”

These seemingly accidental displacements and
comparisons led R. Lebedev to a genuine plastic
discovery, invented from a single conceptual mo-
del that includes within a single “’cardboard’
structure all possible sign systems that exist in
mass culture. Lebedev’s cards give witness to the
qualitatively new and all-embracing situation in
which the contemporary world finds itself. All of
today’s absolute and fixed values have become
relative, dynamic, interchangeable — according
to the given rules of the game. They are not ele-
vated, "’divine’’, or wise, but the most banal
games in which each pack becomes marked.

Lebedev’s ‘’Laughter’’ demonstrated by this act
that the existing connections and relations bet-
ween people and even governments are perverse,
turned on their heads. “’Laughter’ arises precise-
ly from the knowledge of this transposition and
transformation. The dynamic hierarchy of all le-
vels of the given game describe the integral space
of our existence within the evaluated characteris-
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1 CKpbiTOE (cepbe3HOe) NpocTpaHcTBa.

CuctemMa KOOpAWHAT B ''KapTouHOn wurpe’’
Neb6eaesa, NNacTMYECKN U NO3ULUNOHHO, BKAIOYa-
€T M CaMOro aBTopa U KaXxAoro u3 Hac, He CHU-
MaA OTBETCTBEHHOCTU W He pa3fenAn Ha y4acT-
HWKOB W 3puTene — B Urpe yvactayiot Bce. [lyx
UrpokKa, MUCTU(NKATOPA, XKUBYLUMIA B XYAOXKHU-
Ke, BBOAUT B 3TOT NACbAHC TaKue peanbHble rno-
6anbHble CTPYKTYPbI, KaK NONUTUYeCKaA KapTa
Mupa (BCNOMHUTE TPaAUMUMOHHOE BbipaXeHue
NoNUTUYECKUX KOMMeHTaTopoB: “‘Pasbirparb
KWTaWCKYI0 KapTy’’), apMuu pasfnyHbIX rocy-
AapcTB (peTcKuMe ONOBAHHbIE CONAATUKK YXe
A3aBHO WCNONb3YIOTCA TEOPETUKAaMWU BOEHHbIX
urp) ¥ BbICOKOTUPAKMPOBAHHbIE UMEHA U Ha-
3BaHnA (noat EsreHun EBTyweHko unu wsea-
CcKkuin aHcambnb “ABBA’’) . CHUMaA 1 BbipaBHK-
BaA macwTabbl, Nnepea HaMn BO3HWKaeT Becenan
CTUXWA KapHaBanu3auun, C ee HeyaepXUMbIM
cTpemMneHnemM BCe NepeocMbICINTL, ‘‘neperaco-
BaTh’’ U NOMEHATbL MecTaMu. ITa CTUXMA CMExXO-
BOW KYNbTypbl OpraHU4YecKu nepenvBaeTcA w3
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tics of mass consciousness, unheeding of any se-
paration into apparent (comic) and closed (se-
rious) space.

In Lebedev’s “"Carton Play’’, the plastic and po-
sitioned system of coordinates includes both the
author himself and each of us. ltsdoes not re-
move responsibility and does not divide audience
and players into two separate groups — everyone
participates in the play. The spirit of the player,
the mystifer, that lives within the artist intro-
duces into this game of solitaire such real global
structures as a political map of the world (one is
reminded here of the traditional expression used
by political commentators: “Play the Chinese
card”’), armies of diverse governments (children’s
pewter soldiers have long been used in theore-
tical war play) and widely-publicized names and
titles (the poet Evgeny Yevtushenko or the
Swedish group, ABBA). if we take away the scale
on the map, the element of carnivalization ap-
pears before us with its irrepressible urge for
changing meanings, “reshuffling”’, and changing




0o6WecTBEHHON XWU3HM U 6biTa B KapTO4YHble
urpbl P. JlebepeBa, B XyAOXXeCTBEHHbIA MUP
npousseaeHnA, npuobpeTan CBOW CyBepeHHble
(yHKUUN — KaXKAbI pa3 KOHKPEeTHbIe U MOTU-
BUpOBaHHble: o6pa3oBaHWe cBepxaep)xaB —
CCCP u CUWA, ceepxHauu — Wspauns un KHP,
non-ueHHocTe’ — Ay6neHKa, NpaBo Ha 3arpaHuy-
HYI0 NOEe3AKY, KacceTa C NnecHAMKU Bbicoukoro n
T.n. ConpA)xxeHne BbICOKOro U HU3KOro BeaeT K
HOBOMY €AWHCTBY, CBEPHYTOMY B ‘‘OpraHusm’’
KapTo4yHOW Konoabl. Takum o6pa3om npoucxo-
AUT NepeKoaupoBaHuWe, nepectaHoBKa B '‘ropu-
30HTanNbHYI0 NO3ULUIO’’ TOro 3aKOHa, KOTOPbLIA
B COOTHECEHHOCTU C 3TUMU >XXe CUMBONaMU, 3Ha-
KaMn, uMeHamMu u takTamMu npexxae AeNCTBO-
Ban no septukanu. MNpuyem, BHeWHAA NpocTo-
Ta U CcxemMatu3sM ‘‘NacbAHCHOW’' apamaTypruu
P. INe6Gepesa Becbma o6maHumBbLl. Wrposan
CTPYKTYpa KapTO4HbIX ‘‘nepcoHaxei’’ ob6napa-
eT 6ecKOHe4HbIM KONWUYECTBOM BapUaHTOB W
¢dopM AnA MaHUNYNUPOBaHWUA, OHa reHepupyer-
cA u3 obblaeHHOro pAaa u BO3pacTaeT A0 TO-
TanbHbIX 0606WeHuin, Ao runep6onbl. U Torpa
CcMex nepexoavuT B nevans, ‘‘ecnn AONro 3acrto-
UwWbLCA nepea HUM'', Kak ckasan 6ui H.B. Forone.

XYAOXKHUK cneunansHO PasbACHAET, 4TO MUP
CTaHOBUTCA "'Hanu4ecTBYOWUM'' U 3TO BO3HUK-
HOBeHWe MUpa He A0MKHO NOHUMATLCA KaK TBO-
peHue u3 Huvero. BuiTne ectb, OHO He coTBOpM-
MO, KaKk He MOXXeT 6biTb OHO U YHUUTOXEHO ye-
nosekoM. 3anaya COBPEMEHHOr0 XYAOXKHUKA,
roBOpPUT OH, COCTOMT B BbIABNEHUN 0COBOro n3-
MepeHUA Mupa, cMmbicna 6bITUA.

MHTynumA cTaBuT Hac npexxae BCero nepea Ha-
nuuveM Bewmn, HO TakuM (haKTOM ANA Hac cero-
AHA ABNAETCA He TONbKO Bellb, HO U CO3HaHWe.
Bonee Toro, hakT cosHaHWA anA Hac abconto-
TeH. Co3HaHWe OTKPbIBaeTCA HaM He TONbKO KaK
TpaHCUEeHAEHTaNbHLIN, HO NpeXxae BCero Kak pe-
anbHbIW W KOHKPETHLIW ONbIT, YCTaHaBnNWUBalo-
WHin CBA3b MEeXAY CouuvanbHoM opraHusauuen
4yenoBse4ecTBa U BCEM MeHe3nucoM matepun.

B uckaHuax P. Jle6epesa packpbiBaeTcA 06-
WaA HanpaBNeHHOCTb XYAOXKECTBEHHON MbICAW
70-x ropoB. 1o He Bonpoc 50-x rogaoB '‘4To
ecTb MUp?”’ U He nosaHeAwmnx 60-x ‘KaKk Mbl
MOXEM 3HaTb, YTO ecTb MUpP'’, HO "KaKoBO OT-
HOwWweHWe YenoBeKa K peansHoMy mMupy?’’ Bnep-
Bble 3a nocneaHuwe 50 net aBaHrapaa wenosex
He NPOTUBOCTOUT COUUYMY, a NbITaeTCA eMy A0-
sepuTbcA. O6pauieHne K ‘coBeTCKOMY’’ MaTepu-
any, K counanbHOMy Kak K ecTeCTBeHHOMY (T.e.
NPUPOAHOMY), HEKOTOpble XYAOXeCTBEeHHble
Kpyru MockBbl pacueHuBaloT Kak cnaboctb xy-
AoxHukoB. Ha camom e aene To, B 4eM BUAUT-
CA cnabocTb, ABNAGTCA WUCTOYHUKOM CMMbI UX
TBOpYECTBAa, OCHOBAaHHOM He Ha YMO3pUTENbHON
naee 1 oTBNEYEHHbIX AUPEKTUBHbLIX YKa3aHWAX,
rae HaxoAuTCA AO06PO U 310, a Ha rNY6UHHOM
onbiTe UeNOoCTHOCTU 6bITUA. DTOT ONLIT 3aneYar-
neH B Heucyepnaemow NONHOTE MUpa, Ha BO3-
MOXXHOCTU B nio6oir Touke u B nw6oe MrHose-
HUe NPOHUKHYTb B BEYHOCTb, U ABNAETCA He
CTONbKO NONbITKOW O6BACHEHNA MUPaA, CKONbKO
ONOpoV peanbHOro NOBeAeHUA B peanbHOM Mu-
pe. K pobpy vnu Kk xyay oaepxana sepx 3ta no-
3MUMA 1M Bepa — He 3aecb pewaTtb. OHa He uc-
KNIO4aeT, HanpoTUB, NPeANONaraeT BHYTPEHHIOW
cso6oay oT ‘nownoro mupa’’, Ho BMecTe C TeM
A3eT BO3MOXHOCTb NPUHUMATL BCE COBepLUalo-
weecA Kak AaHHOCTb. lpuHUMaA HoBoe nNUwWwb
KaK o6HOBNeHWe U He 3HaA CTaporo, UMKMTOro
HaBcerpa, oHa u3obpakaeT MUP OTKPLITLIM ¢
OAHOBPEMEHHO obpalleHHbIM BHYTPb cebA.

B. NALIIOKOB
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places. This nature of laughter flows organically
from social and everyday life into Lebedev's
cardboard game and thus into the artistic world
of work, acquiring its own sovereign functions
that are each time concrete and motivated: the
formation of the superpowers USSR and USA,
the supernations Israel and West Germany, Pop-
values such as sheepskin coats, the right to travel
abroad and to possess the tapes of Vladimir Vis-
sotsky, etc. The correspondence of high and low
leads to a new unity which is oriented towards
the "“organism’’ of the deck of cards. In this way
there occurrs a recoding, a rearranging of a law
which, in correlation with these very symbols,
signs, names, and facts, no longer functions in
"vertical” position, but in a "horizontal” one.
The outer simplicity and schematics of Lebedev's
"solitaire” drama is quite deceitful: in actuality
the playing structure of the card "’characters’”
possess an endless number of variants and forms
of manipulation. This structure is generated out
of a common order and grows into total general
conclusion, into a hyperbole. And thus laughter
turns into sadness if, as N.V. Gogol would say,
""we stand before it long enough.”

Lebedev stresses in particular that the world
becomes “present” and that the world’s coming
into being must not be understood as creation
out of nothing. Being is, it is not created, just as
it cannot be destroyed by man. The task of the
contemporary artist, says Lebedev, is to expose
this special dimension of the world, this sense of
being.

Intuition places us first and foremost in the pre-
sence of things, but those of us living today are
faced not only with the fact of the thing, but
with that of consciousness as well. Moreover, the
fact of consciousness is for us absolute. Conscious-
ness reveals itself to us not only as something
transcendental but most of all as that real and
concrete experience which establishes a connec-
tion between the social organization of mankind
and the whole genesis of matter.

The attempts of R. Lebedev speak for a com-
mon trend in the artistic thought of the 1970's.
Here the concern is not that of the 1950’s name-
ly, “What is the world?” nor that of the latter
1960's, "How can we know what the world is?"’
but, “What is the relation of man to the real
world?” For the first time in the past fifty years
of the avant-garde, man does not contradict
society but rather attempts to trust it. Several
Moscow art circles consider it a weakness of art-
ists to appeal to Soviet material, that is, to the
social as well as to the natural. But in what they
see as the weakness of such artists lies the very
source of their work's strength. This work is not
founded on speculative ideas and abstract in-
structions where good and evil may be found,
but upon the profound experience of the whole-
ness of being. This experience is imprinted in the
inexhaustible plenitude of the world, and in the
possibility of penetrating at any point or mo-
ment to eternity. This experience is not so much
an attempt at an explanation of the world as it is
a support of real behavior in the real world.
Whether this position, this belief, wins out over
good or evil shall here go undetermined. This
position rules nothing out — on the contrary,
while it presupposes an inner freedom from the
"banal world” it also allows for the possibility
of accepting as a given everything that takes pla-

ce in this world.
B. NAUOKOB
Translated by Jodi Daynard
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Podunca e 1940 200y 8 Mockee. Y4uncA Ha X yO0XecTeeHHOM ¢haK yb-
rere MI'MTN um. flenura, KoTopsili 3aKoH4un 8 1963 2. B 1967 2. ecty-
nun 8 yneHsr MOCXa. 3aHUMANICA KHUXHbIMU UNMIOCTPaYuAMU, pabo-
Tan xydomHukom 6 teatpe. B 1972 2. amuzpuposan e Uspaune. C. 1972
no 1976 22. wun e JloHOoHe. B HacToAwee epemMA wuseT u pabortaer 8
Mapuse. My6nuK yemsii TeKCT ABNAETCA 3anUChbi0 6ecedbl! ¢ XyYOOKHUKOM.

How has your move to the West affected your own work and your atti-
tude to art?

Any form of travel brings about some form of physical and qualitative
change in ""an object moved in a space’’. Emigration in particular has this
effect since that form of travel does not allow one to return to the point
of origin. Emigration is a journey which takes us away from the familiar
and customary ; every thing changes: the scenery, melody of speech, scents
objects’ silhouettes...

At the point of origin ""A’ the artist is in a state of considerable com-
fort created in part by the limitations of his knowledge. Consequently
all concepts and values, the whole complex of perception is slightly
warped. Naturally in my ten years travel my views have altered conside-
rably. What caused this reorientation? It is due in part to the flow of ob-
jective information, professional experience, or perhaps | have simply
grown older.

If | were to try to define the main changes more precisely then the first
thing that springs to mind is the change in my aesthetic values, com-
monly called ""taste”’ (something that is not argued about in point ""A"’).

To what extent does commercial success or failure affect an artist’s
work?

If one means the artist’s creativity then perhaps it does not affect it at
all, and anyway the whole question depends as wholly on the terminolo-
gy generally accepted in point *A”. Success there implies a high sale rate.
The inhabitants of “A’’ through their lack of information cannot see that
the deciding factor of the commercial succees of an artist depends not on
the quantity of the buyers but their quality. The smaller and more elite
his group of collectors, the more serious is the artist’s success. Apart from
that the term ‘‘commercial success’’ implies large sales at a low price. In
the instance where the cost of the work is extremly high the term "“com-
mercial success’’ is inapplicable ismply because the work does not appear

Kaxue nepemeHs! 8 TEOEM TE8OPYECT8E U 80 832/1A0aX Ha UCKYCCT80
npousownu nocne nepee3da Ha 3anad?

MNyTewecTaue No60ro poaa Bnevert 3a o601 HeKOTOPOe Hn3NYecKoe u
Ka4yeCTBEHHOE W3MEHEeHWA ''NepeMeleHHOro B MpOoCTpaHcTee Tena’’.
3MuUrpauuA B OCOBEHHOCTW, TaK KaK 3TOT BUA NYTEWeCTBWA He OCTaBs-
NAET BO3MOXHOCTU BEPHYTLCA B TOYKY, M3 KOTOPOi OHO Hayato. IMu-
rpauvA — nyTewecTeue, KOTOPOe OTAAnNAET Hac BCe Aanblwe OT 3HaKo-
MOrO 1 NPUBLIYHOIO, MEHAEGTCA BCE: Nen3aXK, MENOANA peyu, 3anaxu, cu-
ny3Tbl NPEAMETOB...

B Toit HauanbHOK TOouke A XYAOXKHWUK HaxOAWNCA B COCTOAHWKN HeKoe-
ro AywesHOro KomdopTa, CO3AaHHOrO OTYaCTW OFPaHUYEHHOCTbIO WH-
¢opmaumnn. B pesynbTate BCE NOHATUA M OUEHKK, BECL KOMNNEKC BOC-
NPUATUA HECKONLKO AedOPMNPOBaH.

MHe KaeTCA ecTecTBeHHbIiM, 4TO 33 10 netr moero nNyTewecTBuA
B3rNAALI MOV B 3HaYUTENbHOW CTENEHN N3MEHUNUCH.

3a cueT 4ero NPovcxoanT NnepeopueHTaunA? YacTmyHo 6narosapA 06b-
EeKTUBHOCTV WHGOPMaunn, NpodeccuoHanbHOMY OnbITy, BO3MOXHO, A
npocTo cTan crapwe... Ecnu A nonbiTalocb KOHKpeTHee onpeaennTs oc-
HOBHOE W3MEHEeHWe, TO NepBoe, YTO NPUXOAWUT Ha yM, 3TO 3ameHa acTe-
TUMECKWUX OUEHOK, TOrO, YTO NPWUHATO Ha3biBaTb BKYCOM (O KOTOpPOM B
nyHKTe A He CNOpAT...)

Kaxoe enuaHye Ha T8OPYECTBO XyOONHUKA OKa3bi8aer KomMmep4yec-
Kul ycnex unu Heycnex?

Ecnu uMeTb B BUAY TBOPYECTBO, TO, NOXanyi, HuKakoro. fla u camo
no cebe 3TO NOHATUE UENUKOM W NOMNHOCTbIO OTHOCUTCA K TEPMWHONO-
ruv, NpUHATON B o6uxoae B NyHkTe A. OHO noapasymeBaeT TakK Hasbl-
BaeMblit BbICOKMWIA NPOUEHT NPOAABaEMOCTN KapTUH XyAoHUKa. ObuTa-
Tenu nyHKTa A BBMAY OTCYTCTBUA WH(HOPMAUWUN HE B COCTOAHUW nNpea-
NONOXWTb, YTO pellaloLlee 3HaYeHWe B KOMMEPYECKOM ycrnexe Xy[0x-
HUKa — He KONWYecTBO NOKynaTenei, a ux KayecTso. Ml yem meHbwe n
3nuTapHee rpynna KONMeKuMoHepoB, TeM Cepbe3Hee yCnex XyAOXKHNKa.

Kpome TOro, caMo NOHATHE ''KOMMeEpYECKUiA ycnex'' 3pece, noapasy-
mesaeT 60nbLWYI0 NPOAABAEMOCTb NO HAUMEHbLLUUM UEHaM.

B cnyvae, KOraa KapTWHbl XYAOXHWKA CTOAT 6aCHOCNOBHO AOPOro,
TEPMUH 'KOMMepuecKuid’’ He ynoTpebnAeTcA NPOCTO NOTOMY, YTO 3TU
KapTWHbI He NOABNAIOTCA Ha PbIHKE.

FosopA ewe npoue, N60M ycnex XyAOXKHWKa TaK WNv uHave noapa-
3ymeBaeT KoMMepyeckuin ‘'umnakt’”’. U yem OH Buiwe, Tem pexe ynoT-
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pebnAeTCcA TEPMUH 'KOMMeEpYeCKui’’.
3HaveHue 8bICTaBOK
Cpeav o6utateneit NyHKTa A 6bITYIOT MUbI O TaK Ha3bIBaEMbIX KOM-

MepUYECKNX BbICTaBKaX W BbICTaBKax '‘npectwka’’. [lomxeH Npu3HaTh 3a
HAMMU GONI0 UCTUHBI, 3aKNIOYAIOLWENCA B AOBONBLHO NPOCTON thopmyne:

Born in 1940 in Moscow. Graduated from the Artistic department of the
Moscow Pedagogical Institute. In 1967 he became a member of the Mos-
cow Union of Artists. Worked as a book and stage-designer. In 1972 he
emigrated to Israel. From 1972 till 1976 he lived in London. He resides
a Paris since 1976. The text below is a recorded interview with the artist.

on the open market. Put more simply any success achieved by an artist
implies some form of commercial "impact”. The greater this "impact”
the less frequently the term “‘commercial’ is used.

On the importance of exhibitions.

Certain myths circulate among the inhabitants of A’ about so-called
"commercial”’ and "prestige” exhibitions. | have to admit that they do
contain some gram of truth; relying on the fact that if a gallery has a
serious reputation then it attracts a wider circle of artlovers and influen-
tial critics. However since the number of such galleries is very limited any
exhibition not held in one of these few loses practically on purpose al-
though | can understand an artist’s desire to show his work at any cost on
the principle “’Better here than nowhere at all’’, “"Now or never”, "They
are no better than me’’, etc.

The positive effect of an exhibition is undoubted. Firstly it allows the
artist to see himself and his work from the viewer's side, to be an outsider
to hear and feel the reaction of strangers rather than the familiar mumb-
ling of friends. The whole entourage connected with the preview creates
a vital break for the artist, a pause after much hard work. An exhibi-
tion is always a stage not only in the biography of artist but also in his
creation.

On the importance of critics.

The more intellectual and elitist the art form the more the public feels
the need for explanation. In the sixties a group of "thinkers’ sprang up
in New York, prophets, "stargazers’’. They laid the philosophical foun-
dation of art at the time. Artists merely illustrated their verbal theses.

In this analytical period criticism acquired a cult status. The critic
entered the crowd explaining and desiphering the artist’s code.

In periode of synthesis the importance of criticism weakens considera-
bly. The viewer is then himself capable of appreciating the quality of the

yeM cepbesHee penyTauvuA ranepew, yCTpavsaloLeit BbICTaBKY, Tem 60-
nee WIMPOKWUA KPyF NIOBUTENEH XXMBONUCH W BIUATENbHLIX KPUTWKOB
oHa npuenekaer. Ho Tak Kak uucno ""cepbe3HbIX’’ ranepei Or paHU4eHo,
TO ni06aA BLICTABKA 3a NPeAenamMn 3TUX HEMHOTUX NPaKTUYECKN TEPRET
CMbICA, XOTA MHE MOHATHO >KENaHWe XYAOKHUKA BbICTABUTLCA BO 4TO
6b1 TO HW CTANoO, AVKTYEMOe: “"nyuwe 34eck, Y4em Hurae’, "'Teneps unu
Hukoraa'’, "‘yem A xyxe apyrux’’ v 1.a.

MonoXnUTeNbHOE 3HaueHVe BbICTABOK HeCOMHeHHO. Mpexae Bcero Bbl-
cTaBKa NO3BONAET XYAOKHUKY YBUAETb CE6A HECKONbKO OTCTPAHEHHbIM
B3rNAAOM C AUCTAHUMW 3PUTENA, YCNbIWAaTL W NOYYBCTBOBATL peakuuto
NOCTOPOHHWX NI0AeA, a He NpuBbIYHOE GopmoTaHwe 6nu3Knx Apy3en.
Becb 3TOT aHTypaX, CBA3aHHbIA C BEPHUCAaXEM, CO3AaeT Heob6xoanumyio
XYAOKHUKY NepeablwKy, naysy nocne HanpAXXeHHOW paboTbl. BbicTas-
Ka — 3TO BCEraa 3Tan He TONbKO 6uorpadun XyA0XKHWUKAE, HO 1 B ero co-
3HaHWW.

3HayeHue KpuTuKu

Yem vHTENNEKTyanoHee W 3nuTapHee UCKYCCTBO, TeM CunbHee Tonna
ouwlyLaeT NoTPe6HOCTL B NOACHeHWN. B 60-e roas 8 Hulo-Mopke noAsu-
nack uenan rpynna MbicnuTenei, npeackasavenen, "3ge3govetos’’. OHn
NPaKTU4ECKHW cOo3Aanu hrUnocodCKyo NNaThopmMy UCKYCCTBa ITOrO Bpe-
MeHW. XyA0KHUKN TONbKO MANIOCTPUPOBANU Wx Bep6anbHblie Te3ncsb.

B aHanuTUYeCKWe Nepvoabl 3HaYeHWe KpUTWKa BbipacTano A0 MacwTa-
6a meccum. OH Kak 6bl WeEN B TONNy, NOACHAN W pacwudposbIBan 3a-
KOAVPOBAHHYIO CUCTEMY XYAOXKHWKA. B nepuoabl cuHTesa 3HaueHwe
KPUTUKW 3aMeTHO ocnabesaeT. 3puTenb yxe Cam B COCTOAHWW paso-
6paTbCA B Ka4ECTBEHHOW OUEHKE NPON3BEAEHNA, TAK KaK 34eCk OH cTan-
KUB3ETCA He C KOAOBOW WHTENNEKTYanbHOW CUCTEMOW, a8 C NPOCTbIMU
ANacTUYECKUMN 3nemeHTamu. Y 3puTenA NOABNAETCA TO, YTO Ha3biBaeT-
cA ''cBOE NUYHOE MHeHue'".

B cny4ae ke 3aKOAUPOBAHHOW CUCTEMbI NIUYHOTO MHEHUA Y Hero Npo-
CTO HET 1 OH, NONMHOCTLIO OWYLaA CBOI 6eCNOMOLHOCTb, @ B HEKOTO-
pbIX CNy4aAx Aaxe BUHY (HEeNOCBALWEHHOrO0) , BbICNYWWBAET 3KCNepTa
KOAOBOW CUCTEMBI.

EsponeiicKkan WKONa KPUTUKWU CyWeCTBEHHO OTNUYAeTCA OT amepw-
KaHcKoW. Ee rnaBHaA OTNWMYMTENbHAA OCOGEHHOCTb COCTOMT B CTUNU-
CTUMECKOM W BKYCOBOM acnekTe. EBponeiickuit KpUTUK npexae Bcero
NO3T-3CCENCT, CO3AaI0WMNIA HeYTO NoAO6GHOe No3Me-0ae Ha 3aAaHHYI0 Te-
MY. AMEPUKAHCKUIA KPUTUK — acKeTWYHbIA KOHCTPYKTWBHbIA Npo3a-
VK, npenapvpylowmii haKT CylwecTBOBaHWA AAHHOIO ABMIEHWA C HEKO-
TOPO#A AONei 3NeraHTHOW OTCTPAHEHHOCTN W AaXKe HeNPU4YacTHOCTY.

He 6epycb CyauTb, KTO W3 HUX BbIFNAAMT Gonee y6eauTensHo (anA
MEHA — BTOPOIA) , HO B KOHUE KOHULOB 3TO Aeno BKyca. Pewarowiee 3Ha-
4eHUe UMeeT Ta 3NNTApHOCTb, O KOTOPOiA A rosopwn Boiwe. UMA KpuTh-
Ka, ero peHome, a He NUTepaTypHbI ypOBEHb ero 3cce UrpaeT ponb.
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creation since he encounters not a complex intellectual code but simple
tangible elements. The viewer acquires a “’personal opinion’.

In the case of a coded system he simply does not have this personal
opinion and fully aware of his own helplessness, at times even feeling
guilty in his unenlightenment, he turns to hear the expert on the coded
system.

The European school of criticism differs substantially from the Ame-
rican. His main difference lies in its taste and style: the European critic
is a poet-essayist, writing a poetic ode on a given theme. The American
is a constructive prose author, confirming the existence of the given ob-
ject with a certain elegant aloofness and even indifference.

I don’t intend to judge which of the two is more credible (for me per-
sonally the latter), that in the end is a matter of personal preference. The
deciding factor remains the eliticism of which | spoke earlier. What mat-
ters is the critic’s name, his reputation and not the litarary value of his
article. The public does not note the aesthetic originality of his essay

g

about the artist, but simply that ‘“Cramer wrote about him]"’

On the importance of society.

The choice of surroundings requires a number of qualities in a person,
the first among these is an ability to speak the language and having some
ability in dealing with the people.

For many immigrants these are impossible. All complexes of the former
inhabitants of A" emerge with alarming strength; some kind of unnatu-
ral stubbornness in not trying to learn the native language, a hostile bar-
rier in dealing with people (normally in self-defence) and an unwillingness
to accept the unknown, depriving it of its right to exist by means of me-
chanical exclusion.

It’s shame since a great deal depends on one's social circle. Even in this
that some aforementioned elitism forms the basis of the artist's social
and artistic success.

On modern art.

All material, artistic, aesthetic and philosophical problems have exist-
ed from the beginning of mankind; and we are only barely scratching
that monolith marked with centuries of memory and experience. It is
only because of our microscopic scale of reasoning and our unreasonable
self-esteem that we think that the discoveries we and our contemporaries
make are important enough for us to unashamedly call ourselves pioneers
and avant-garde, while forgetting our predecessors.

For me the avant-garde is not a concept connected with the qualitative
or spiritual system of values, rather it carries with it a socio-ideological
sense. Apart from that the term itself is unsubtle and ostentatious “Don’t
ignore it — it's avant-garde’ or as one of the clauses in the avant-garde
group "'Leviathan’s’” manifesto says: "‘We are against Leonardo’’.

Tonna He 06cyXXAaeT 3CTETUYECKME OCOBEHHOCTV ero CTaTbi O XYAOX-
HUKe, a NPOCTO MONYa oTmevaeT: ‘o0 Hem Hanucan Kpamepl’’

3HaveHue Kpyaa obweHua

Boi6op cpeabl NpeaonpeaenAeT pAA (haKTOPOB, CPeAN KOTOPbIX B
nNepsylo oYepeab — A3bIK U HanuuymMe 3NEeMEHTapHbIX HaBbIKOB Yenose-
4eCKOro o6uweHun.

AnA MHOrMX OHU OKa3bIBAOTCA HENPEOAONUMbIMU. 3aeCb B HEOBbIK-
HOBEHHOW CUNOW NPOABNAIOTCA BCE KOMNMNEKCHbI NyTeWeCTBEHHUKOB,
6biBLWINX O6GUTaTeneh nyHkta A. Kakoe-To HeMCTOBOE YNPAMCTBO B He-
XenaHun NOCTUYL A3bIK WU CMbICN PEYN KOPEHHbIX XUTenew, 3aKpbITOCTb
n Heapyxeno6ue No OTHOWeHUIO K HUM (cKOpee Bcero NpumeHAembie
B KayecTse Cam03allUTbl) , HeXXenaHue NPUHATL HE3HAKOMOE, NULWMB ero
NpaBa Ha CyLecTBOBaHNe NYTeM MEXaHUYECKOro UCKIOYEHUA.

370 rpycTHO, Tak KakK OT Kpyra O6LieHNA 3aBUCUT A0BONLHO MHOFOe.
Bce Ta xe npecnosytan 3NUTAapHOCTb Aaxe 34eCb ABNAETCA OCHOBOM
COUMNANLHOrO U XYA0XKECTBEHHOrO ycnexa.

CospemeHHOe ucKyccTeo

Bce nnactuueckue, XyAOXKeCTBEHHbIE, 3CTETUYECKUE W UNOCOhCKIe
Npobnemb! CywWwecTByiOT C MOMEHTa CyWecTBOBaHUA yenosevecTsa. W
Mbl TOMbLKO CRerka NpuMKacaemMcA K 3TOMY MOHONUTY, HaYMHEHHOMY
MHOrOBeKOBOW NamATLIO W ONbITOM. U TONbKO 6naroaapA MUKPOCKO-
AUYHOCTU MbBIWNEHNA U HECOPAa3MEPHOMY CaMOMHEHUIO HaM KaXKeTcA,
4TO OTKPLITUA, COBEPWaeMble HaMW U HaWWUMW COBPEMEHHUKAMW Ha-
CTONLKO 3HaYyMTeNnbHbl, YTO Mbl 6€3 CTeCHeHUA Ha3biBaeM ceb6A NuoHe-
paMu 1 asaHrapauctamu, 3abbiBaA NPU 3TOM HAWMWX NPEALWECTBEHHU-
KOB.

AnA MeHA aBaHrapa — NOHATME HE CBA3aHHOE C KAaYeCTBEHHON unu
AYXOBHOW cucteMol ueHHocTel. Ckopee OHO HeceT B cebe counanbHO-
naeonoruyeckuii cmbicn. Kpome T0ro B CaMOM TEpMUHE €CTb YTO-TO He-
CKpPOMHO-peknamHoe: “'He npoxoante Mumo — asaHrapa’’, unu Kak 8
OAHOM U3 NYHKTOB MaHudecTa aBaHrapaAUCTCKON rpynnei ‘‘Slesunacan’’:
""Mebi npoTus SleoHapao”’.

A aymaio, OCHOBO# W Ha¥anom TBOPYECTBA ABMAETCA CKOpee BCEro
CNOCO6 MbIWNEHNA, NO3BONAIOWMI XYAOKHUKY BbICTPOUTbL, BOCCO3AaTb
MUp, B KOTOPOM BCE 3NeMEHTbI CYLLECTBYIOT U B3aMMOAEICTBYIOT B He-
KOei noruyeckon cucteme. Cucrteme, KOTOpaA HaXOAUTCA B NONHOW rap-
MOHWUM C NIMYHOCTLIO XYAOXKHUKA, C ero UHTENNEKTOM, ero TeXHUYecKu-
MU BO3MOXHOCTAMMW, YYBCTBUTENLHOCTLIO U BKYCOM. Bce nepeyncnen-
Hble MHOI0 KaYecTBa HECOMHEHHO MOryT 6biTb Pa3BuTbi, AOBEAEHbI AO
KaKoro-to ycnosHOro COBEpLWEHCTBA, HO CaM NPOLUecC 3TOro Aaoseae-
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| think that the beginning of art is in the artist’s ability to reason, which
allows the artist to build, to create a world in which all elements exist
and interact in some form of logical system, a system which is in comple-
te harmony with the artist’s personality, his intellect, technical potential,
sensitivity and taste. All the qualities | have mentioned can obviously be
cultivated, brought to some kind of agreed absolute but this process de-
pends on a whole list of contributory factors to which we, unfortunately,
pay little attention. For example, the need to see oneself or rather one’s
problem as an artist in the present time, in other words, to hear the sen-
tence which you were about to say from a distance, to believe in the need
and know the timing of what is said. Otherwise the words simply hover in
the air and all those around shrug their shoulders in bewilderment.

HUA CBA3aH C UENbIM PAAOM AONONHUTENbHLIX (HaKTOPOB, KOTOPLIM Mbl
4acTo, K COXKaneHuio, He NPUAAEM 3HAYEHWUA.

Hanpumep, HEO6XO0ANMOCTL NO4yBCTBOBaTL CE6A WNW, BEpHee, CBOIO
3ap84y KaK XYAOXKHMKA BO BPEMEHW, B KOTOPOM Mbl xnuBem. UHbiMU
cnosamu, NOCTapaThCA YCAbIWATL CO CTOPOHbLI TOT TeKCT, Ty dpa3sy, KO-
TOPYIO Bbl XOTUTE NPOW3HECTV BCAYX, NOBEPUTL B HEOGXOAUMOCTL W
CBOEBPEMEHHOCTL NPOM3HOCMMOro. B uHom cnyuae oHa (A umelo B BY-
Ay $pasy) nosucaer B BO3ayxe W OKpYKalowue B HEAOYMEHUN NOXKW-
MaloT nneyamu. Bel NnponssoanTe BnevatTneHne TONbKO 4TO NPOCHyBWe-
rOCA WAV ONO3AaBLWEro K ctony. Bl BbiNanu n3 KoHTeKcTa.

[0BONLHO 4aCTO MPUXOAUTCA CTAaNKWBaTLCA C CUTyauuein, Koraa sac
cnpawvsaloT: “4To BbI Nuwete?’’ Al W cam NOYTW BCeraa cNpawunsaio:
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One creates the impression of someone who has just woken up or is
late to dinner — out of place.

Very often you are confronted by someone asking you “What are you
painting?’. | myself nearly always ask the artist what he is painting if |
am unfamiliar with the artist’'s work. When asking this question | ob-
viously do not expect to get all the necessary information but only a tiny
fragment which would however enable me to gauge the artists’ intellec-
tual level.

If the question is posed to a Russian artist still resident in "’A’’ then you
can usually expect some metaphysically cosmic answer. One is painting
an eye and the surroundings reflected in it, another a self-portrait in a
cracked or broken mirror, a third tangles himself in the surrealist system

A 4TO OH NUWET?"', eCNN HE3HAKOM C TBOPYECTBOM XYAOXKHWUKa. 3apa-
BaA 3TOT BONPOC, A HAaAEICb NOAYYNTbL 6e3YCNOBHO He NONHYI UHGOP-
MauvIo, 8 NNLWb ManeHbKWi OCKONOK, KOTOPbIW NO3BONNT MHe onpeae-
NUTb B HEKOTOPOW CTENEHU MHTENNEKTYanbHbIN yPOBEHb XYAOKHUKA.
Ecnu 3TOT BONPOC KacaeTCA PyCCKOro XyAOXHWKa, Npoaomxkaiowero
npoxusaTs B NyHKTe A, TO yawe BCEro MOXHO OXXVAATb B OTBET He-
4TO ‘‘MeTatusnueckoe-kocmudeckoe’’. OauH nuwer rnas, a B HeMoTpa-
eHue MHTepbepa, APYroi — aBTONOPTPET B OCKONKax pasbutoro wnu
TpecHyBLEro 3epkana, TPETUA NyTaeTCA B CIOPPeanUCTUYECKOWH cucteme
CTpaHHOCTe! W NapapoOKCOB, YeTBEPTLbIW NpeacTasnAer cobown “‘aonro-
KUTENA''-KOHCTPY KTUBUCTA. EMY A@Xe He K&KETCA CTPaHHbIM caMm ¢aKT
ero AO0NroXuTenscTea. Bo3moxHO 3TO TONBKO B Tex cneunduyeckux yc-



of oddities and paradoxes, the fourth aims for ’time-enduring’’ creation.
The prospect of his own “endurance’” does not seem at all strange to him.
Perhaps this only occurs in the specific climate of ’A’’ which is mention-
ed earlier. There, where all understanding is crushed and jetted where the
people live to the age of 200 because they don’t know better or their
passport and birth certificate are lost.

The artist will live all his life without once seeing that he is in that mi-
croscopic slice of time which is allowed him for the delivrance of one or
at best two sentences. The pronouncements aren’t even about this at
present. What's more it's no longer even important what they are about
but how they are delivered, tone of voice, sentence structure, its rhythm,
diction, length. Most importantly the clarity of the meaning. It is no
longer "original” to be aesthetic and intellectual but simply “'banal’.

T

nosuAx NyHKTa “A’, 0 KOTOpbIX A rosopun Buiwen. MmeHHo Tam, rae
BCe NOHATUA CMELEeHbl U CABUHYTHI, FAe OHU AOXKMBAIOT A0 ABYXCOT NET
6naroaapA HEBEXECTBY UNM NOTEPEe NacNOPTOB U CBUAETENLCTB O POXKAE-
HUn,

3TOT XYAOKHUK TaK U NPOXKUBET, HE NOHAB U HE OLLYTUB CEe6A B TOM
MUWKDOCKOMUYECKOM OTpeske BPEMEHW, KOTOpOe OTNYLWEeHO eMy Ha
npousHeceHne OAHONW, B ny4wem cnyvae asyx ¢pas. N He 06 3Tom 3Tn
$pasbl ceroaHn. Bonbwe TOro, yxe aake He Tak BaXKHO O yem OHU, a
BaXHO KaK OHW CKa3aHbl, TOH, apXUTEKTOHUKA (Ppasbl, €e PUTM, YUCTO-
Ta NPOU3HOWEHUA, NPOAOMKUTENLHOCTL BO BpemeHu. U camoe rnasHoe
— unuctoTa cMmeicna. BoamoxHO, He 'opuruHanbHO' ABNAETCA ceroaHA
3CTETUYECKON M UHTENNEKTyanbHOW HOPMOI, a “’6aHanbHO''. Bo3spat U3
KOAOBOW CUCTEMbLI B CUCTEMY NPOCTbIX NNACTUYECKUX 3aaa4 — TaK A 6bl

The return — from the coded system to the simple and tangible — is how
| would describe the current tendency in the visual arts. More and more
galleries show the work of artists painting in a figurative system, artists
painting from nature. Genres like landscapes, portrait and still life are
returning. The teaching material in art schools is changing. Instead of
teachers of abstract, surrealist and conceptual directions in art come sim-
ple straightforward realists who can at least explain to the student the
basics of tonal drawing and the bare facts about drawing from nature.
This process began, totally unnoticed, about five years ago, but now its
form is getting stronger and my little joke about the "’banal’’ may indeed
become a form of praise.

Translated by Anastasia Kuperman

MOr OXapaKTepu3oBaTb TEHAEHUMIO, NPOUCXOAALLYIO CErOAHA B U306pa-
3UTeNbHOM UCKyccTBe. Bce yawe u vaule OTKPbLIBAIOTCA BLICTaBKU Xy-
AOXHWKOB, paboTalowmnx B UrypaTMBHON CUCTEME, XYAOXKHUKOB, NU-
wywwux ¢ HaTypsl. BosspawiaetcA xaHp — newsax, NOPTPET, HaTiop-
MOpT. MeHAETCA NpenonasaTensCKuil COCTaB B XYAOXKECTBEHHbIX aKa-
AemuAx. Ha cmeHy npenoaasaTenAm abCcTPaKTHOrO, CIOPPEANUCTUHECKO-
O U KOHUEeNTyanLHOro HanpaBneHut NPUXOAAT NPOCTbIE HE3aMbICNO-
BaTble peanucTbl, KOTOpble XOTA 6bl B COCTOAHUM OGBACHUTL CTYAGHTY
OCHOBbI TOHANbLHOIO PUCYHKA N OCHOBHbLIE NPUHUWUNLI PUCOBAHUA C HaTY-
pbl. ITOT NPOUECC HAYyancA MOYTH HE3AMETHO NeT NATL Ha3ad, HO yxe
ceiYac MOXHO BWAETb, KaK BCE CUALHEE OYEepYUBaeTCA ero cunyst. U
MOA NonywyTKa nNo NoBoay ‘‘6aHanbHOro'’, BO3MOXHO, U BNpaBsay cTa-
HET KOorpa-HMbyab KOMNNEeMeHTapHoH (hopMOii.



henry khudyakov
reHpux XyAAKOB

B.T. Koraa Tbl BnepBble cTan Nonb3oBaTLCA BU-
3yanbHO 06pasHoCTbIO?

. X. ®aKTMyecKu — € CamMOro Hayana: CTUxu, 3a-
nMcaHHble CTONBUKOM, eCTb HeNnOCPEeACTBEHHbIN
pe3ynbTaT BU3yanbHOro noaxopa k cnosy. Ko-
raa oaHaxaw!, B 1962-m roay, MHe 3axoTenocb
nepenncatb B TeTpaab pa3bpocaHHble NO KAOY-
Kam pudMbl U 06pbIBKU CTPOd), — OKa3anoch,
4yTO BCEe 3TO CMOTPUTCA He COBCEM TaK, Kak
npeactasnAnocbk. Oka3anocb — A BblAaBan xena-
emoe 3a 1eNCTBUTENbHOEe: YUCTO CNOBECHAA KOM-
6uHaumA, 3anucaHHaA B 'CTPOYKY’’, BbiIrnAgena
yepecyyp HauBHOW, U A 3TO NO4YyBCTBOBan, CO-
NPUKOCHYBLUMCL Y>Ke He C '‘naeanbHoin’’, T.e. ab-
CTPaKTHO-CMbICNIOBOI CTOPOHOW Aena, a ¢ marte-
puansHon: 6ymara, yepHuna, 6yKkBeHHble 3HaKK
v 7.a. Bckope A Havyan nepeasurate cnosa no 6y-
mare, Aabbl AOCTUIHYTL Haunyywein KOMMNO3W-
uvmn. Ha 3to 6bino noTpayeHo 8 mecAues, B Teve-
HUe KOTOpbIX A CO3Aan cucrtemy 3anucy CBouUx
BeLuen.

B.T. B kakom roay 6binu caenaHbl TBOM ''XOK-
Ky’ C BU3yanbHbIM aK KOMMNaHeMeHTOM?

r.X. B 1968-m. Torpa >xe noABuaucb U ‘'Kaua-
BelKu'' — MUHUManNUcTcKue anbbomsl.

B.T. A obbekTbl c ucnonb3oBaHuem aepesa, 6ap-
XaTa v nNpoy., — Te YTO Bucenu y Te6A Ha cTeHe,
Ha [lbi6eHKO?

I.X. Tot xe roa. Boob6we roBopA, 3a 4To 6bl A
Hu Bpanca, y MeHA Hen3bexxHo nonyuyanca nubo
06beKT, NU60o cTuxoTsopeHue. B3aTte, K npume-
pY, Moero "‘yenoBeka’’, cAenaHHOro w3 pasHoro
poAaa Mycopa: ‘‘cHacTnuBbIX’’ TpaMBaHbiX bune-
TOB, AHEBHUKOBbIX HaBPOCKOB N 3CKU30B ABYX-
Tpex KoHUenTyanbHbiX NpoekToB. CHauana — A
pewwn, 66110, BLIGPOCUTL HAKONUBLLMIACA XNaMm,
HO KoOrpa BbICbiNan TpamBaiHble 6uneTbl Ha
NMCT KapToHa, OHW "‘oxkunn’’, 1 MHe ctano ux
Xanb...

B.T. To ecTb — KaK y papauctoB — TyT cydnu-
pyeT cnyuai, aa? Boobwe, — urpaet nu cnyuau
TY VAW UHYIO PONb B TOM, Y4TO Tbl Aenaellb?

I.X. Be3 koHua! A HUYero He NhaHUpYIo, HUYEro
He xouy. Cnyvain — nHuumatma. Kak cema, us
KOTOporo — noAao6HO AepeBy — npowu3spacTaeT
cucrema.

B.T. Pacckaxu npo cBOW NepBble wWarn 3Aech.
r.X. No-suanmomy, Heto-Mopk cneayet paccma-
TpMBaTL OYepeAHON cnyyainHocTblo...Ho 06 atom
— nocne. Wtak, cHa4yana A, Kak 6e3yMHbIin, X0aun
no AuW3alHepCKMM KOHTOpam, npeanaran cBOw
HauBHble 3CKU3bl MancTyKoB, 3Ha4KoB, pybawex
W wonnuHr-63roe (MHe-To Kasanocb, 6yaTo Het
B Mupe Huyero nydwe Hux). Korpa xe A ybe-
AVNCA, YTO MOW NPOEKTbl HUKTO U HUKOrAa He
BO3bMeT, T.e. He NpUMeT K WMPOKOMY pacnpo-
CTpaHeHulo, — 6bINO Y)XXe NO3AHO, NOTOMY Kak
A ycnen BOWTU BO BKYC, U B 3TOM A TOXe BUXY
WUrpy cnyvans.

B.T. Kakoii cnyuait 3aHec Te6A B Hblo-Mlopk?
.X. 3a pBa roaa A0 3MUrpaunmn A NOYYBCTBO-
Ban ce6A BbIAOXWUMCA. CnyyaitHocTn o6xoannu
MeHA CTOpoHON... CnyvaiHocTb, BOOGLLE-TO,
cnuyka, 6poweHHan Ha TBOpYeCKMW Temnepa-
MEHT, KaK Ha CTor ceHa, — a Moe ceHo 6bino K
TOMY BpeMeHU CKOpMAEHO.

B.T. To ecTb — TBOI1 OTbe3A 6bIN NONBLITKON Hait-
TU HOBOE None cny4YanHocTen?

I.X. NoacosHaTenbHO — Aa, CO3HATENbHO Xe — A
cnacan csow 6bi1T. O TBOpuecTBe A He ayman. f

V.T. When did you first begin to use visual ima-
gery?

H.K. In fact, from the very beginning: Even po-
etry written in columns is the direct result of a
visual approach to the word. Once, back in
1962, | wanted to take tattered scraps of rhyme
and snatches of stanzas and work them into a
notebook. The result was something different
from what | had expected. It turned out that |
had expressed a desire for the rea/ — a purely
verbal combination written in “lines’ appeared
to me too naive, and | felt it to be no longer
connected to the ‘ideal’’, that is, to the abstract,
conceptual side of things but to the materials
themselves: Paper, ink, letters, etc. | began to
shift the words around the piece of paper in
order to attain the best composition. | spent
eight months doing this, during which time |
created a system for writing down my poetry.
V.T. When were your visual "Haikus’ created?
H.K. In 1968. My Katsaveiki also appeared that
year. These are minimalist albums.

V.T. And the objects using wood, velvet, and
the like, the ones you had hung on your walls
on Dibenko street?

H.K. The same year. Generally speaking, wha-
tever | would undertake, | would inevitably end
up with either an object or a poem. Take my
’Man’’ for example, made up of various kinds
of debris: “"Lucky’’ tramway stubs, daily sket-
ches and esquisses of two or three conceptual
projects, etc. Initially, | had decided to throw
out all this accumulated rubbish, but when the
tramway tickets spilled out onto the piece of
cardboard, they “revived’’ and | began to feel
sorry for them...

V.T. Then for you, as for the Dadaists, chance
is at work here, is that right? In general, does
chance play some role in what you do?
H.K.Always! | don’t plan anything. | don’t want
anything. Chance is the initiator, the seed from
which, like a tree, the whole system grows.

V.T. Tell us about your move to New York.

H.K. Evidently, it makes sense to examine my
move to News York following a discussion of
chance. But more about this later. Initially, |
ran around like a madman to designers’ offices
in an attempt to sell my naive sketches of ties,
buttons, shirts, and shopping bags. (which, inci-
dentally, | thought were the best in the world).
By the time | realized that no one was interest-
ed in my projects, i.e., that they would never
become popular, it was already too late: | was
already too involved in them. | see the game of
chance at work here, too.

V.T. What chance brought you to New York?
H.K. For two years before my emigration, |
felt myself slowly expiring. Chance passed me
by. In general, chance is a match thrown onto
the haystack of the creative temperament, but
at that time my haystack was already depleted.
V.T. That is, your leaving was an attempt to
find a new field of chance?

H.K. Unconsciously, yes. But consciously, |
was saving my very being. | wasn’t thinking
about my work — | was concerned with my
fate. Having turned up in New York, | felt so-
cially oriented for the first time in my life.

V.T. Oriented towards what?

H.K. Towards social survival. I’ll explain further.

lenpux Xyodakoe (pod. 1930e.,
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Paboran e Mockee TexHuyec-
Kum nepesodyuxom. E20 nep-
8ble 3IKCNEPUMEHTbI CO CTUXO-
T80pHOU HOpMOU OTHOCATCA K
Havany 60-x 22. B 1964 2. amu-
2puposan e CIIA.

B 1968 2.6 Hsio-Hlopke 6 asaH-
2apdHom xcyprane SMC (NV° 3)
noo nceeG0HUMOM 3TO20 NEPUO-
da cruxoreopyecrea “Agro-
2padh”’, 6bin onybnuKoeaH eusy-
anbHO-cTuxoTe8opHbIli onyc Xy-
dakoea “‘Kayaeeliku”. B yucne
yYacTHUKO8 HOMEPa XCypHana
6binu: Man Paii, Quk XuzauHc,
ALwo3zedp Kowyr.

OO0HOU u3 UHTEPECHbIX CTOPOH
cTuxoTeopHozo geHomera Xy-
0AKoea ABNAETCA C80e06pas-
HaA MaHepa YuTKu co6cTeeHHbIX
cTuxoTeopeHull.

Hacroawul texct — 3anucs be-
ceob! [\ Xydakoea c xyO0xcHU-
koM B. TynuysiHbim.

Henry Khudyakov (b. 1930,
Chelyabinsk) graduated from
the Slavic Literature Depart-
ment of. Leningrad University in
1959. He has lived in New York
since 1974. His first experi-
ments with poetic form date
from the late 60°s when he also
began to distribute his hand-
made books in Moscow. artistic
and literary circles. His first pu-
blication in America was in
1968 in the avant-garde maga-
zine SMC, No. 3, (where he ap-
peared under the pseudonym
Aftograf. along with Man Ray,
Dick Higgins, Joseth Kosuth,
and others). Perhaps the most
interesting  manifestation of.
Khudyakov’s talent, though, is
his recitation of sound poetry.
The published text is a recorded
conversation between V. Tupi-
tsin and H. Khudyakov.



I.Xydarxoe e Hoo-Aopke.

B.TynuybiH u . Xyodakos.
V.Tupitsyn and H.Khudyakov.

H. Khudyakov.in New York.

3aHumancA csoeit cyabboir. Okasaswmncy B
Heto-AopKe, A Bnepsble owyTun ceba counans-
HO OPUEHTUPOBAHHbLIM.

B.T. Hauto?

I.X. Ha coumnanbHoe BbhkusaHue. Ceiiuac noAac-
Hio. Korpa B Poccun A nucan ctuxu, 3to 6bin
cBoero poaa oHTaH, Ha rpebHe KOTOpoOro A me-
TancA nopaobHO cTpeko3e wunuM BGymaxke.
3aechb ke HauMHaewwb UCNbITbIBaTbL AEUCTBUE CO-
uManLHOro pasapaxxuTtenA, WHaye roBopA, BO3-
HUKaeT >kenaHve 6onee aKTUBHOrO KOHTaKTa C
nAbBMU, XKenaHue BHECTU BKNaA B U3MeHeHue
MX KWU3HW, XenaHue obpecTu couuanbHbI CTa-
Tyc. Bo BCAKOM cny4ae, 3TO TO, 4TO A 4YBCTBO-
Ban B NepBble roAbl CBOeM xU3HK B Huto-Mopke.

B.T. Ckaxu, KaK Tbl nepewuen OoT 3HaYKOB, ran-
CTYKOB U aBoCeK K Bewam 6onee MOHyMmeH-
TanbHOro NNaHa, T.e. K NUAXKAKaMm, >XuneTam,
py6awkam?

.X. A pabotan c Tem, 4TO BUAeN Ha ynuuax.
MomMHUTCA, MHe cTaHOBMNOCb Kak 6bl 3actetu-
4eCKUW HeNnoBKO 3a TeX, KTO B KapKUW AeHb pas-
BA3bIBaN rancrykK, ocTaBNAA KOHUbI 6onTaowm-
muca no o6enm crtopoHam py6awku. Korpa Ia-
rapa Keiicu cnpawmsanu, oTKyAa y Hero aap Ac-
HOBUAEGHWUA W, B 4aCTHOCTU, AP MEAULMHCKOWU
AWAarHOCTMKW, OH OTBEYan, YTo 3TO OT OCTPOW
noTpe6bHOCTM NOMOoraTh NIOAAM.

Tak n B moem cny4ae c ranctykamu: uaea Ha-
NoXeHuA, T.e. n3obpakeHWA rancrtyka Ha py-
fawKe, 4T06b1 OH Kak 6bl M 6611, U He Bbin oA
HOBpPEeMEHHO — 3Ta MAEA rPaHuuYMna C NONbITKON
1n36aBUTL YenoBeKa OT 3CTETUYECKOWU AUNEMMBI.
MpumepHO TaKUM ke NyTeM A NOCTENEHHO Lien
M K Apyrum Bewam, — BNAOTb 4O MOHYMEHTanb-
HbiIX. Yem 6bI A HU yBnekancAa — nNepBbIM UM-
nynbcom Bceraa 66110 cocTpaaaHue.

B.T. 3Hauut, Kak u y Keiicu, B Tebe ectb no-
TpebHOCTL 6bITb 3CTETUYECKUM ACHOBMAUEM W
3cTeTUYeCKUM BpaueBaTenem?

.X. [a, HO 3a 3CTEeTUKOWU CKpbIBAeTCA 3apaya
NPOABMEHUA FyYMaHHOCTU APYroro CBOWCTBa...
Mo mepe TOro, Kak pocna yBepeHHOCTb B c06-
CTBEHHOMU XYAOXXHUYECKOM U pemMecnieHHUYeCKOW
3HaYMMOCTU, A CTan NbITaTbCA NpeanaraTb OKpy-
»KalowWuUM CBOU peuenTbl, — ONATb-TaKK, NbITAACH
MCNpPaBUTb 3CTETUYECKUE MOrpeLlHOCTU, BOLles:
wue B8 obuxon. A owyTun ceba yxe B COCTOA-
HUM 6pocuTb nepyaTKy MUpy Au3aliHa, U3aa-
TenbLCTB, ranepei, — KONOCCaNbHOU UHAYCTPUM,
HasA3bIBalOWeX obLecTBy Knuile BKYCOB, NOX-
HYI0 3CTeTUYeCKY0 aKTUBHOCTb. Boobuwe-To,
TemnepamMeHT HE3aBUCMMOro CKnapa conpupo-
AeH KomeTe: nepBoe CONPUKOCHOBEHWE C 3eM-
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When | wrote poetry in Russia, it was as if |
were a dragon-fly, a piece of paper being tossed
about on the crest of a fountain. Here, you be-
gin to feel the existence of social irritant. Put
another way, there arises in oneself the desire
for more active contact with people, a desire to
contribute something toward changing their
lives, a desire to acquire social status. In any case,
this is what | felt the first year of my life in
New York.
V.T. Tell us how you moved from making but-
tons, ties, and shopping bags to making things
on a more monumental scale, that is, your
coats, vests, and shirts.
H.K. | worked with what | saw on the streets. |
remember | felt esthetically uncomfortable for
those men who on a hot day loosened their
neckties, leaving them to hang on either side of
their shirt. When Edgar Cayce was asked where
he got the gift of clairvoyance and, specifically,
his gift for medical diagnostics, he responded
that he got it from his keen need to help peo-
ple. This is my case with ties: The idea of super-
imposition, i.e., of portraying a tie on a shirt so
that it would seem to be and not to be at the same
time, this idea was contiguous to my attempt to
deliver man from his aesthetic dilemma. It is
precisely in this way | gradually went on to other
things, right up to my monumental works In
whatever has fascinated me, compassion has
always been my first impulse.
V.T. That is, like Cayce, you need to be an aes-
thetic clairvoyant, an aesthetic healer?
H.K. Yes, but behind the aesthetics the pro-
blem of developing another kind of humanity is
concealed. As my confidence in my own artist-
ic and artisanal significance grew, | began to try
to offer my prescriptions to my surroundings,
once again attempting to correct the aesthetic
mistakes that had come into use.

| felt ready to:challenge the world of design,
publishing, galleries, those colossal industries
that tie society to cliches of taste, to false aes-
thetic activity. In general, the temperament of
an independent constitution is like a comet:
upon contact with the earthly atmosphere it im-
mediately swerves off to the side, into the realm
of original ideas. Having grown up in the world
of design, on the plane of material things, particu-
larly, on the plane of everyday motives, causes,
aspirations for a kind of aesthetic aid, of impulses,
temptations, and chance, my interests, finally,
lost touch with thisworld; i.e., they have departed
from the limits of the functional.
V.T. Your taste, as many have noticed, some
with sympathy (I number among these) and
some without, departs from the conventional
standards of what is beautiful or correct. What
do you think about this?
H.K. My taste is my own aesthetic diagnosis of
what is going on. Whatever lacks aesthetic ba-
nality, cliche, is for me a point of support, a
means through which | hope to “remake’’ the
world. Why? In the name of aesthetic rescue.
V.T. Aesthetic altruism?
H.K. Only as a manifestation of anxiety vis a vis
the aesthetic state of my surroundings. Only in
this way, on an ideal level, can | consider myself
an altruist. Not on any other. In reality this aid is
of a spiritual nature, brought about through
aesthetic education. But this is what is interesting;
The form of aesthetic charity can turn out to be
too obtrusive, too hyperbolic. Taken in an
overdose, it is a calamity, an aesthetic disaster.
Apparently, there is an indespensible balance, an






HON aTMocdepon — U cpasy ke B CTOPOHY, B 06-
nacTb opuruHanbHbIX naei. Poauslumncs B mupe
Av3aliHa, B NNOCKOCTM MaTepuanbHbIX BeLlew,
cyry6o 6biToBbIX NOBOAOB, MOTUBOB U NOGYX-
AeHWIA TUNa 3CTeTUYeCKON NOMOLM, UMNYNLCOB,
cobnasHoB, cny4YailHOCTeid, — MOW WHTepeChl, B
KOHEYHOM uTOore, OT 3TOrO MUPa OTOPBanNUChL,
T.e. BbILWAW 33 Npeaenbl MYHKUUOHANLHOCTH.
B.T. TBoii BKYC, Kak MHOIUE OTMe4aloT, — OAHU
C cumnatvei (M A B uX unucne), apyrue — 6es,
PacxoauTCA C¢ KOHBEHUWOHaNbHLIMKU 3TanoHaMn
TaKoOBOrO, C 3TafNoOHaMu TOro, YTO €CTb Kpacuso
MAN YTO ecTb NpaBUNbHO. YTo Thl 06 3TOM AyMa-
ews?

[.X. Mot BKYC — 3TO MOW MHAMBUAYaNbHLIA 3C-
TeTUYeCKuin anarHo3 npoucxoaawero. Yrto e
KacaeTcA OTCYTCTBMA 3CTeTUYeCKOW 6GaHanbHoO-
CTKn, 3aWITAaMNOBAaHHOCTK, TO 3TO U eCTb Ta TOYKaA
onopbl, NOCPEACTBOM KOTOPOW A Haaelch ''ne-
pesepHyTb Mup’’. 3ayem? — B nopaake acteTu-
4eCKOW BbIpYyYKHU.

B.T. OcTeTnyeckunii anbTpyusm?

I.X. Becero nuwb npoAsneHne 06ecnoKoeHHOCTH
no NOBOAY 3CTETUYECKOrOo COCTOAHUA BAMKHUX.
Tonbko B 3TOM, MAeanbHOM NnaHe — A MOry
cunTaTth cebAa anbTpyuctom. Hu B Kakom apy-
rom. Beab Ha caMom aene — 310 Nomouwb AyX0B-
HOro xapakTepa, ocyLlecTBNAeMan yepes 3cTeTu-
YyecKoe BOCnuTaHue.

Ho BOT 4TO UHTepecHO: dopma 3cTeTUYeCKOro
MUNOCEPAUA MOXET 0Ka3aTbCA CANLUKOM HaBA3-
4ynBoMn, cNUWKOM runep6onuyHon. B n3bbiTou-
HOW po3e — 310 o6opaynsaeTcA 6GeacTBuem. Jc-
TeTUyeckUM Hacunuem. [lo-Buaumomy, TyT
Heobxoanm 6anaHc, peuenTypHaA TOYHOCTb.

B.T. EcTb owyuweHue, 4To TBOU paboTbl NepeHa-
CbilleHbl CBETOBOW APKOCTbLIO, B3PbIBYaTOCTLIO.
U npu atom, kak y dunoHoBa, Hanop mMenovei.
BontoHTapuam ato unu dopmyna?

. X. OHepruitHaA AWHaMMKaA — KaXKyLLaACA W3-
6bITO4HONU? — HeT, 3TO KOHeYHO ke, He BONIOH-
Tapu3m, a 3anonHeHue cdopmynsl. MNoka A ee,
3Ty dopmyny, He 3anofHI, A — BHYTPeHHe —
Becb yewycs! A NnoroHAemM — A0 TOro MOMeHTa,
noKa naeA He 3aCTaBUT MEHA NPeACTaBUTL ee
TaKOW APKOKPACOYHOW, KAaKOW OHa U XoTena
npeacTaTh.

B.T. Ectb nn y Te6Aa HapaboTaHHble nNnacTuvec-
Kue NpUHUUNLI, NpUeMbl?

. X. NoarotoBka K peweHW0 HOBOW 3aAaun —
3TO NOAroToBKa K 6uTBe. A ANA Ka)kKaon cneay-
towein 6atanuu Hy>xeH HOBbIN HacTynaTenbHbIA
maHeBp. OroHb TBOpYECKOro nNoucka npu pelue-
HWA ouepeaHOW 3apaun obGopauvBaeTcA Kyuewn
wnaka. Fopa wnaka pacteT — 310 Npuemsbl. Ko-
HEYHO, pacTeT U apceHan YUCTO pemecneHHuYec-
Koro nnaHa. B cmbicne akoHomMun BpemeHw.
TexHuvyeckuit acnekT.

B.T. Tbl npexxae pacckasbiBan, 470 B TBOMX NnA:
Kakax ecTb Hemano rpacmyeckux U LBETOBbIX
accoumaumnin, ceaAsaHHbix ¢ Helo-Mopkom: Hbio-
NOpKCKWe Yynuubl, HbIO-NOPKCKWE HEOH WU T.N.
Boob6uwe, TBOW uBET — 3TO UBET 38 OKHOM, UnN
TOT, YTO Thl BUAULLL BO CHe, 33 3KPaHOM peans-
Horo? Ectb kakue-nu60 COOTHOLIEHUA MeXAay
ABYMA 3TUMU LLBETOBLIMW MUpaMK?

. X. Ecte! Takue cooTHOWweHUA ecTb. PasymeerT-
CA, XXWBOMWUCAaTb HEOH WUAWN YNULUblI — NOXHbLIA
nyTs. O Tex, KTO 3TO AenaeT, MOXHO CKa3saTb,
4TO WX 3HEePrMA AOCTOWHA Nyylwero npumeHe-
HuA. KOHEYHO, YTO-TO B MOMX XOnCTax, NuaXa-
Kax u B rpadmke HaNOMWHaeT CyMaclUeALlYo
APKOCTb FrOPOAa, HO A Npeanonarakw, YTo 3Hep-
TMAHBIA HaNoOp CBA3aH C MHTPeANEHTOM, NPUBHe-
CeHHbIM U3 Apyroro mupa. A Beab HUKOraa He
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exactness of the prescription. And when this is
achieved, you get a real doer.

V.T. Some feel that your work is oversaturated
with luminous brightness, with explosiveness.
And, like Filonov, a strong emphasis on trifles. Is
this voluntarism or a formula?

H.K. Seemingly redundant dynamics of energy?
No, it is of course not voluntarism, but the ful-
fillment of a formula. Until | fulfill it, I'm —
inwardly — itching. I’'m driven on until the mo-
ment the idea makes me present the brightness
that it wanted to offer.

V.T. Do you have plastic methods, principles at
work?

H.K. The preparation for working out a new pro-
blem is the preparation for battle. And for every
new battle you need a new offensive maneuver.
The fire of the creative search for a solution to
an immediate problem circles around a heap of
dross. The hill of dross grows — this is the me-
thod. Of course, an arsenal on a purely artisanal
level grows as well. In the sense of the economy
of time. In the technical sense.

V.T. Once you said that much of the color and
graphics in your coats is associated with New
York: New York streets, New York neon, etc.
In general, is your color the color you see out of
a window or that which you see in a dream, be-
hind a screen of the real? Is there some kind of
connection between the color of these two
worlds?

H.K. There certainly is such a connection!
Apparently, it is a deceitful thing to paint neon
or streets. One may say about those who do it



CKOMUPYI0 HEOHOBYHD peKnamMy TaK KaK OHa
ecTb. 1 HUKTO He ckonupyeT. MoToMy 4TO OHa U
TaK Npu3BaHa CUATb Ha NpeAene CBOUX NOMUHU-
CUEHTHbIX BO3MOXXHOCTEMN. . .

B.T. CnosoMm, ana Te6a Hbio-Mopk — 3to pas-
ApaxuTens?

r.X. Da, pasapaxutens. MHe aan Heio-Mopk,
KaK norpemywka paetcA pebeHky. Moxket
6b1Tb, ANA pebeHka — 3TO 3HUMKNONEAUA, KaK
anAa cdapucea Tanmya. Unn kak anA JleBuTaHa
— neinsax. Ha TomM ypoBHe CO3HaHWA CTOr ceHa
6bin pasapaxutenem. OaHn Ha Hulo-Aopk rna-
AAT CO CKYKOW, @ APYrM OH B BOCTOP>KEHHOCTb
W uYepe3 3Ty BOCTOPXXEHHOCTb OHW HaYUHaOT
6ynbKaTb, T.e. A€ACTBOBATH.

B.T. Tbl cuntaews ce6A CNPOBOUUPOBAHHbLIM?
r.X. Ba, a 6yayum cnpoBOUMPOBaHHbLIM, A CTan
6ecnokoliHbIM, oaepXxumMbim. He 3Halo — 6ecom
m ayxom. [lyxoBHble cunbl NPULLNOPUBALOT Te-
6A, 4TO6bI Tbl CKaKan B HY>XHOM HanpaBneHuw
noka 6GeaHbI B CBOEN OAEPXUMOCTN W OTYaA-
HUK, Kak mudonormyeckan KopoBa, NOroHAe-
MaA 0BOAOM, Tbl He W36aBULILCA OT CYMMBbI pas-
Apaxkutenen.

B.T. He uyBctByewsb nNu Tbl ceb6A UMHUYHO UC-
none3yembim? U Te6A He yApyvaeT Takaa pons?
. X. HeT, noTOMy 4T0 A UHCTPYMeHT, 6e3 KoTo-
POro cUnbl, 4TO CTOAT 33 MHOMN, HEe B COCTOAHUN
martepuanbHO peanu3oBaTbcA. 1 COBepLUEHHO He
4yyBCTBYIO cebA yHWkKeHHbIM. Kak 6bl OHKW, 3TH
cunbl, He 6biNU Bblle MEHA OPraHW3oBaHbl, A
noHUMalo, 4To B 6eCKOHe4HbIX acnekTax ¢eHo-
MeHa XXU3HW TPYAHO CKasaTb, KTO BTOpocTene-
HeH U KTO nepBuyYeH. BbITb MOXeT, B naee yeno-
BeKa A coBeplueHHee KakKoro-Hnbyab 6eccmepT-
HOro Ayxa, T.K. A CO3AaH ANA TOro, 4Tobb! 3TO-
MY AYXY NPUAATL 3Ha4YeHMe.

B.T. ToBopa 06 ynomanyToW TOo60W '‘npepHa-
3Ha4YeHHOCTU'', — cKaXn, — ecTb N y TebA oLy-

weHue cobopHOCTM B 3TOM nnaHe? YyBcTBYyewsb

Y Tbl @AUHCTBO C Konneramu?

. X. Het. B aHrnuiickom ectb BbiparkeHue: '‘Ko-

pabnu, KoTopble NPOXOAAT B Houn''. OHK Mory1

APYr Apyry NOMaaYnTb, He OCTaHaBNUBAACH, UAA

CBOMM KYpPCOM W OCBelLlaA NyCcTyto NOBEPXHOCTb

BOA .

B.T. Yo anA Teba pe3ynbTaT TBOpYECTBA?

r.X. Beww, urpaiowme aBTob6uorpactmyeckyo

pons. Kak cotorpadumn BcTpey. AMyneTbl.
Cnepbl ayxa Ha necke. [lyxa, KOTOpbIvi N0 MHe

npowen. BepHee, npowen no necky B 06yBw,

KOTOpaAa — A.

that their energy is worthy of better application.
Of course, something in my vests, coats, and in
my graphics reminds one of the crazy brightness
of the city, but | would propose rather that the
energy of this overabundance is connected to
those ingredients introduced from another world.
I almost never copy the neon sign. And no one is
able to copy it, because in this way the sign is
called to shine upon the limits of its luminescent
possibilities.

V.T. In short, is New York an irritant for you?
H.K. Yes, it is an irritant. | was given New York
the way a child is given a rattle. Perhaps for the
child it is an encyclopaedia, like the Talmud to
Pharisee, or the countryside to Isaak Levitan.
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On this level so was the awareness of the hay-
stack irritating. Some look at New York with
boredom, others, with enthusiasm, and with this
enthusiasm they begin to gurgle, that is, to act.
V.T. Do you consider yourself provoked?

H.K. Yes, though in being provoked | became
disturbed, posessed. | don’t know whether it is a
demon in my soul or not. Spiritual forces spur you
to rush in a particular direction while you are
poor in your possessions and despairing: Like the
mythological cow who is chased by the gadfly,
you don’t ever get away from the-source of your
irritants.

V.T. Don't you feel cynically exploited by these
forces about which you just spoke? And taking
on such a role doesn’t depress you?

H.K. No, because | am an instrument without
which the forces that stand behind me could
not realize themselves materially. | don’t feel at
all humiliated. However more complex than
myself these forces may be, | understand that
given the endless aspects of life’s phenomena it
is difficult to say who is primary and who is
secondary. Perhaps as a man | am more perfect
than any kind of eternal soul, as | am created in
order to give this soul meaning.

V.T. Now that you have mentioned "‘goals’’, do
you feel at one with your colleagues?

H.K. No. There is an English expression: '‘Ships
that pass in the night.”” They can loom over each
other, not stopping, going their own course and
lighting up the empty surface of the water.

V.T. What for you is the result of your work?
H.K. Things playing an autobiographical role.
Like a photograph of a meeting. An amulet. The
tracks of a spirit in the sand, a spirit which has
come into me or, rather, which has come along
the sand on shoes that are me.

Translated by Jodi Dayard

Becrnuk, 1979-80
XoscT, Macno.

75 x 70

Harbinger, 1979-80
oil on canvas

75 x 70



ivan chuikov
UBaH UYUKOB

Podunica e 1935 200y. Xueer u
paboraer.e Mockee.

Born in 1935. He resides and
works in Moscow.

MBan YyiikoB paspabartbiBaeT rnasHbIM 06pa-
30M aBe 6onbwne TeMbl. C 0AHOW CTOPOHBI, OH
TBOPUT CBOW A3blK, COOTBETCTBYIOWUA €ro UH-
AUBUAYaNbHOCTU, €ro MUPOBO33PEHUID, HAaCTON-
4YUBO NbITAACb YCTAaHOBUTb NPAMOE OTHOLUEHUe
¢opMbl K MUPY HOBOI peanbHOCTU, CTPEMACH
BbIpa3uTb HeBUAUMbLIE, HO OWYTUMbIE CUNbI
YKU3HM, BOCNPUHMMAA MUP KaK 4acTb Camoro ce-
6A. ®aKTUYECKU 3ITO He HOBLIW A3bIK, 3TO OT-
KpbiTMe MUPa B ero HOBOM acnekTe, rae BCAYeC-
KW BbLIABNAEGTCA ero BewecTBeHHOCTb, ero cno-
COBHOCTb AeiNCTBOBaTbL He TOMbKO Ha 3puUTens-
Hble OWYLLEHUA, HO U Ha MOTOPHblE, Bbi3biBaA
3MOUMOHANbHYI0 3MaHauuilo MNepexMBaemMoro
npocTpaHctea. C Apyroi CTopoHbl, OH Kak 6bl
WPOHUYECKU  penpoayuupyeT  pPEeHeCCaHCHYH
KOHUENUUi0 UCKYCCTBA, HaKNaabiBaA pa3feneH-
HO NOHATUE Ha o6pa3, UNNO3NI0 Ha peanbHOCTb,
HaMepeHHO NyTaA U conoctaBnAA ux. O6e atu
npo6nembl TBOpYecTBa YyiikoBa TeCHO CBA3aHbl,
W BTOpaA eCTb MO CywecTBy oOTpuuaTenbHan
ctopmynupoBka nepsoii.

Mup npeacTaBnAeTCA XYAOXKHUKY KaK Belub,
MaHUECTUPYIOLWAA 3TOT MUP, KaK NNacTUYyecKu
CBepHYyTOe NPOCTPAHCTBO NepeXxusaemoro 6bl-
TMA. B 3TOM TBOpeHWu Beluend nexat UCTOKMU
BCAKOro TBOPYECTBA — NepBble CXeMbl apXUTEK-
Typbl, apxeTunbl U306pa3uTenbHOro UCKYCCTBA,
NPUKNAAHOrO XYAOXECTBEHHOro pemecna, T.e.
nepsocxeMsbl hOpMoobpasoBaHUA MaTepuu unu,
KaK ckKa3an 6bl cOBpeMeHHbI UCKYCCTBOBEA —
"apT-au3aitH’’. OCHOBHOI 3aKOH 3TOro TBOpYe-
CTBa roBOpuUT O TOM, YTO u3obparkaemoe TOX-
AecTBeHHO u3o6paxaiowemMy. Takum o6pasom,
Belb, U306paXkaoLan OKHO-NPOCTPAHCTBO cama
eCTb 3TO OKHO-NpocTpaHcTBO. Kak noctynan go-
ucrtopuveckuii yenosek? OH co3paBan nepsble
cTON6bI U3 CTOALWMNX BLICOKUX KaMHEW — MeHIu-

Nedizax, 1981
CMeWaHHan TexHUKa
85x 127

Landscape, 1981
mixed media
85 x 127

There are two major aspects to the work of lvan
Chuikov. On the one hand, he creates his own
language, which corresponds to his individuality
and his world view, persistently attempt-
ing to establish the direct relationship of form to
a new world-reality, striving to express the un-
seen, but tangible powers of life, conceiving of
the world as part of himself. However, this is
not a new language, but a discovery of the world
in its new aspect, where its materiality is mani-
fested in many ways; its ability to act not only
on visual sensations but on motor sensations as
well, stimulates an emotional emanation of ex-
perienced space.

On the other hand, Chuikov ironically repro-
duces the Renaissance concept of art, superim-
posing ideas onto the image, superimposing illu-
sion on reality and deliberately confusing and
juxtaposing them. Both these problems are clo-
sely tied in Chuikov’s work and the latter is es-
sentially a negative formulation of the former.

Chuikov imagines the world as an object which
manifests this world — as the plastically rolled-up
space of experienced existence. In this creation
of objects lie the sources of all creation — the ar-
chetypes of architecture, of the visual arts, of
the applied arts — that is to say, the archetypes
of the formation of matter, in other words, de-
sign. The fundamental law of this creation states
that the depicted is identical to the depicter.
Thus, the thing which depicts the window-space
is itself this window-space. Pre-historic man crea-
ted the first pillars from tall standing stones
(they were really the first columns). He then pla-
ced a horizontal block on the verticals and the
first door/gate/window came into being. This
first human construction was an expression of
the stage upon which the action of primitive



poB (MMeHHO B HUX 3an0)KeHa NepBaA KONOHHa),
Ha BepTUKanbHble rNbibbl OH KNan nonepevHyto
rOpU3OHTanbHY0, U BO3HUKanNu nepsble ABEpU —
BOpOTa — OKHO. JTa NepBaA KOHCTPYKUWA yeno-
BEKa U ABNAETCA BbIPaXXEHMEM TOrO CUEHapuA,
rae NPOUCXOAUT AeicTBUE BCero NepBobbiTHOMO
Muca — HU3, Bepx, BbICOTa, 3eMnA, He6o. Pak-
TUYECKK, TO e camoe ocyuiecTBnAeT Yyiikos,
pewan nNpu 3TOM Kak 6yato cneuundmueckue
XYAOXKECTBEHHble  Npobnembl,  HaKnaabiBaA
NNeHKY-UNN3U0 Ha NOBEPXHOCTL PeanbHoro B
CBOeil BeLleCTBEHHOCTU Ob6beKTa U KOMMEHTU-
pYA 3TOT npouecc KakK rnaBHYl CBOK 3apavy-
npo6nemy. Ho npu BHUMaTenbHOM paccmoTpe-
HUN BLIACHAEGTCA, YTO 3TO He rnasHaA, a BTOPO-
cTeneHHaA, XOTA U HeNnoCPeACTBEHHO COMYTCT-
BYIOLLAA NIMHWUA ero TBOpYecTBa U NpuU 3TOM HO-
CAWAA ABHO KpWUTUYecKUA xapakTep. [lemoH-
CTPUPYA KaK XYAOXHWK B MNacTU4eCKOM coe-
AVHEHVUN pasbefuHEHHble B onpeaeneHHbId Mo-
MeHT uctopun obpas n noHatue, NeaH Yyikos
B8 CBOEM MUPOOLLYLIEHUA UX COBEPLUEHHO He
paspenaet. OH, Kak 6bl BCe No3abbiB, NOAOGHO
NepBO6LITHOMY uYenoBeKy, HauyWHaeT 3aHOBO
KOHCTpyupoBaTb Mup. PARAOM ¢ HacToAWMM OK-
HOM, KOOPAWHMPYHOLWMM NPOCTPaAHCTBO, NOAB-
NATCA ‘‘naHopamsl’’, no cdopme 6nuskue Ky-
6y, Nnapannenenuneay UNU K Takowu nepBocxeme
CryLleHHOro nNpocTpaHcTBa Kak crton. Cton me-
Tadopusyer B MUMDONOrNYECKOM CO3HaHUU
BbicoTy — He60 — 3emnio. OH pa3penAeT Nopo6-
HO rOpU3OHTY He6O U NpeucnoaHio, 3TH ABa
MUONOruYecCKUX MuUpa, HO U COEAUHAET UX B
OAHO uenoe uepe3 ONMO3ULUIO XWU3Hb-CMEPTb
CBOUMU FpaHAMU — OrpaAolo, 3aBecoto, NOBO-
pauMBaACb K COBpPEMeHHOMY 4YenoBeKy BbiBep-
HYTO Hau3HaHKy naHopamoi. [lsepu — BOpoO-
Ta — OKHO, CTON — orpajaa — 3aBeca — BOT OC-
HOBHble BelllHble MeTadopbl NepBO6LITHOrO MU-
¢da. OHM npeawecTBYOT 6GbITOBLIM ABEPAM WU
OKHaMm, cTonam, 3asecam. Ewe po toro, kak no-
nacTb B KBapTUpY ¥ AOMa, B KayecTBe noao6un,
OHUW 3aieP>XUBAIOTCA B TeaTpe u xpame.

Yepes mudonornyeckoe BoOCNpUATME MUPA
TBOpYecTBo MBaHa YyihkoBa nepeknukaetrcA C

myth took place: bottom, top, the heights, the
earth and the sky. Chuikov enacts virtually the
same thing, solving what seem to be specifically
artistic problems while superimposing an illu-
sory film on the surface of reality, in the mate-
riality of the object, and commenting on this
process as his chief task.

But upon careful examination, it becomes clear
that this is not the primary, but the secondary
line of his work (although the two invariably go
hand in hand) and it is clearly critical in nature.
As an artist, Chuikov demonstrates the plastic
joining of the image and concept, which were

Lopoxwrbil 3nax 11, 1973
CMeWaHHanA Tex HUKa
63x 63x35

Road Signs 11, 1973
mixed media
63 x 63 x 35

Aopoxcrpili anax |, 1972
CMBUWAHHEA TeXHUKE
77 x 100

Road Signs |, 1972
mixed media
77 x100



npo3peHnAamu Mapcena [llowaHa, XOTA UCKYC-
cteo [liowaHa HocuT 6Gonee NPOeKTUBHLIA —
WAeanbHbI XapaKTep, YeM COBPEMEHHbIA KOH-
uentyanusm. AinAa [iowaHa Bewb Kak 6bl 3aHO-
BO CO3AaeTCA NULb B ee naee, NpoeKTe u cpasy
BuAUTCA B rotosoit copme. Yyiikos aeincteu-
TenbHO CO3AaeT MNepBOCXeMY W Nepsbii ane-
MEHT B ero BelHOM OCA3aHWW, obpawancb Ha
npAMyl K apxauke. [liowaH yTBepXAaeT:
""Bce ecTb UCKYCCTBO, €CN OHO BbIPBAHO U3 ero
6bITOBbIX CBA3E UK eCNK A NOKa3blBalo Ha He-
ro nansuem’’. [la, necTBUTENBLHO, B 3TON NO3U-
uMn BO3HWUKaeT Belub, HO Belb 6e3 oBnaseHuA
NPOCTPaHCTBOM, Bewb 6e3 cob6CTBEHHOro cum-
BONa, BHe ee CBA3U C KOCMOCOM.

YyiikoB, 3aMbiKaA NPOeKTUBHOE CO3HaHue, yc-
TpemneHHoe B GyAyuiee, OTKpbIBaeT NyTb K wUc-
TuHe 6bITUA, OcTaBaACb B HacToAwem. OH nbi-
TaeTCcA, KakK ckasan 6bl Xaiigerrep, NpucnyLuaTthb-
CA K TOMYy, 4TO roBOPUT CaM MNnacTU4yecKui
A3bIK, ero "peyeHun’”’, ‘‘ronoc 6biTnA’’. B pen-
CTBUTENbHOCTU TONbKO OTKPbITOCTb BbITUA, CBU-
AetenscTByeT YyWKoB, MOXKET NOMOYb YeNoBeKy
nepexusBaTtb TaliHy TBOpuYecTBa u obpecTtu noa-
NUHHYIO 3kcucTeHuuto. KoHuentyanusm WeaHa
YyiikoBa HanpaBneH Ha XyAOXecTBeHHOe Nnpeo-
6pakeHne Mupa OT NNOCKOCTWU, NOBEPXHOCTU K
NPOCTpaHCTBY, OT NOHATUA K o6pa3y. Ero npo-
6nematuKka U ee peanusauuA CBUAETENbCTBYIOT,
YTO B Halle WHTeNNeKTyanu3upoBaHHOe BpPeMmA
XYAOXKHUK He MNOonb3yeTcA ''BbiNyLlieHHbIMK',
YUCTBIMU NPO3PaYHOCTLIO HAy4YHOro 3Kcnepu-
MeHTa NOHATUAMMW, KOTOpbIe, Kasanock 6bl, Aon-
»KHbl 661N NPUATU Ha CMeHY YYBCTBEHHbIM O6-
pa3am, Kak npeackassisan [erens. Hanpotus,
XYAOXecTBeHHoe BuaeHue YyilkoBa 3HameHyeT
poxaeHue ocoboii hopMbl NOHATUA, He B BUAe
OTBNEYeHHbIX KaTeropuit MbICNUTENbHOW Kynb-

divided at a particular historical moment. His
perception of the world does not separate them
at all. He begins to construct the world anew like
primitive man, as if he had forgotten everything.
Next to a real window, which coordinates space,
""panoramas’’ appear that are similar in form to a
cube or parallepiped or an archetype of conden-
sed space such as the table. A table is a metaphor
for height — the sky and the earth — in the my-
thological consciousness. Like the horizon it
divides those two mythological worlds, the sky
and the nether world, but unites them in one
whole, through the opposition of life and death,
with its borders, barriers, and veils, turning an
inside out panorama toward contemporary man.
Doors, gates, a window, a table, a fence, a curtain
— these are all basic material metaphors in the
primitive myth. They prefigure everyday doors,
windows, tables, and curtains. Even before they
end up in apartments or homes as likenesses,
they linger in the theater and cathedral.

In its mythological perception of the world,
the work of Ivan Chuikov has something in com-
mon with the insights of Marceel Duchamp, al-
though Duchamp’s art is by nature more of an
idealistic project than is the case with modern
conceptualism. For Duchamp, a thing is re-creat-
ed in its concept, in its project and is immediately
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Typbl MeTahu3nkn, BbITECHUBLUUX 4YYBCTBEH-
HOCTb U MUdONo3TUYHOCTL Ob6pasa, a Kak pa3s
Hao6opoT — B BUAe Tex e “apxavyeckux’’ yys-
CcTBeHHbIX kaTteropui. Moatomy Bonpoc o npe-
OAONEeHUN AUCKYPCUBHOIO OTBIIEYEHHOIrO MbILL-
NEeHUA, CUMBONU3UPYIOWEro  WNNI30PHOCTb
6bITUA, CTAHOBUTCA BaXXKHENLUMM NNAcTU4ECKUM
¥ MUPOBO33peHYeCKUM BONPOCOM TBOpYECTBa
YyiikoBa. OH Becb obpawieH K W3HauyanbHbIM,
HO He peanu3oBaHHbIM BO3MOXXHOCTAM €BpO-
neickoW KynbTypbl, Koraa 6biTue ewe He 3a-
MEHWUNOCb ero MOHATUEM, MepTBbIM CNenKoMm
ueo aywu. O6Hapy)KeHUe >KU3HEHHbIX CMbl-

Cepuozpagun, 1975
(Meng nucra us 12-1u)
57 x

Seriography, 1975
(4 sheets out of 12)
57x 43
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Bapuarrer (N°5, N°9), 1978-79
CMeWAaHHaA TeXHUKa
85x 127

Vaariants (No. 5, No. 9), 1978-79
mixed media
85x 127
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seen in its ready form. Chuikov actually creates
an archetype and a primal element in its material
tangibility, by openly referring to the archaic.
Duchamp maintained that "‘Everything is art if it
is pulled out of its everyday context, or if | point
my finger at it”. Indeed, the object emerges in
this position, but is unmastered by space, an
object without its own symbol, outside of its
connection to the cosmos.

By completing this projective consciousness,
which is striving towards the future, Chuikov dis-
covers the path to the truth of being while re-
maining in the present. He tries, as Heidegger
would say, to obey esthetic language, its ‘utte-
rances’’, the "'voice of being”. In reality, only the
openess of being, as Chuikov’s work bears wit-
ness, can help man to experience the mystery of
creativity and discover authentic existence. lvan
Chuikov’s conceptualism is oriented towards an
artistic transformation of the world from flatness
and superficiality to space; from idea to image.
The problematics of his work and its resolution
bear witness to the fact that in our intellectuali-
zed time, the artist does not make use of the
pure concepts which are 'revealed’’, concepts
which possess the clarity of a scientific experi-
ment, which, it would seem, should have taken
the place of sensorial images as Hegel predicted.
Chuikov’s artistic vision heralds the birth of a par-
ticular type of concept, not in the guise of ab-
stracted categories of the intellectual culture of
metaphysics, which have displaced the sensuality
and mythopoeticness of the image, but on the
contrary — in the form of those very same "ar-
chaic” sensorial categories. Therefore, the ques-
tion of overcoming discursive abstract thought,
which symbolizes the illusoriness of being, be-
comes the most important aesthetic and philo-
sophical issue in the art of Chuikov. He addresses

OkHo X1, 1980
630390, op2anuT, smMans
70(63) x117 x5
Window X1, 1980

enamel on cardboard and wood
70(63) x 117 x 5



CNnoB U CBA3ell B COBPEMEHHOW KynbType MbiC-
nmTcA YyiikoBbIM He KaK ee pa3pylleHue, a Kak
""NoBTOpPEHUA’’ Tex NnepBOHaYanbHbIX BO3MOXXHO-
cTeit eBpONENCKOW KynbTypbl, KOTOPble B CBOE
BpemMA 6binn ynyuleHbl paau pasBUTUA NOHATUN-
HOr0 AUCTaHUMPOBAHHOIO MUPOBO33PEHUA.

Cama koHuenuuAa ‘'OKHa' oO3HauaeT AnA Xy-
AOXHWKA >XefnaHue BbIUTU K NOANUHHOMY 6bl-
TUIO, He HaTbIKaACb Ha ee NOAMEHY B Buae pe-
HECCaAHCHOW KapTWHbI, 3aMeHUBLLEA peanbHOCTb
wwupmoii. Mapoaupya wurpoki c 3epkanamwu
Mbicnb AnbbepTu ‘'KapTuHa — 3TO OKHO B Mup'’,
YyiikoB Tem cambiM MNOKa3blBaeT, YemM He Ag-
nAercA 6biTue. 3aMeHAA OKHO 3epKarnom, Bep-
Hee ero NoHATUeM, YyilKOB pa3birpbiBaeT uenoe
npeacTaBneHue, NpUT4Yy, OCTPOYMHO PaccKasbl-
BaA, KaK peanbHOCTb NPeBpauiaeTCA B CXeMbl
paccyaka, a KapTuHa He3aMeTHO TepAeT CBA3U
Cco cBOUM nepBoobpasom. [lerdcTBUTENbHOCTb He
onpeaenAeTcA NPeAMETHOCTbIO, — 3aKniouaeT
XYAOXKHUK, — He 3aMeHAeTCA 3epKanom, rae
rpe3ATcA npu3paku 6bITUA — OHa BCeraa BbICTy-
naeT >KMBOIA Belblo-06pasom.

O6vexkTbl MBaHa YyilkoBa onuuUeTBOPAIOT
Knaccuyeckyto hopmMyny XypoXecTBeHHOro no-
BeAEHWA U CYLLEeCTBOBAHUA YenoBeKa B ero rap-
MOHUU U YypPaBHOBELWEHHOCTU B KOCMOCE: MWUP
BO MHE U A B MUpE, rAe XYA0XKHUK — TBOpeu 1
OAHOBPEMEHHO 3puUTenb — KaXAblh pas Haxo-
AWUTCA B MUpE C ABYMA NepcneKTUBamMu, NpAMon
n 06paTHOI, BHYTPU U CHapyXW, B Ha4ane u B
KOHUEe, NPUCYTCTBYA B CaMOW TKaHW >XXWU3HWU 1
0AYyXOTBOPAA ee.

B. MALIOKOB

himself completely to the primordial, unrealized
possibilities of European culture, to a time when
being had not yet been replaced by the idea of
being, the dead form of the living soul.

Chuikov sees the disclosure of vital meanings
and connections in modern culture not as its des-

truction, but as “repetitions’’ of the primal possi-
bilities of European culture, which were neglect-
ed at one time in order to develop a conceptua-
lized distanced view of the world.

For the artist, the very concept of the "win-
dow"’ signifies the desire to break out to authen-
tic being, without stumbling over its substitution
in the form of a Renaissance painting which has
replaced reality with a screen. By using a game of
mirrors to parody Alberti’s idea that ""a picture
is a window on the world’’, Chuikov demonstra-
tes what being is not. By replacing the window
with a mirror, or rather with its concept, Chui-
kov enacts an entire performance, a parable,
wittily telling us how reality transforms into the
structures of the intellect, while the painting im-
perceptibly loses its connections to its primal
image. Reality is not defined by "objectness”
the artist concludes — it is not replaced by the
mirror, where the specters of being loom — reali-
ty is always a living thing-image.

Ivan Chuikov’s objects personify the classic
formula of artistic behavior and man'’s existence
in harmony and stability in the cosmos: the
world is in me and | am in the world; the artist
is simultaneously the creator and the viewer,
each time finding himself in the world with two
perspectives, both direct and reverse, internal and
external, in the beginning and the end, animating
the very fabric of life in which he is present.

V. PATSYUKOV
Translated by Catherine A. Fitzpatrick
and Jamey Gambrell

Oxro XVIIl, 1980

lMoceawaerca M.Marwowuny
LeuxeHue 8 npoctparcree
Croxacruyeckul 8apuaHT.

0epeso, Op2anuT, anKuoHanA 3Mans
130 (112) x96 x 8

Window XVIII, 1980

Homage to M.Matushin
Movement in space

Stochastic version

enamel on cardboard and wood
130 (112) x 96 x 8



andrei abramoyv
aHApei abpamos

B Amepuke, rae BUAUO KaK XYA0XKECTBEH-
HbI METOA,CYLWECTBYET TONLKO B Npeaenax
15 net, MHOr e U3 XyA0XXHUKOB NepecTann
3TUM 3aHMMaTLCA yXke B KOoHue 70-biX rr. B
cuny papa npobnem, B OCHOBHOM CONpA-
YEeHHbIX C BO3pAacTalowWei CNOXKHOCTLIO U
AOporoBusHoW annapatypel. B Poccuun
Kamepb! U 3aNUCbIBaloLLUE CUCTEMb) OCTaloT-
CA 3a 4epTOW BO3MOXHOCTEA U, cneaosa-
TenbHO, METOA KaK TaKOBOW elle He aMop-
TuauposaH. OAHaKO, ANA XYAOXKHWUKOB,
nopobHeIx A6pamosy, Buaeo, ecnu 66l OHO
6b1N0 AOCTYNHLIM, MOTNO 6Gbl CTaTb Haubo-
nee aaekBaTHON (hOPMOI CaMOBbIPaXKEHUA.
B 1980r. oH NUwWeT: 'MeuTbl 0 KUHO, T.€. 0
cbeMKe CBOMX (hUNbMOB, A He OCTaBUN elle
W NO cert AeHb,XOTA HaAEXA C KaXKAbIM ro-
AOM BCe MeHbwe U MeHbwe''.MoaobHbIN
"ronoa no Buaeo’’ (umeeTcA B BUAY Ta pas-
HOBUAHOCTb BUAEO, KOTOpPaA BKAIOYaeT B
ceba TexHOnoruyeckue acneKTbl U ANEeMeH-
Tbl KUHO) B AaHHOM KOHKPETHOM chny4ae
nopoaun cBoeobpasHyld XyA0XKeCTBEHHYI0 dop-
My, B KOoTopow 6ymara unmu xonct o6peraioT pons
NEeHTbI, @ XYAOKHUK UAEHTU(HUUNPYETCA C CUHTE-
TE3UpYIoWMM YCTPOUCTBOM. B nonbiTke npume-
HUTL NPUHUMNGLI KUHO UNM Buaeo B pabote ¢
WHLIM NNAacCTUYECKUM MaTEePUANoM XYAOKHUK
npuberaer kK cepuAmM (rpynnam pucyHkos) . Kax-
Aan u3 cepun, 6yayun socnpousseaeHa B Buae
cnainpos (A6pamoB coTorpacmpyer Kaxayio
cAenaHHylo Bews) u 6yayuun 3aTeM CNpoeKTUPO-
BaHa Ha 3KpaH, HaBOAWUT Ha MbICNb 06 aHanoruu
C BWAEO-NEHTOM, NOKa3aHHOW B YCNOBUAX 3a-

Poounca e 1951 209y. B 1972 2.
3aKoHyun XydoxecreeHoe yyu-
nuwe nam. 1905 2. Xueer u pa-
6oraer 8 Mockee.

Was born in 1951. In 1972 he
graduated from the Moscow Art
School named after 1905 revolu-
tion. He resides and work in
Moscow.

In the USA where video as an artistic medium
has been around for only fifteen years or so,
many artists stopped working in it as early as the
late seventies due to the difficulties arising from
their dependence on extensive equipment. In
Russia, video cameras and recording systems re-
main beyond artists’reach and thus the medium
has not been explored. However, for artists like
Andrei Abramov,video, if it were available, would
have been the most adequate form of self-expres-
sion. In 1980 Abramov wrote: “’Even now | have
not given up my dreams about shooting my own
film. But every year brings less and less hope."
This “hunger for film or video’” in Abramov’s
case originated an artistic form in which paper or
canvas assumes the role of a tape, and the artist
becomes a synthesizer. In hisattempt to adopt the
principles of film andvideo art to another medium
the artist chose to work in series or groups of draw-
ings. Each series when photographed: on a slide
(Abramov photographs every piece he creates)
and projected on a screen, presentsa picture com-
parable to a video tape shown in slow motion.
Among his earlier works we find "improvi-
sational exercises”” in which he freely executes
abstract and semi-abstract graphic drawings. It
was these “‘exercises’ wich led to the development
of the serial principle that the artist later used
with other subject matters.

The theme which directly relates to Abramov’s
interest in and practice of literature is expressed
in the witty drawings done in 1977. ‘'Strange
Circumstances’’ is a good example of the artist’s
use of the narrative form. In this series the artist
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Cpeau ero paHHux paboT MOXXHO HaUTW UMNpo-
BU3aLUOHHbIE YNPAXHEHUA, B KOTOPbLIX AEMOH-
CTPUpPYETCA yBepeHHOe BnageHue TexHWkon ab
CTPaKTHOW U NONY-abCTPaKTHOW KOMNO3WULUA.
3T ynpaxHeHUA n npusenn (No MHeHWUO aBToO-
pa) K pasBUTUIO NPUHLUMNA CEPUAHOCTU, No3aHee
B3ATOMY Ha BOOpY>eHue B CBA3U ¢ npobnema-
Mu 6onee cNOXXHOro NopAAKa.

is indebted to comic books and cartoons in the
way Roy Lichtenstein is in his pop art works.
Abramov’s scenes as a rule are dedicated to Mos-
cow street activities which are recorded with the
preciseness of a camera. In the narrative series
Abramov organizes drawings in a strict order and
writes his comments or ‘‘subtitles’”” on all of
them. Thus, as in a movie any changes in the se-



Tema, KoTOopaAa NpAMbIM O6pasom cBA3aHa C
nHTepecom A6GpamoBa K 3KCnepuMeHTaMm nure-
paTypHOro TonkKa, oTpaxeHa 8 UPOHMYECKUX pu-
cyHkax 1977 ropa. "CtpaHHbie O6CToATens-
cTBa’’ — TUNMYHBLIA NpUMep UCNONB3OBAHWA NO-
BeCTBOBATENLHOrO YKaHpa. JTa CepuMA BOCXOAUT
K KOMMKCaM MM MynbTdunbmam B8 TOM Xe
cMbicne, B KOTOPOM 3TO CNpaseanueBo B OTHO-
WeHWN paHHMX non-apTHbIX pabot Poa JluxTeH-
wretHa. CueHbl, n3obpaxaembie ABpamoBbiM,
KaK Npasuno, NOCBALLEHbl CYMaTtoxe YAWUYHbIX
npoucwecTsui, UKCUPYyeMbIX C TOYHOCTbIO Ka-
mepbl. B nosectBoBatentHbix cepuax Abpamos
pacnonaraet pMCyHKW B CTPOrom nopaake, co-
NPOBOXAAA WX aBTOPCKUMU KOMMEHTapUAMMU
wnn cybturpamu’’. Takum o6pa3om, Kak 3to
CBOWCTBEHHO U 06bIMHOMY KWHO, Maneiune Ha-
PYWeEHUA B NOCNEAOBaTeNbHOCTU PUCYHKOB
(xappos), He Mornn 6bl OCTaTbCA He3ameueH-
HbIMU.

KoHuentyaneHble cepun AGpamosa obycnos-
neHbl BAUAHUEM Ha Hero noasun Benumwupa
Xne6Hukosa. OH nuwer: “"Xne6HuKoB nepsbiii
npuenek MeHA K npobneme pa6oTbl Hap CO6G-
CTBEHHO A3bIKOM WUCKYCCTBA, KaK YMCTO NO3TW-
YeCcKUM, TaK WU >XMBONUCHbLIM. YBnek paborown
Hap ero CTPYKTYpoW, NOUCKamMu  NepBOOCHOB
(7.e. NepBMYHLIX CNOB, a B XUBONUCH — KaK Gbl
NepBO3NEMEHTOB) , 3aKOHOMEPHOCTEA U HOBbLIX
8bIPasUTenbHLIX CpeacTB A3bika. OcobeHHo 3a-
HUMaeT MeHA CRAUAHME WAW CKopee coueTaHue
cnosa u U306paxkeHUA B KayecTBe HeKOro HoBo-
ro yCnoXHeHHOro 3Haka (unu HabBopa 3HakoB)
ApPYroW untaemocTn’’. PucyHikn, nopobHsie “’Bol-
CTPOKOHeYHOMY BpemeHn’’ 4eTKoO unniocTpupy-
0T NPUHLMN, NOCPEACTBOM KoToporo A6pamos
KOHCTPYMpPYeT CBOW CEMMOTUYECKHe CTPYKTY-
pol. MpocTpaHcTBO 'BbICTPOKOHEYHOro Bpeme-
HU' ynopAaoveHo 6GnaropapA Hanuuuio cepun
NNOCKOCTeH, KaXkAaA M3 KOTOPbIX HeceT Ha ce6e

¢dpasy unn otaenbHoe noHATue. B atoi pabore
XYAOKHUK He 3a6oTutcA O (opmanbHbIX vnn
KOHKPETHO-NO3TUYECKNX 3apadax, a, cKopee,
CTPEMUTCA K TOTanbHOM rapMOHWA MeXAY pas-
HONNaHoBbLIMKM O6bBEKTaMU MNU MAEAMU, Hace-
NAIOWMMU BPEMA W NPOCTPaHCTBO ero Komno-
31LMA.

Dpyroit acnekT TBOpYecTBa AGpamoBa conpA-

U3 cepuu “Mpoexter”, 1977
From serie “Projects”, 1977

quence become apparent at once.

Abramov’s conceptual or idea-oriented series
were influenced by the poetry of Velimir Khleb-
nikov. The artist says: "It was Khlebnikov who
first interested me in the problem of working on
the language of art itself. | work on the structure
of language searching for its sources. (that is the
root words, or basic elements in the plastic arts)
its rules and new expressive devices. | am particu-
larly attracted by the mingling, or rather the
combination of the word and image as a new,
complicated sign. (or series of signs) that can be
read in a different way’’.

Drawings like “Quick Pointed Time’ clearly
illustrate how Abramov erects his semiotic
structures. Its space is created through a series of
planes each of which carries a phrase or a single
word. In this work the artist is not concerned
with formal and poetic problems but rather seeks
a total harmony between seemingly unrelated
and diverse objects and notions existing in time
and space.

Another aspect of Abramov’s work relates to
his interest in Zen philosophy from which is
derived a series of drawings called ‘'Frames.”
Each drawing consists of a frame which delinea-
tes empty space or a highly laconic graphic com-
position. In "Quick Pointed Time’ and in ""New
Lexicon”’, Abramov “interprets the world by
grasping little pieces of it” and giving “‘an appro-
ximate vision of the whole only through a series
of grasps.” In “"Frames’, however, he reduces
his verbal and visual vocabulary to the minimum
and attempts to achieve metaphysical exactness
in a single drawing.

The ""Frame” depicting triangle, circle, and
cube is a good example of Abramov’s metaphy-
sical symbolism. Plato in his philosophy of
Forms claims that ‘‘the world of pure form (ma-
thematical figures and their relationships) is the

]

real world, whereas the world we see, is the realm
of the unreal, of illusion, of change, and of
death.” Abramov’s drawing with three basic
geometric shapes. (the cube is homomorphic to
the square) seems to be the visual expression
of Plato’s idea of ‘’the real world.” In fact, in
each series the artist shows his awareness of Pla-
to’s two worlds, constantly moving from reality



»eH ¢ uHTepecoM K [13eH. MocneaHee — paeT
MMNYNbC K CO3A3aHUI0 CEpUH PUCYHKOB, UMEHY-
embix "'Pamkamu’’. Kaxxabli puCyYHOK cOCTOMUT
13 paMKWu, ouepuMBaloLLei NycToe NPOCTPaHCTBO
VNN KpaiHe NaKOHWYHYIO rpaduyecKyto Komno-
snumio. B "BuicTpokoHeyHom Bpemenn' u B
""HoBom JlekcukoHe'' AbBpamos uHTepnpeTupy-
eT MUP METOAOM 3KCTpanonAuuu, T.e. Kak 6bi
3K3amMeHyA ‘oTAeNbHble ero Kpynuubl U co3na-
BaA NPUBAMKEHHYI0 KapTWUHY Lenoro Ha OCHO-
BaHWW KOHewHoro uucna npo6’’. C apyrow crvo-
POHbI, UMeHHO B 'Pamkax’ dpaseonoruueckun
W BU3yanbHblil apceHan AOBOAUTCA A0 MUHUMY-
Ma B CTPEMANEHNN A0CTU4Yb MeTatdn3nyecKon Tou-
HOCTV B KaXXA0M OTAENbHON KOMNO3ULWUK.

Pamka’’, B KOTOpPYID BNUCaH TpeyronbHUK,
Kpyr u Ky6 — Haubonee xapakTepHa B NnnaHe
“cNonb3oBaHWA MeTadu3n4eckoro cMMBoOnNU3ma.
Mnatos B ero cdwmnococdun copm yreBepxaan,
6yato “‘mup uuctbix ¢opm (Matematuueckue
KOHMUrypaumm U nx COOTHOWEHUA) CYTb peanb-
HbIH MUp, TOraa Kak Mup, BUAUMBIA HamKn, —
npvHagnexuT K o6nacTu BbIMbICNa, UNNIO3UNA,
nepemeH u cmepTu.”’ Pucynoxk Abpamosa c Tpe-
MA KaHOHWYeCKUMW ¢urypamu (npu ycnosum,
uTo Ky6 romomopdeH KBaapaTty) Moxet cny-
XUTb HarNARHOW WANIOCTPauMein NNaToHOBCKOW
vwaen ‘‘peanbHoi peanuun’’. ®aKTUuecKW, B Kax-
[OW 13 CBOMX Cepui XYAOXHUK OCO3HaeT Npu-
cytcTeue obenmx NANaTOHOBCKUX peanui, nocro-
AHHO NYTEWeCTBYA OT peanbHoro K abcTpakTHo-
MY ¥ 4acTO KOMBUHMPYA aTpUBYTUKY ABYX 3TUX
ctep. To, kak AGpamoB uHTepnpeTupyert “‘pe-
anbHLIM MUP” Ha A3bIKE reomeTpuyeckux cm-
ryp, HaBOAUT Ha accounauvio ¢ ANOHCKUM XY-
poxHuKom Hauana Xl|Xseka CuHraniem, nmeHo-
BaBLUEM CBOIO KOMMNO3WLUMUIO C TEMK XK€ CaMbIMU
reomeTpuyeckummn dopmamu “3Hakom BceneH-
HoMn"".

Naen ‘Pamok’’, ouepuvBalowmx nycroe npocr-
PaHCTBO, NEPEKNUKAETCA C ANOHCKUMM “'cymun”’,
— XMBONUCbIO, B KOTOPOW nycrtoTa ABAAETCA
nonHONpaBHOW 4acTbio Npou3BeaAeHWA, a He Npo-
CTO He3anucaHHbIM (hoHoM. Ha A3bike [l3eH Ta
e camana naea morna 6b) 6bITb BbipaxkeHa cne-
AylowMMK ABYMA (hpasamu: ‘'kpacuth 6e3 Kpa-
COK'’ unw "‘urpatb Ha 6ecCTpyHHOI nioTHE'". JTio-
6ONbITHO, YTO AaKe HarHeTaHWe APKNX TOHOB Ha
KpaAx pamok He ABnAeTcA y A6pamosa cneacT-
sveM OpManbHbIX YCTaHOBOK; OH, CKopee,
CTapaeTcA NpuAaTb 3TOMy onpeaeneHHyto duno-
cotbCKyl0 KOHKpeTHoCTb. AGpamos nuwert: "B
pamke unu, BepHee, B o6pamnennn A Bce Gonee
v 6onee Hy>kpalocb. Pamka mHe nomoraeT caep-
»arb (BMeCTUTb) NOTOK WHOPMauuK, He AaTb
eMy pacnon3TuCh, BbINNECHYTLCA 3a Kpain''.

Cpeaun nocnepHux pa6or A6pamoBa — pPUCYH-
Kn n3 cepuin “Xenteit, KpacHbiit, Fony6oi'.
HassaHve BblaaeT HamepeHwe asTopa, CBuae-
TensCTBYA O BpeMeHHOM 060CTpeHun uHTepeca
K chopManbHbIM npob6neMam: BbIABNAIOTCA UBe-
TOBble COOTHOLWEHWA; pa3pabaTbiBalkICA KOM-
nosuuun, ocHoBaHHble Ha Noao6Horo poaa co-
oTHoweHuAX. TpocTpaHCTBO CTPOUTCA U3 Nno-
KanbHbIX UBETOBbIX MAOCKOCTeW: >kenTbii (B
kavecTse hoHa) nnaloc rony6oi n KpacHbii. He-
3aKpalleHHbIM NyCcTOoTam B AaHHOM cny4ae OT-
BOAMTCA BTOpOCTENneHHaA ponb. B cneayrowien
KOMNo3uuun — rony6bble U KpacHble Tpeyronb-
HUKKN COYAApAIOTCA C 6enbiMK, Ha KOTOPbLIX B
COOTBETCTBYIOWEM NOPAAKE NOMeWeHbl Cnosa
""xonoaHoe'’ u ‘‘ropAuee’’. BBoaa 3th cnoea B
CTPYKTYpY pucyHka, AGpamos BbIABNAET Ty AO-
NONHUTENBHYIO NCUXONOrUYECKYI0 PasmMepHOCTb,
KOTOpaA HanuuecTeyeT B LBeTe HapAAY C BU3y-

N3 yuxna ‘lpoexTei
6ymaza, pniomacrep
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to abstraction, and often combining these two
realms. Abramov’s translation of “’the real world”
into the language of geometric figures resembles
the work of the early 19th century Japanese art-
ist Sengai. The latter called his drawing of the
same geometric shapes “’Sign of Universe.”

The concept of those “Frames’’ which delineate
an empty space echoes with the Japanese ‘sumi’
paintings in which emptiness is a part of the
work and not just undone background. In the
language of Zen the same idea can be expressed
in two phrases “painting by not painting” and
“playing the stringless lute.” It is curious that
even the brightly colored frames or settings of
each drawing are not formal devices. Abramov
likewise places them in a philosophic context.
He writes: 'l need a frame or a setting more and
more. It enables me to restrain the flow of infor-
mation, keep it from crawling out, spilling
beyond the edge.”’

Among Abramov’s latest works are the draw-
ings from a series "“Yellow, Red, and Blue.” The
title reveals the artist’s intention which clearly
shifts toward pictorial and formal problems. He
explores the relationships between colors and

3 cepuu “Xenroe, KpacHoe, 2onyboe”, 1979
From the serie *’Yellow, Red; Blue”, 1979




anbHoil. B ApyromM pucyHke U3 TOW e cepuu
HeMTPanu3yeTCA KOHTPAcT MeXAyY TennbiM Kpac-
HbIM U XONOAHLIM CUHUM, NYTEM pasfeneHna nx
CBOEro poAa norpaHuuHon nonocow B Buae Ge-
noro NpAMoYronbHUKa. [lnaroHansHoe pacnono-
yKeHue LBETOBbIX NMOCKOCTEN, HANPOTUB, YCUNU-
BaeT HanpAXeHHOCTb Komnosuuuu, u 6es Toro
peskoi — 6naropapA UBETOBOMY KOHTPAacTy.
Benbili NPpAMOYronbHUK BKAioYaeT B ceba opu-
€HTUPOBaHHYI0 NWMHMIO (CTpenky), npocTupaio-
LLYIOCA FOPWU3OHTaNLHO OT OAHOro KoHua ¢op-
Mbl A0 ApYroro. dTa cTpenka ABNAETCA KaK 6bl
€AUHCTBEHHbIM  3MEMEHTOM, CUHTaKCUYeCKW
POACTBEHHbIM 6onee paHHUM KOHUENTYanbHbIM
paboram. B uenom, onnucaHHanA Bbile cepuA AB-
HbIM 06pa3om TAroTeeT K nepcenTyanbHoOn Ka-
TEropuu BUAEO, M, KAXKETCA, YTO KanemaocKo-
nuyeckue KOHMUrypauun 3ToW rpynnbl pUCYH-
KoB mornu 6bl cTaTh ewe 6onee BnevaTnAoWMN-
MU, Koraa 66l UM 6bina AOCTYNHa CKOPOCTL BU-
aeo-unbma.

WUckycctBo A6pamoBa 3aTparusaet BnosnHe
BaKHble BOMPOCLI, CBA3aHHble C KoppenAuven
MeXAY WCKYCCTBOM WU TEeXHONOTMYeCKWUM npo-
rpeccoM. Bropaa nonoBuHa XX BeKa MHUTCA
TeM CaMbIM BpeMeHeM, KOraa TexHuyeckana an-
napaTypa B COCTOAHWW conepHU4aTh B hopmMans-
HOW W306peTaTeNnbHOCTU U UCMONHUTENBCKOM
MacTepcTBe C YenoBevyecKum cyuiectsom. Cero-
AHA NonapouaHble oTorpacdun ¢ TPYAOM MOX-
HO OTAWYNTL OT OpUruHana, n Hanbonee nepeno-
Bble UEHTPbl NO NPUMEHEHNIO TeXHWYECKUX HOB-
WwecT8 HanpaBnAIOT CYLIECTBEHHblIE YCUNWA B
CTOPOHY Pa3BUTUA U UMUTALUN BCEBO3MOXHbIX
XYAOXKECTBEHHbIX cpeacTs, paboTaowmx Ha 6ase
TexHonoruun. [lomkeH nu TBOPYECKWUWA npouecc
pasBuMBaTbCA B AaNbHelllemM COTPyAHU4ecTBe C
MaLUUHON UNN OH AOMKEH BEpPHYTLCA Ha Kpyru
cBoA? HexenaHHoe HeBMewaTenbCTBO AHAPEA
AbpamoBa B peanbHoe BUAeO — NOAroTaBnuBa-
eT nnatopMy ANA Pa3MblWNEHUA KacaTenbHo
3Toin Nnpo6nemol.

Mapraputa MACTEPKOBA

“lMpoexTe1”’, 1980
“Projects”, 1980

creates compositinns based on these relationships
The picture space is constructed of flat primary
color fields: yellow as a drawing background,
blue and red. The shapes left in white are secon-
dary elements in the compositions. In “"Hot and
Cold” blue and red triangles adjoin white ones on
which the worlds “cold” and “hot” respectively
are written. By introducing these words the artist
evokes the psychological dimension inherent in
color as well as the visual one. In another draw-
ing from this series Abramov neutralizes the
contraposition between warm red and cold blue
by breaking their color fields with a white rectan-
gular shape. The diagonal placement of the color
fields reinforces the vitality of the composition
already achieved by the color contrast. The white
shape encloses a limited line which runs horizon-
tally from edge to edge of the rectangle. This line
is the only element which connects this drawing
with the artist’s earlier conceptual works. This
last series clearly falls into the perceptual cate-
gory of video, and it seems that the "’kaleidosco-
pic patterns” of its drawings could have become
quite picturesque given the motion of a video
tape.

Abramov’s work raises highly important ques-
tions relating to the dependence of art work on
technological progress. The second part of the
20th century is a time when technical equipment
is ready to replace any possible mastery and in-
ventiveness an artist can achieve manually. Today
polaroid photographs can be barely differentia-
ted from the original masterpieces they depict.
And the most advanced visual centers dedicate
their work to the development of possible artistic
languages expressed in technological terms.
Should the creative process further develop its
""collaboration” with the machine or should it
express a revolt against the joining of art and
technology? Abramov’s reluctant noninvolve-
ment in video provides a good platform for
speculation on this question.

Margarita MASTERKOVA




vladimir weisberg
BnapMMup Beuncdepr

TeopuecTBo Beiticbepra paet npumep MCKYCCTBa, onupatiolue-
rocA Ha CTPOMHOE MUPOBO33peHWe, — Ha CUCTeMYy B3aUMOCBA-
33aHHbIX XYAOXKECTBEHHbIX W 3TUYECKUX NOHATUIA. UX npuHaa-
NEXHOCTb K MUPY BevHbIX, hyHAaMEeHTanbHbIX ANA UCKYCCTBA
NpeACTaBneHUit 0 rapMOHUM U COBEPLUEHCTBE HeCOMHeHHa. B
3TOM OTHOWeHuUn Belicbepr BbicTyNaeT, Kak y6e>kAeHHbIn CTo-
POHHUK TPaAWUMOHHBLIX UEHHOCTeW, HWUIUAMCTUYECKM OTBpO-
LEHHbIX COBPEMEHHbIM XYAO0XKECTBEHHbLIM CO3HaHWeM BO UMA
aHapxuuecku noHATon cBo6oasl. MepepaboTka BHeWHero xao-
ca, AOCTaBNAEMOro NpMpoaok U o6LecTBOM, B FrapMOHUYECKWA
KOCMOC — 3Ta U3BevyHaA NOTpeBHOCTb XyAOXKHUKA — NpeBpaTu-
nacb y Beiic6epra B HacToALLY0 MaHuto. ATO U NoHATHO. TakaA
3afiavya B Hall BeK TpebyeT OT XyAOXKHWKA He NPOCTO XepTs, He
NPOCTO CNY>KEHWA, a BCeW XWU3HWU, KOTOpaA B TaKoW Xe mepe,
KaK »MBONWUCb, CTAHOBUTCA peanu3auuein ero ybexaeHun, ero
MHTENNeKTyanbHoro u AyxoBHoro mupa. MopobHaA KoHuen-
TYanbHOCTb >W3HW U TBOPYECTBA, NPOTMBONOCTABAAIOLWINX
MUPY CBOKO CUCTEMY uael, TUNMYHa ANA uckycctea XX Beka.
W 3pech Beitcbepr ABNAETCA B NONHOM CMbICNE CNOBa XYAOX-
HUKOM cBsoero BpemeHnu. [puHunnuansHoe ceoeobpasue Beiic-
6epra cocToUT, OAHAKO, B TOM, YTO €ro TBOpPYECTBO, B NPOTU-
BONONOXHOCTbL NEPMaHEHTHOMY HOBAaTOPCTBY aBaHrapav3ma,
[aeT HeKWU KynbTYpPHO-NpeemMcTBeHHbIW cuHTed. CnoBom, oco-
6an HOBM3HA ero MCKYCCTBAa He MMeeT TOYEK CONpPUKOCHOBe-
HUA HU C aKaaeMu3MoM, HU C asaHrapausmom. OH aBnaetcA
BCIOAY ''YY)KAaKOM'' ¥ OAUHOYKOW, He YAOCTOUBLUMMCA A0 CUX
nop cnpaseanusou oueHku. Hago umeTb HeuTo Gonbuiee, yem
TanaHT U MYXeCTBO, YTObBbl AeCATUNETUAMKU OTCTamBaTb NO3u-
UMI0 HENPUMUPUMOIA NPUBEPXEHHOCTU OAHAXKAbI NPUOTKPLIB-
WeNcA UCTUHLI. 3aecs NPOABNAIOTCA NOABMXHUYECKMWE Kaue-
cTBa ero HaTypbl — Noao6Ho CesaHHy unu Bax-Mory — Bce noa-
YWHATL FNaBHOW uaee cBoen >u3Hu. Ecnu Bce ke NONLITATLCA
cchopmynupoBaTth Ha 4eM OCHOBLIBAETCA ‘'KaTeropuyeckui um-
nepatme’’ Belcbepra, To cneayer cka3aTb O ero 060CTpeHHO
4yyBCTBUTENbHOW COBECTU — COBECTU XYAOXKHUKA — KOTOpanA
3actaBnAeT ero, TpebyeT oT Hero Bce 6onee u Gonee cosep-
WEHHOW peanu3aunuy CBOMX uaeanos.

OcTtaBaAcb B pamMKax TpPagMUUOHHO-NPEAMETHOrO Mbilune-
HUA, ONWUPAIOLLEroCA Ha NPUHLMNbLI FapMOHM3auUMK uBeTa,
Beitic6epr npupan emy cBoe, BMNONHe OpUrMHanNbHOE WUCTONKO-
BaHue. B otnuuune ot CesaHHa (ero BnuAHue 6b1no onpeaenAio-
wum anA Belicbepra ao Hauana 60-x roaos), co3aaswero Mo-
Aenb 0603pUMOro LBETO-KOHCTPYKTUBHOrO NOCTPOEHUA Kap-
TUHbBI, PYCCKWA XYAOXKHUK BbIABUHYN CBOIO, Ha NepBbIA B3rnaa
""abcypaHylo’’ upeo 'HeBUAUMON'' KMBONUCKU, NONYuUUBLLEN
TaK>ke Ha3BaHue cTunA ‘‘6enoe Ha 6enom’’. OaHaKo, Bewm 3pe-
noro Belic6epra y6exxaaloT B NNOAOTBOPHOCTH 3TOW Uaew, sep-
Hee, UENOro UAeNHOro KOMNAEeKca, CMbICN KOTOPOro MOXHO
6bin0 6b1 ONpeaenuTb, KaK NepekntoYeHWe >KMBOMUCU OT vyB-
CTBEHHO-3MOUMOHANbHOrO0 BOCNPUATUA LBETa Ha UHTENNeKTy-
anLHO-YyBCTBEHHOE NO NpeumyuiecTBy. Peub uaer He o6 urpe
TepMUHaMK, HO O cepbe3HeilLlel nepecTpoke Metoaa paboTbl
C HaTypbl, KOTOpoMy Beitcbepr octaetcA BepeH, BHOCA, OAHa-
KO, B HenocpeaAcTBeHHOe BOCMPUATUE NPUPOAbI MOMEHT OT-
4y)KAeHUA OT 3pUMOo-NpeamMeTHOro useta. Takow '‘'npaBauBbiin’’
uset, no Beitcbepry, ABNAETCA aHTUHOMUEN U pa3pyLuMTenem
rapmoHuun. Bot nouemy oH He ynotpe6nAeT HU UBETOBOr O NAT-
Ha, HUW — TeMm 6onee — nuHun. LiBeT y Hero auddepeHuupyert-
CA Ha TbICAYA HEBMAMMBIX (AeNCTBUTENbHO — HEBUAUMBDIX)
yactuy, 06pasylomnx COBepLIEHHO HENOBTOPUMYIO, HACbILLEeH-
HYI0 TOHanbHbIMK Kone6aHMAMU U Kak 6bl U3HYTPU CBETALLYIO-
cA cyb6craHumio. OHa HanoONHAET ero KapTuHbl, CTaHOBACL OT
sew K Bewwu Bce 6onee MCTOHYEHHO OAYXOTBOPeHHoM. [onoT-
Ha Beicbepra 6biBaioT 60onee cBeTnbiMu Unu 6onee TeMHbIMU
8 3aBUCMMOCTU OT OCBELLEHUA U BpeMeHU rofa, Ho B HUX Bce-
rAa AOCTUraeTCA 3TOT AKOGLI NapaaokcanbHbih 3cddexT: uc-
nonb3yA Bce 60raTCTBO UBETOBOW NanNUTPbl, XYAOXKHUK CO3Aa-
eT Mmetadusnyeckyto 6enusHy, Bonnowaoulyto aew abconot-
HOW rapmoHuu. Kaxabi CaHTUMeETP Takoro xoncta obnapaer
KayeCTBOM [AparoueHHOro BewecTBa, COTKAHHOro U3 TOHYal-

The art of Weisberg provides an example of art based on a har-
monious world view, on a system of inter-relations among artist-
ic and esthetic conceptions. It clearly belongs to the world of
perceptions — eternal, fundamental for art — of harmony and
perfection. In this sense Weisberg stands as a staunch advocate of
the traditional values which have been nihilistically cast aside by
contemporary artistic creation in the name of an anarchistic
understanding of freedom. The reworking of external chaos
caused by nature and society into a harmonious cosmos — the
age-long need of the artist — has turned into a true obsession
with Weisberg. This is understandable. In our times this task de-
mands of an artist not only sacrifice, not only dedication, but
his entire life, which, to the same extent as his painting, beco-
mes the realization of his convictions, his intellectual and spirit-
ual world. This type of conception of life and creation, oppo-
sing one’s system of ideas to the world, is typical of twentieth
century art. Here Weisberg is an artist of his times in the full
sense of the term. However, Weisberg is distinguished principally
by the fact that his work, in contrast to the constant innovation
of the avant-garde, presents a kind of culturally continuous syn-
thesis. In a word, the particular novelty of his art does not have
anything in common with either academism or the avant-garde.
He is an "oddity’”’ and a loner, and has yet to be granted an
accurate evaluation. One must have something more than talent
and courage to maintain for decades a position of irreconciable
adherence to a once half-glimpsed truth. In this the selfless qua-
lities of his personality appear — like Cezanne or Van Gogh — to
subordinate his life to his main idea. In the attempt to formula-
te what Weisberg’s ‘'categorical imperative’ is based on, men-
tion should be made of his acutely sensitive conscience — the
conscience of an artist — which forces him, demands of him, a
more and more perfect realization of his ideals.

While remaininng within the framework of traditional repre-
sentational thinking and relying on the principles of the harmo-
nization of color, Weisberg lent this thinking his own original
interpretation. Unlike Cezanne (whose influence could be
clearly felt on Weisberg until the beginning of the sixties), who
created a model of the visible color-constructive structure of the
picture, Weisberg advanced his "‘absurd’’ (at first glance) idea of
the “invisible’” painting, also called the style of "“white on

Podunca e Mockee e 1924 200y.
Yuunca y xydowHuros: Tarnu-
Ha, Ocmepkura (8 NHcr. um. Cy-
pukoea) u HNeanoea-Mycatoea.
C 1961 2.4ynen MOCXa. B 1962 2.
eowen 8 T.H. “Dynny socemu”.
Paborts! Beicbepza npedcraene-
HbI 80 MHO2UX YaCTHbIX KOMNNeK-
yuax, a Taxwe 8 myseax Eepo-
nei, CUWA u Uspauna.

Born in Moscow, 1924. He studied
under Tatlin, Osmerkin (at the
Surikov Art Inst., Moscow) and
Ivanov-Musatov. He entered the
Moscow Art Union in 1961. In
1962 he became a member of the
“’Groupe of Eight”. His works are
in museums of Europe, USA and
Israel, and in many private col-
lections.

white’’. However, works of the mature Weisberg prove the fe-
cundity of this idea, or rather, of this whole complex of ideas,
the point of which could be defined as switching painting from
a feeling-emotional perception of color to an intellectual-sensi-
tive perception according to preference. This is not a play of
terms, but a serious reworking of the method of painting from
nature. Weisberg has remained faithful to this. However, he has
brought to the spontaneous perception of nature some alien-
ation from visually representational color. According to Weisberg
such ““truthful’’ color is an antipode and ruins harmony. This is
why he doesn’t use either colored patches or — especially —



WKUX KpacouHbix oTTeHKoB. OHO crywaetcA B npeamMeTHble
KOMMO3uummK, rae npeamMeTbl, KOHEYHO, MOJSIHOCTLIO NULLEHbI
WNNIo30pHO  06beMHOCTU. [eomeTpuyeckue OTBMeEYEHHbIE
thopMbl — wWapsl, Ky6bi, KOHYCbl, UUAWHAPbI W T.N. — CAOBHO
KOHAEHCUPYIOT B cebe onanecumpyilouiee NPOCTPaHCTBO U CO-
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CpeaoTauMBaloTCA B UeHTpe nonotHa. Kaxaaa npeameTtHaA
KOH(UFypaumMA — BapuaHTbl UX HEUCTOLMMO PasHOOBpasHs!
— MOAYMHAEGTCA CTPOroMy MOPAAKY U PUTMUYECKOWR CONpA-
XEHHOCTVM MpeaMeTOB APYF C APYFOM W OKpPY>XKalowum npo-
cTpaHcTBOM. NHOr aa 3T (hOpMbl BLICTPaMBAIOTCA B MY3biKasb-
HO-pUTMU30BaHHbIe NPOLECcCMM, HO BCeraa paccTaHoOBKa npea-
MeTOB NoAuMHeHa naee 6anaHca U paBHoBecuA. B aTux Kaptu-
Hax HeT HUKaKoW AMHaMWKW, parMeHTapHOCTU, BHYLUAOLWNX
yyscTBO 6ecnokoicTea. HanpoTtus, 3TV cTaTu4HbIe, LEHTPUYEC-
Kue, 3aMKHyTble BHYTPU cebA KapTUHbI-MWUPbI BONAOLWLAOT
camy uaelo NOKOA, B KOTOPOM AOCTUFHYTa UAeanbHaA ypasHo-
BeLEHHOCTb MPONOPUMNOHANbHBLIX U MEeTPUYECKUX OTHOWEHWUN.
KoHeuHO, B TaKOM COBEpLUEHHOM MOKOe eCTb YTO-TO XONOAHO-
TOpPXKeCTBEHHOE, — BeAb PaAv Hero Hafo 0TKa3aThCA OT Kpacoy-
HOCTU U pasHOO6pasnA XusHu. OaHaKO MOMEHT NPOTUBOCTOA-
HUA MOKOA OKpY)KalolwemMy Xaocy MO3BONAET BbiAepXKUBaTb
CKONMb YrOAHO ANUTenbHOe co3epuaHue: oT KapTuH Beiicbepra
He XO4eTCA OTPbIBAaTLCA, U, NOXXePTBOBaB CYeTOW, Mbl Morpy-
»aeMCA B MUP TULLUHbI U FAPMOHUN.

Mo)KHO cKasaTb, YTO KapTuHbl Belicbepra — 3ato TpaHcueHAuU-
pOBaHHaA >XMBONUCb, B CUCTEME KOTOPON BCE TPaaUUUOHHbIEe
1306pasunTenbHble anemMeHTbl NPMO6pPeTaloT HOBYIO PeanbHOCTb.
BoT noyeMy Tak NoBepXHOCTHLI cpaBHeHUA Belicbepra c oaHum
13 nocneaHux knaccukos Esponel — [xopaxxo MopaHau. Neo-
MeTpuyeckue npeamMeTbl B KapTuHax Beiicbepra He umetoT Hu-
KaKuX 3MOUMOHANbHO-NCUXONOrMYyecknx ¢yHKUMK, Kak 310
uMeeT MecTo B HaTiopmoptax MopaHau. Ux Henb3Aa Ha3ssatb
HU IMPUYECKUMU CNYTHUKAMU, HU ‘‘NpeacTaButenAaMn’’ Xyaox-
HUKa. Ho 310 M He KybBucTUyeckue CUMBOfbI, BOCXOAALLME K
3HameHUTON ¢hopmyne Ce3aHHa — '‘TpakTyWTe Npupoay no-

lines. Color for him differentiates into thousands of invisible
(literally invisible) particles which form a unique substance,
filled with tonal variations and seemingly glowing from within.
This substance fills his paintings, becoming more refined in in-
spiration with each work.

Komnosuyua N° 4, 1979
xonct, macno
55 x 55

Composition No. 4,1979
oil on canvas
55 x 55

Weisberg's canvases are lighter or darker depending on the
lighting and time of year, but in them a seemingly paradoxical
effect is always achieved: by employing all the richness of the
color palette, the artist creates a metaphysical whiteness which
embodies the idea of absolute harmony. Every centimeter of
such a canvas has the quality of a precious substance, woven
together of the subtlest color shades. This is thickened into re-
presentational compositions in which objects are, of course,
without illusory volume. Geometrical, abstract forms — spheres,
cubes, cones, cylinders, etc. — seem to condense in themselves
opalescent space and are concentrated in the center of the can-
vas. Each object configuration (variations of them are inexhaust-
ibly diverse) are subordinated to the strict order and rhythmic
inter-relation of objects among themselves and with the sur-
rounding space. Sometimes these forms are arranged in a musi-
cal-rhythmic procession, but the arrangement of objects is al-
ways subordinate to the idea of balance. In these paintings there
are no dynamics or fragmentation which would instill a feeling
of unease. On the contrary, these static, centric painting-worlds
within themselves embody strength and the idea of peace, in
which the ideal balance of proportional and metrical relations
are attained. Of course, in such perfect peace there is something
coldly solemn. Indeed, for the sake of this one must abandon
the colorfulness and diversity of life. However, the opposition
of peace to the surrounding chaos allows us to contemplate for
an unlimited period of time — one doesn’t want to turn away
from Weisberg'’s paintings; having sacrificed the bustle of life, we
are immersed in a world of quiet and harmony.

One might say that Weisberg’s painting is transcendental paint-
ing; in his system all traditional representational elements ac-



cpeactBoM Ky6a, KoHyca u wapa...” Ycsous ypoku CesaHHa,
Belic6epr HUKOrAa He CTPEMUNCA NPUCBOUTL cebe HaxOAKH ce-
3aHHWU3Ma U Ky61u3Ma, U y Hac HeT HUKaKWUX OCHOBaHWI NpuYunc-
NATL ero K aHaxpOHWYECKOMY BapuaHTy ‘‘nocTky6usma’, Ha
YpOBHe KOTOPOro 3aCTpAN Uenblil 3wenoH “‘nepeaosbix’’ co-
BETCKUX XYAOXHWKOB. Ero npeameTbl cBuAeTensCTBYIOT 06
""aHTUNpeAMETHOM'’' Ayxe ero abcTparupoBaHWA OT BCEro YyB-
CTBEHHOr 0, >XU3HeHHOro, 6bITOBOro, NCUXONOrnYecKoro, oCBo-
60XXAEHMA OT MaTepuanbHOCTH, B TOM YuCne, OT CANWKOM Ma-
TepnanbHOro uBeTa. XapakTepHO, YTO XYAOXHWUK CTpeMuTCA
DOCTWYL TaKoil >ke abconoTu3auun AyxXOoBHOro, usobpaxan
O6HaXXeHHYI0 MOAeNb NN NOPTPETHYIO urypy.

Mpouecc paboTbl Hap XONCTOM BbLINUBAETCA B ANUTENbHYIO
60pbby Mexay ‘‘paspylueHvem’’ NpeameTHOro usera U cosu-
naHuem Toro, uto Belic6epr onpeaenAeT Kak '‘NNoTHOCTL'
uBeTa, KOTOpyl OH MOHMMaEeT ONATb-TaKWU NO-CBOEMY, KaK Ha-
CbILUEHHOCTb AYXOBHbIM, @ He 3MOUMOHanNbHLIM, TeaTpanuso-
BaHHLIM WAW acCOUNATUBHO-NCUXONOrMYECKUM COAEPIKAHNEM.
Camo NoHATUE NAOTHOCTU L BeTa, CBA3aHHOE C NpeACTaBfeHneM
o xusonucu Pem6paHaTa, o3HavaeT no Beiricbepry nepexop ot
uBeTa accouMaTUBHOro K UBETY rapmMoHW4YecKomy, cosepua-

TenbHOMY, N MOXeT GbiTb Peanu3oBaHO NPU OYeHb ANUTENLHON
paboTe Haa >XKUBOMUCHOW NOBEPXHOCTLIO.

Cnosa [lenakpya, KoTopblie Ao6un nostopaTe Maionb —
""BpeMA He WaanuT TOro, 4To caenaHo 6es 3aTpaTel BpemeHn’’ —
61M3KN 3TOMY XYAOXXHWUKY, KOTOpbIA npuaaeT ocoboe 3Haue-
HWe pa3paboTKe METOAUKWU ANUTENLHOrO UCMONHEHWA KapTu-
Hbl. MpK ero CKNOHHOCTU K TeopeTuKo-thunocodcKon cuctema-
TU3auMu cBoero onbiTa (34ecb yMeCcTHO OTMeTuTb, 4To Beiic-
6epr BHUMaTeNbHO U3y4aeT Knaccuyeckyio mnocodmio), emy
YAanoch, No-CBOeMy paspewinTb MeTOAONOrMYecKyto Npobnemy
BpeMeHn B TBOpYECKOM npouecce.

[na Beicbepra orpoMHoe 3HaYeHWe Umena ero AOraaka, uto
3HameHuTble ‘Myku’’ CesaHHa Haa peanu3auueil KapTuHbl Gbi-
NN CBA3aHbI C TeM, YTO Benukuin paHuys ‘‘He 3Han o B3aMMo-
CBA3N MEXAY ANUTENbHOCTbIO UCMOMHEHMA U CBOMMU NCUXO-
c¢usmonornyeckumun Bo3MoxHocTAMK''. WUcxoaA w3 3Toro,
Beitc6epr noctaBun 3afavy HanTW Takon GnaronpuATHbLIA AnA
CamMOYYBCTBUA PEXWUM TpyAa, KOTopbit o6ecneunt nobeay wH-
TennekTa U nael XyAoXKHWKa HaA ero aMouuoHanbHOW Npupo-
AOW. BakHO OTMeTUTbL, 4TO eMy YAanoCb YUCTO 3KCNepuUMeH-
TanbHbLIM NYTEM YCTaHOBWUTb B3aMMO3aBUCMMOCTb KaXXAOro no-
cneaylowero ceaHca pa6oTbl C NpeAblAyWMM, B pesynbTaTe
Yyero nocTteneHHoOe OAYXOTBOPEHWEe XXWUBOMWUCHOW MaTepun Ho-
CUT 4YUCTO TBOPYECKUIA XapaKTep, a COCTOAHME BHYTpeHHel

¢

quire a new reality. This is why Weisberg is superficially com-
pared with one of the more recent great European painters,
Giorgio Morandi. But the geometric objects in Weisberg’s paint-
ings do not have any emotional-psychological function, as can
be found in Morandi’s still-lifes. These objects can’t be called
lyrical companions or ‘representatives’”’ of the artist. But
neither are they cubist symbols, harking back to the famous for-
mulation of Cezanne —"’interpret nature by means of the cube,
cone, and sphere...”” While assimilating Cezanne’s lessons, Weis-
berg never tried to appropriate for himself the innovations of
Cezannism and cubism, and there is no ground to include him
into the anachronistic category of post-cubism, in which a
whole echelon of "leading’’ Soviet artists have become mired.
His objects testify to the “‘anti-object’ spirit of his disengage-
ment from all that is connected with feelings, life, the everyday
and psychological, his freedom from materialism, including
from color that is too material. It is characteristic that the art-
ist strives to attain the same absoluteness of the spiritual by de-
picting a nude model or a portrait figure.

The process of working on a canvas turns into a lengthy bat-
tle between the ‘‘destruction’ of objective color and the crea-

Komnosuyua N°25, 1978
xoncr, macno
51x 54

Composition No. 25, 1978
oil on canvas
51 x 54

tion of that which Weisberg calls the "“density’’ of color. He un-
derstands this again in his own way as the saturation of spirit-
ual content — not emotional, theatrical or associative-psycholo-
gical content. The very understanding of the density of color,
connected with Rembrandt’s painting, means for Weisberg the
switch from associative color to harmonious, contemplative
color and can only be realized through time-consuming work on
the paint surface.

The words of Delacroix, which Maillol often liked to quote —
’time doesn’t spare that which is done without expending time’’
— are close to Weisberg, who gives special importance to work-
ing out a method for the long execution of a painting. With his
inclination for the theoretical-philosophical systemization of his
experience. (here it should be noted that Weisberg is a serious
student of classical philosophy), he was able to resolve the me-
thodological problem of time in the creative process.

Weisberg accorded great importance to his belief that Cezanne’s
well-known ‘‘tortures’ in realizing a painting were due to the
fact that the great French painter "didn’t know about the inter-
connection between the length of execution (of a painting) and
his own psycho-physiological possibilities.”” From this Weisberg
set himself the task of finding a work regime which would be
auspicious for his health and which would facilitate the victory
of the intellect and the artist’s ideas over his emotional nature.



03apeHHOCTU He yTpaumBaeTcA. [lpouecc paboTbl HanomMuHaert
cBoeobpasHbIl pUTyan, CTPOro pernameHTUPOBaHHbIA BO Bpe-
MeHU U 06YCNOBNEHHbLIN TNaBHbIM Kputepuem — ‘'YyBCTBOM
uenEro’’, KoTopoe XyAOXXHUK MOHWMAET KaK eAWHCTBEHHYIO
¢opMy 06LLEHUA C NPUPOAOH, KOTOPaA MOXKeT AaTb COBEPLLIEH-
HO opraHuyHoe ycnokoeHue'’. Takum o6pa3om, npouecc pabo-
Tbl CTAHOBUTCA BO3MOXXHOCTbIO O6peTeHUuA UCKOMOro MOKOA,
UeNUKOM 3anofHUB U B KaKOM-TO OTHOLLEHUU 3aMeHUB cO60to
KU3Hb.

Hapo otapatb aomkHoe heHOMeHanbHON BOMe 3TOro XyAOoX-
HWKa, KOTOPbIA — BONPEeKW BCEMY — CTan opraHW3aTopoMm CBO-
WX OTHOLLEHWA C NPUPOAOH U, NO CYTU Aena, CoO BCEM MUPOM,
ucxoas U3 ynomaHyToro '‘dyectea uenoro’’. Pabotaa c HaTy-
pbl, OH NOAYUHAET MOTUB UAee KapTUHbl, KOTOPYIO NWLLbL CTPe-
MWUTCA caenatb Nnoxoxel Ha MoTUB. OH He TONbKO — B COOTBET-
cTBuM ¢ Tpaauuuvein XX Beka — NPOTUBONOCTaBNAET OKpYXe-
HUIO CO3AaHHbIN ero Boo6pakeHueM MUp KapTuHbl. Maxkcuma-
NUCT BO BCEM, OH PacnpoCcTpaHAET IKCMaHCUI0 CBOel MeuTbl O
""HEBUAUMON'’ XKUBONUCK Ha CBOE XXWU3HEHHOe OKpyxkeHue. OH
co3nan BoKpyr cebAa o6craHOBKY, NopobGHylo ToW, KOTopylo
Mbl BUAWM Ha ero NONOTHax: CTepunbHO-6enbiii, 0TBNEYEHHbIN

oT Bcero o6biAeHHO-6bITOBOro MUp, 4yTb MeHee yNOPAAOYEH-
HbIA, YeM B KapTuHax. Beitic6epr HeoTaenum ot ‘6enoro Ha Ge-
noM’”’ 1 npeacTaBnAeT peavalluvii cnyvanl, Koraa uenb, MeToA
1 cpeacTBa UCKyccTBa 06pa3yloT NonHoe eAMHCTBO ¢ 06pa3om
YKU3HU XYAO0XKHUKA.

BbiTe MOXeT, ‘cBepxpauuoHanu3m’’ B. Beiic6epra 6onee Bce-
ro HanNnOMWUHaeT U3bICKaHHYI TeopeTuyHocTb Xopxka Cepa. Ho
ecnu nocneaHu 66in haHaTUKOM Hay4YHON AOKTPUHbI, AAlOLLEN
BO3MOXXHOCTb YNOPAAOYUTL OLLYLUEHUA U UHTYUuuio, To Beiic-
6epr nonaraeTcA npexae BCero Ha CNocobHOCTb UCKYyCCTBA K
AYXOBHOMY NpeobparkeHUto BUAMMOTO.

"Mon pa6oTa cocTouT B TOM, 4T06bl AOKa3aTb camMmomy cebe,
4yTo A npaB. Ho MoA dusnonorua, Mol onTuYecKui annapar,
MORA NCUXUKA — BCe 3TOMY Mewaet’’ — npusHaetcA Beicbepr.
N notomy oH Bceraa 6yaer owywartb ceba nuwsb 'yyeHnkom'’,
HaxXOAALMMCA B NYTU K KeNaHHOMY COBEPLLEHCTBY.

... W Bce xe ero pabotbl nocneaHUx ner 3acTaBnAIOT AyMaTh,
4TO OH Hawen NyTu K nobeae Haa camum co6oir. Ounwaiowee
BO3AeiCTBME ero NoNoTeH NOAO6GHO 0bLWEeHWUI0 C BONNOLWEHHOW
rapmMoHue.

He cnyxar n4 noao6Hble KapTUHbI CBUAETENLCTBOM BO3MOX-
HOCTeil yenoseyeckKoro Ayxa nobexxaatb BHYTPEHHWI U BHew-
HWI1 Xa0C, COXPaHAA BEPHOCTb NpeKpacHoMy?

E. MYPUHA

It might be mentioned that every work session is dependent on
the preceding one. As a result of this, the gradual inspiration of
the painting material is purely creative in nature, and the state
of inner comprehension is not expended. The work process is
reminiscent of a unique ritual, strictly regimented in time and
conditioned by the main criterion — the "'sense of the whole”
which the artist understands as the only form of contact with
nature, capable of providing ‘“a completely organic calm.” In
this way the work process becomes a possibility of attaining
the calm sought after, having entirely filled life, and in some
way having changed it.

We must give credit to the phenomenal will of the artist, who,
in spite of everything, has formed his relations with nature and,
moreover, with the entire world proceding from the above-men-
tioned "’sense of the whole’’. In working from nature, he subor-
dinates the motif to the idea of the painting, trying to make the
painting only similar to the motif. In accordance with the tra-
ditions of the twentieth century, he not only opposes the world
of the painting, created by his imagination, to the surroundings.
An extremist in everything, he promotes the expansion of his
dream of the “invisible’’ painting to his real-life surrounding.

Cepusa “lopod”, N°19, 1980
XONCT, Macno
48 x 59

Cycle "’The City” No. 19, 1980
o1l on canvas
48 x 59

He has created for himself a living space similar to that which
we see in his canvases: sterile white, disengaged from everything
everyday, only slightly less regulated than his paintings. Weis-
berg is inseparable from his "“white on white"’; he is a rare case
in which the aim, method and means of art form a full unity
with the artist’s life-style.

Perhaps Weisberg's ‘‘super-rationalism’’ is most reminiscent of
Georges Seurat’s recherche theoretical nature. But if the latter
were a fanatic of scientific doctrine, providing the possibility
of conditioning sensation and intuition, Weisberg relies above all
on the ability of art to lead to the spiritual transfiguration of
the visible.

"My work consists of proving to myself that I’m right. But my
physiology, my optical apparatus, and my psyche get in the way
of this,”” Weisberg admits. For this reason he will always feel
like only a “’student’’ on the road to desired perfection.

But his work of the last years leads us to believe that he has
found the road to victory over himself. The cleansing action of
his canvases is like contact with the embodiment of harmony.
Can’t we say that such paintings serve as testimony to the possi-
bility of the human spirit to conquer internal and external chaos
while remaining true to that which is splendid?

E. MURINZ

Translated by Mickey Berdy



THE LETTERS OF V.CHEKRYGIN TO M.LARIONOV
MMCbMA B.MEKPbIF'MHA K M.JTAPUOHOBY

Bacunuin Hukonaesuy YeKpbirMH — OAUH U3 CaMbIX OPUrUHANbLHLIX U
y6exx AeHHbIX XYAOXKHUKOB PyCCKOro asaHWrapaa — poaunca 18 ansapa
1897 rona 8 Kanyxckoit ry6epHun. Monoasie roas! os nposoanTt 8 Ku-
ese, rae noceuiaeT wkony ukowonucu npu Kuescko-Meuepckoi naspe.
C 1910 no 1914 rr. yuntcA 8 MOCKOBCKOM y4Yunuuie >xuBonNucu, BaRHUA
u 30oavectea u 8 1912 r. 3HakoMHUTCA Tam ¢ Bnagumupom Maakosckum.
Torpa e OH yCTaHaBNUBaeT KOHTaKTbl C APYTrUMU NPEACTaBUTENAMU
PyccKoro asaHrapaa, B Tom uucne ¢ Hatanseit Monyaposoin n Muxaunom
NapuoHosbim. B 1913 r. oH 3HakomuTCA co flbBom XeruHbim, ¢ KOTO-
PbiM cosepwaeT BCKope nyTewecTteve no Espone. B Tom xe roay oH un-
niocTpupyeT nepsyto kHury Maaxosckoro ‘A", a 8 1914 r. llapuoHos
npeacrasnAer ero paboTsl Ha BbicTaske ‘N° 4. 1915-1916 rr. Yexpoirux
nposoauT Ha GpoHTe, YNAA Tyaa B KauecTse aobposonsua. B 1917r. on
y4acTHUK BbicTaBky “'Mup uckycctsa’” 8 Mockse. B 1917-1918 rr. pa6o-
TaeT 8 KoMuccun no oxpaHe xyAOXKECTBEHHbIX UEHHOCTeW ¥ npenoaaeT
8 [ome Uckyccte B CokonbHukax. 1920 r. — nONbITKa NOKOHYUTL C
co6oir. B 1929-1922 rr. YexpbirH 3aHUMaeTCA pa3paboTkoin u uHtep-
npetauven uaei ¢unocodpa Hukonan ®Penoposa, OH Takxke 6NU3OK K
CBALWEHHUKY u uccneaosatenio Masny ®nopenckomy. B Te ke roabl um
HauaT UMKN pUcyHKoB ‘‘Bockpecerve U3 mepTebix’’. OH unen-yupeautens
rpynnsl "MakoBeu’’, y4aCTHUK BbICTaBOK W OAHOWMEHHOrO xypHana. B
1922 r. YexpbirnH Nnorvb B peaynbTaTe HECYACTHOrO CAYYaA Ha KeNe3Hon
popore. B 1923 roay coctoAnacs ero NOcMepTHaA BbicTaska B locy-
AapCcTBEHHOW TPETLAKOBCKOMN ranepee.

OcHoBaHHbIi B KOHUe 1921 ropa ,,Makoseu’’, Takxe Ha3bIBaBWWUACA
. AcKkyccTBO-XM3HL ', NOAAEPKUBAN HEO-POMAHTUYECKUE TEHACHUWUN PaH-
Hero coseTckoro uckyccrsa. Kpome Yekpbirnia u dnopewxcioro 8 ,,Ma-
xoBeu’’ sxoaunu Hukonait YepHoiwos, Anexcanap lllesyerko n Nes Xe-
ruH.OHN NPOTNMBOCTOANU abCTPaKTHLIM TEHAEHUUAM, BO3O6GHOBNAA nNk-
PUYECKMIA 3IKCNPECCUOHNUCTUYECKUIA CTUNbL B XWBONUCH W rpaduke.
,,Makoseu", oprannsosaswui ase sbictasku 8 Mockse (1922,1924) u
BbINyCKaBLWMWiA XypHan (asa Homepa, 1922), 6b1n Ha3BaH NO UMEHN XON-
Ma, Ha KoTOopom B 14-om Beke Cepruii PagoHexckuit noctpoun Tpouue-
Cepruesckyto Jlaspy (HbiHe 3aropckwii MOHAcTbipb M My3e#), 4To
CUMBONU3UPOBANO AYXOBHLIE U PENUrMO3HbIE YCTPEMMEHUA XYAOXKHU-
KOB, YNEHOB 3TOW rpynnbl. YTOHYEHHOE, 3K3anbTUPOBaHHOE BUAeHWe
YepHbiwesa, YexpbirMHa v ux Konner nNpeactaBnAno coboi pe3xui
KOHTPAcT ¢ MarepuanucTuyeckon duvnocoduen KOMMyHU3IMa, KOTOPaA
HalWna CBOE OTpaXKeHWe B repouveckom peanusame Accouvauun Xyaox-
Hukos Pesoniounonnon Poccum (AXPP) . 310 BuaHo B Tak Has.,,lMpono-
re’’ (Maxoseu’ N°1): ,,3apava Hawero TBOp4YecTsa B TOM, 4TO6b) 6e30T-
YyeTHble ronoca NPUPOAbLI, NOAHABLUMECA B BbICWYIO Cthepy AYyXOBHON
U3HWU, CNNTL C HEIO BOGANHO U 3aKNIOYUTL B MOLWHbIX, CUHTE3NPYIOLWMUX
3TU COCTORAHWA, UENOCTHbIX 06pasax’’.

Hwxe npusoaaTcA asa nucbma YekpbirmHa k Muxauny ®epoposuuy
Napuonosy (1881-1964) 3 HeckoNbKNX €ro nNUceM, XPaHAWMXCA B ap-
xuse UCPK (NHCTuTYT coBpeMeHHOW pyccKoi KyneTypbl B ony6oit
Narywe, Texac, CWIA). XOTA Ha NepBOM NUCbME FOA He Y Ka3aH, MOXHO
YCTaHOBUTL NO OGUIUM AAHHBIM, 4TO OHO HanucaHo B 1921 roay.

Mywkuro 15 gesp. H. CT.

Hopozoi Muxaun ®edoposuy!

Hanucan Bam @ KakKom nonoxeHuu HaxoO0ATcA 6ubnuotexa Bawa,
KapTuHbl U pucyHku. locnan nucsmo vyepe3 Bawy 38010pOOHYI0 CECTPY,
HO pewusn HanucaTs Ha TOT cryvad, YTo6bl ece we bbInu useeweHsl, ecnu
npedsidywue nucsma nponadyrt. Kaptuwbl u pucyHku Bawu e nonHol
coxpaHHocTu 8 [Dcyd. XpaHunuwe; XxpaHutenem €20 celdyac XyOOoXHUK
LypHoe, o oTHOCUTCA K Bawum npo6nemam u pucyHKaMm 8HUMAETENbHO 1
(no cnoeam Huxonaa Muxalinoeuva). XpaHunuwe nomMewaeTca 8 0co- 2
6HAKke KysHneyoebix Ha [AmuTtposke, npoTus [TumerHoecko20 nepeynka.
Tam we HaxO00ATCA Bawu u30aHUA, KOTOpbIE 8 yenocrtu. Beige3 u3 Ba-3
wez0 OoMa: KapTuHbI, pucyHKu, 6ubnuoTtexky xyd. Kupunnoe (Bbi don- a
WHO 6bIT6 NOMHUTE €20 no Yy. X. B. u 3., 6noHOuH 8 neHcHe). bubnuo- 5
TeKa HaxoO0uTcA 8 1-M nponerapckom mysee Ha M. [muTtposke 8 0cob- 6
HAaKe Jleee (ram ecte npexpacHvle eewu). Bac u Haranuio CepzeeeHy 7
xorenu Kynute uz XpaHunuwa e 2anepeio TpersAKo8bIX, HO HE CMOo2U
37020 cdenars, T.K. He C KeM 2080pUTb NO 3TOMY. N08OAY. Bam HyxCHO
nocnats doeepeHHocTs unu pabapto (ny4ywe ece2o emy, T.K. OH T020a 8
6yder ceo60deH 6 8bi160pe, 6yder 20108010 3TO20 dena) unu xe MHe no
aodpecy lMywkuro.

K. Ham ece vawe u vauje OOHOCATCA eecTu ¢ 3anada, NonaodaroT iy pHa-
IbI, @nevatneHue AOMKeH CKa3aTs U CKyOHOe u CMyTHOe OT Tol 3acTo-
EHHOCTU, KOTOpaA KaK KaxeTcA 808ce He noeeépxHocTHa. MeHa kpalHe
uHTepecyer. yTo Oenaere Bbi u Haranua Cepzeeswa, A cnbiwan, 41o Bbi
cdenanu unmoctpayuu K “fleeHadyars” bnoka. He 3nalo, yTo we Bbi 9
cdenanu, 6noK He N0Oxo0uUT K Bam, pa3ee To/bKO NO NEPCOHaNCaM 3T0-
20 cnabo20 npouseedeHuA. lowueem — ysuoum.

Y meHA k Bam npocbba “‘c npoweruem cosera’’: ckawure, Muxaun ®e-
dopoeuy, cTouT nu exate 8 lMapuxc unu HeT? MoXCHO nu Tam He CTECHA-
Acs paboTars, eCTs NU KPacKu, XOMCT, KUCTU, 8bICTaBKU, KapaHlawu,
6ymaza?

He eossmere nu Bbi Ha ce6Aa Tpyd ApywecKuli N02080pPUTs C MapwaHa-
Mu, y Bac 3HakomMcT8a 00nxCHbI BbITb HE MaNbIE, O TOM HE KYNAT U OHU
MEHA KOHTPaKTOM (cKaxuTte uMm, yTO A paborocnocobeH, npubaebTe no
Opyxcbe y8ecucToCcTu U 60CKAUYATENbHBIX 3HAKOE) .

3axorenocs mMHe, kax GepemerHol 6abe apbysa, [Mapuxa, e2o obcra-
HOBKU U Kpacok Jleghpara (Ha 88 TOMOGUNU, KOCTIOM U Np. Niow) .

Vasilii Nikolaevich Chekrygin, one of the most original and impassioned
artist of the Russian avant-garde, was born 18 January, 1897, in Kaluga
Region. He grew up in Kiev, where he attended the icon school at the Kiev-
Pecherskaia Lavra;1910-14,he attended the Moscow Institute of Painting,
Sculpture and Architecture; 1912 made the acquaintance of Vladimir Mai-
akovsky and contacted with members of the avant-garde, including Natalia
Goncharova and Michail Larionov; 1913 with Lev Zhegin, illustrated Mai-
akovsky’s first book of verse Ya (Me); 1914 contributed to Larionov’s
exhibition “No.4"; vith Zhegin travelled in Europe; 1915-16 volunteered
for action; 1917 at the exhibition ""World of Art”’, Moscow; 1917-1918
served on the Commission for the Protection of Art Treasures in Moscow;
1918 taught at the Sokolniki House of Arts, Moscow; 1920 tried to commit
suicide; 1920-22 elaborated and interpreted the theories of the philosopher
Nikolai Fedorov; began a cycle of drawings called Resurrection of the Dead;
1922 co-founder of the group Makovets; contributed to its journal and
exhibitions; 1922 died in a railroad accident; 1923 post-humous exhibition
at the State Tretiakov Gallery, Moscow.

Established at the end of 1921, Macovets (also called Art-Life) supported
the Neo-Romanttic tendency in early Soviet art that coincided with the
consolidation of the New Economic Policy. Apart from Chekrygin and Flo-
rensky, membres of Makovets incluted Nicolai Chernyshev, Alexandr
Shevchenko and Lev Zhegin who countered the prevalence of abstract art
by renewing a lirical, even Expressionist style of painting and drawing. The
society, which organized two exhibitions in Moscow (1922, 1924) and
published its own journal (two issues,1922), was named after the hill on
which Sergii Radonezhsky built the Troitse-Sergiev Lavra (now the Zagorsk
Monastery and Museum) in the 14-th century — a gesture that betrayed its
members’ empasison thespiritual,religious quality of art. At a time when the
materialist philosophy of Communism was being preached and when the
heroic realism of the Association of Artists of Revolutionary RussialAKhRR)
was gaining momentum, the delicate, febrile visions of Chernyshev, Che-
krygin and their colleageues were a curious contrast. This is apparent from
the Makovets declaration or so called Prologue (Makovets, No.1):’'The task
of our creativity is to fuse the spontaneous voices of Nature elevated to the
highest sphere of spiritual life with Nature herself and to confine them in
mighty, cohesive images which will synthesize these conditions.’”

The two letters from Chekrygin to Mikhail Fedorovich Larionov (1881-
1964) reproduced below are among several such document in the holdings
of the Institute of Modern Russian Culture at Blue Lagoon, Texas, USA.
Althougt the first letter does not carry the year, circumstances indicate
that it is was written in 1924,

Pushkino, February 15
Dear Mikhail Fedorovich,

| have written to you about the condition of. your library and your
paintings and drawings. | sent the letter to your cousin, but have decided
to write again so that you will be informed of. the position even if. my
previous letters are mislaid. Your paintings and drawings are perfectly

1safe in the State Repository, its curator is now. the artist Durnov, who
2 treates your paintings and drawings with care (according to Nikolai Mi-
khailovich). The repository is housed in the Kuznetsov family’s mansion
3in Dmitrovka Street, opposite Pimenovsky Lane. Your editions are there,
4 too, in toto. The artist Kirillov has removed from your house some
paintings and drawings as well as the library (you probably remember him
s from the Institute of.Painting, Sculpture and Arhitecture, fair-haired with a
6 pince-nez). The library is in the First Proletarian Museum in Malaya Dmit-
rovka Street at the Leve Mansion (there are some splendid things there).
The Tretyakov Gallery wanted to buy some of. your works and some of.
7 Natalya Sergeyevna’s from the repository, but could not, since there was
no one to talk to in this connection. You should send a letter of attorney
8 either to Grabar (which would be best, since he would then be free to
choose and would be in charge of.this undertaking) or to me in Pushkino.

News from the West reaches us more and more frequently. Magazines
arrive. The impression given, | must say, is both scanty and obscure be-
cause of. that stagnation which, it seems, is by no means superficial. | very
much want to know. what you and Natalya Sergeyevna are doing. | have

9 heard that you have illustrated Blok’s The Twelve. / don‘t know. what
kind of. thing you have done: Blok isn‘t in your line, except perhaps in
regard to the characters of his feeble poem. Time will tell.

I have a request. to put to you “humbly begging for advice”: tell me, Mi-
khail Fedorovich, is it worth while going to Paris or isn’t it? Is it possible
to work there freely, are there paints, canvas, brushes, exhibitions, pen-
cils, paper?

Would you take upon yourself the labour of. a friend by talking to the
marchands — you must have many acquaintances — about whether they
would contract to buy me (tell them that | am industrious and add ster-
ling qualifies and exclamation marks from motives of friendship).

The desire for. Paris, for its atmosphere and Lefranc’s paints (I don’t
give a damn about cars, clothes, etc.) came upon me like a pregnant wo-
man’s desire for a watermelon. :

| place the duty of talking to a marchand (I would be riches for them,
| know. that) upon you and earnestly beg you to fulfil it — well, at worst
you will lose a couple of days or evenings. Really, Mikhail Fedorovich,
what would it cost you, you are at the top of. your form and must un-
doubtedly enjoy prestige in the eyes of the French. You are tall and have
an impressive bearing — make an effort for Moscow. (i.e. for me).

I look forward to your reply. Your’s, V. Chekrygin

10 Moscow. has become extraordinarily lively. Shops are opening, magazi-



[flonz nozoeopuTts ¢ MapwaHom (OnA HUx A Knad, 3To 3Hatw), donz no-
2080pUTH C MapWaHOM 803nazaio Ha Bac, HacToldyueo npowy e2o0 ucnon-
HuTb, Hy 8 Kpalinem cnyyae notepreTte OHA 2 unu eevyepa. Muxaun ®edo-
poauy, npaeso, 4To cTout Bam, Bel u 8 cune, 0a u a6 TopuTeT HECOMHEHHO
donxer 6biTs y Bac e 2nasax gopaHyy3os. Y Bac u pocT u 8HywuTensHaA
ocarika, nopaboralite Ha Mockey (T.e. Ha MEHA) .

Xy orsera.

Baw B. YexpbrauH

B Mockee oxuenerHue HeobbivaliHoe, OTKPbIBAIOTCA Ma283UHbl, 8b1X0-10
OAT JypHansl, NOAGMAKTCA 6bICTABKU, HACTPOEHUEe NPUNOOGHATOE,
MU3Hb 8XOOUT 8 HOPMAaINbHOE Pycno.

MywkuHo 9 dexabpa 921 2.

Hfopozoii Muxaun ®edoposuy!

Bawu dea nucsma nonywun, 00HO 4epe3 Oenezayuio, Opyz0e 4epes
lOpses. MMocnednee wno tonsko 11 Oweli. beckoHeyHo 06padosancA
emMy u cez00HA 1-0e nucsmo A nonyyun Ha 3 OHA nosxce KOpsesckozo.
Cez00HA yensild deqs dymaro 0 Bac, dopoz2od Muxaun Pedoposuy! Ha-
nucan A Bam & Mapux He 3HaA, 47O Bbl Tam u, udumo, ydayHo. Mrozue
Kpome MeHA 06padyloTcA TOMY, 4TO Bbi 300po8s! u xwuesl. Kakum-To
3HaTHBIM UHOCTPaHyem 6bin1 nyweH cnyx, 4To Bei u Hatanua CepzeeeHa
ymepnu. 3toT cnyx pacctpoun mHo2ux. O lapuxe, da u soobuje o Es-
pone 3Hanu OYeHs Mano — 8epHee HUYe20, TOMIbKO 38 NOCNEeoHee 8pemMA

cranu nonyvats vawe useectud. O Bac enepesie y3HaloT u3 nucem, no-
cnarHHeix Bamu mue. lMocne nonyvyeHuAa nep8o2o Bawezo nucsma A 6sin

8 Mockee Tonsko 00uH eevep u cobpan useectuli Ona Bac HemHo20 no-
Ka, HO 8 cnedyrouem nucsme AononHo ux. fonxweH nepedate nevans-
Hyro eects Haranuu Cepzeesre — ee matywka ymepna. Kozoa? Ide?
Mpu Kaxux o6cToATenscTeax — He 3Hat. OTey Mueet 20e-To nod Mo-
ckeoli, 206 — Heu3eecTHo. [Mnoxo nu, xopowo nu? Toxe Heu3eecTHo.
ToyHbix useecTuld He ydacTcA cobpaTe 00 Tex NOP, NOKAE A He y8uUNCyCb

¢ Kakum-nubo u3 Bawux unu we Haranuu CepzeesHbl pOOCT8EHHUKOS.
Cned xe yTepAH, T.K. céAseli c AOMOM, 20e wunu paHswe Bbi, OHU He
noddepxwuearor. Mo cnyxam, nepedarHbim Kem-To Jlbey dedoposuyy 11
doeonsHO-Taku 0aeHo, Bawa martywka xueer 20e-To nod Mockeol,
HNean ®edopoeuy Kyda-to 200a 3-4 Ha3al ucyes, 20e OH — HUKaKUX HET12
cnyxos. A xodun k “3on”. Teatp nyct. HukTo Ham He uzpaer. Hawen 13
dne2maTuyHo20 cTOpOMKa, KOTOPLIU cKaszan, 4yTo Tpynns! KceHsu ®edo-
POBHBI CTOPOXNC HE 3HEET.

B cnedyrowyto noe3dky cxoxy 8 Cyxapescikuli TeaTp, ec/lu ee Tam Hert.
— nolidy k Medepxonsdy, Moxer. 6biTo OH yKaweT, 20e uzpaet. Tenepb
KceHua ®edopoeHa, adpec eli Baw dam o06A3aTensHo.

B 6bieweli Bawell K8apTupe XUsyT CO8EPWEHHO NOCTOPOHHUE Bam
00U, neped HUMU XUMU TOXE NOCTOPOHHUE 100U, KOTOPbIX cnpawu-
8an Jlee ®edoposuy 200a 2 TOMy Ha3a0 — HEU3BECTHO Nu 20e 8s1? OHU
He TONbKO He cMoz2nu yka3ars, 20e Bbi, HO He 3Hanu u otya Haranuu
CepzeeeHs! u Bawel marywku. OvesudHo, Bawu poOcTéeHHUKU 8 ca-
myro TAxcenyio nopy (20n00a u xonooda 8 Mockee) noxkurynu Mockey.
Bam, KOHEYHO, OYeHs TPYOHO COCTa8UTH NPEOCTasneHue o0 Tol TpyOHO-
CTU, O Tex NIUWEHUAX, KOTopsble nepexueanu 8 Mockee — 3T0 MOXHO
noHATs nepexwus. OvesuodHo, Bawa KeapTupa u eewu KomMy-Hubyos u3
3HaKOMbIX 6b1nu 0TOaHbI NOO Had3op. Ho 20100 u xonod atux nocned-
Hux (cMOTpeswux 3a coxpaHHOCTsI0 eewel) 3actasunu 6exars 8 xneb-
Hble mecTa, 8 nposunyur. Ho eewu Bawu u Har. CepzeeeHsi (kapru-
Hbl) cnyyalHo yeudan es1803uMbiMu U3 Baweld keaptupsi (ux eeanu
nocropoHHue modu “Hukyda”, npocTo oceobowdanu nomewerue), Hu-
konald Muxalnosuy u oree3 ux 8 loc. Xp., 20e OH 8 TO 8peMA cayxcun.
lenukom nu oHu nonanu Tyda, yCcTaHO8UTbH MOXETE TONbKO Bbi, HO 6

nes are being published, exhibitions are being held, there is a mood of
excitement and life is resuming its course.

Pushkino, December 9, 1921

Dear Mikhail Fedorovich,

| have received two letters from you, one via a delegation, the other
through Yur’ev. The latter took only 11 days. | was enormously glad to
receive it and today, 3 days later, | received the first letter. | have been
thinking about you the entire day today, dear Mikhail Fedorovich! |
wrote to you in Paris without knowing that you were there and, appa-
rently, thriving. There are many others who will be glad to learn that you
are alive and well. A rumour was put about by some famous foreigner.
that you and Natalya Sergeyevna had died. Many people were upset by
this rumour. We knew very little about Paris or Europe in general, for
that matter — or, rather, we knew nothing — news has only recently
begun to arrive more frequently. The first news about you was in the let-
ters you sent me. After receiving your first letter | was in Moscow for
only one evening and | have gathered a little news for you in the mean-
time, but | shall supplement it in my next letter. | have sad news for.Na-
talya Sergeyevna — her mother has died. When? Where? Under what cir-
cumstances? — | don‘t know. Her father is living somewhere near Mos-
cow, where | don‘t know. In good conditions or bad? That, too, is un-
known. | shall not be able to obtain precise information until | see one or
other of your relatives or of Natalya Sergeyevna’s. Trace of them is lost,
since they are not in contact with the house where you used to live. Ac-

11 cording to rumours passed on by someone to Lev Fedorovich quite a

12while ago, your mother is living somewhere near Moscow and Ivan Fedo-
rovich disappeared somewhere 3 or 4 years ago — there are no rumours
about where he is.

13 I have been to the “Zon”. The theatre is empty. No-one is performing
there. | found a phlegmatic caretaker who said that he did not know K se-
nia Fedorovna’s company.

On my nexttrip | shall go to the Sukharevsky Theatre. If she is not there |
shall go to Meierhold — perhaps he will be able to indicate where Ksenia
Fedorovna is performing now. | shall certainly let you have her address.

The people living in your former apartment are complete strangers and
the people who lived there before them were strangers, too. About 2
years ago Lev Fedorovich asked them whether they knew where you
were. Not only were they unable to say, but they did not even know Na-
talya Sergeyevna’s father or your mother. Evidently your relatives left
Moscow. during the hardest period (of hunger and cold in Moscow). Of
course, it is difficult for you to form an impression of the hardships, the
deprivations which were experienced in. Moscow — that could only be un-
derstood by experiencing them. Your apartment and belongings were evi-
dently placed under the supervision of one of your acquaintances. But
the hunger and cold obliged even these last (looking after the safekeeping
of your belongings) to flee to areas where there was food, to the provin-
ces. However, by chance Nikolai Mikhailovich saw your things and Nata-
lia Sergeyevna’s (pictures) being carried out of your apartment (they
were being taken “nowhere” by strangers, who were simply clearing the
premises) and took them to the State Repository, where he was working
at that time. Only you can establish whether they are all there, but, ac-
cording to Nikolai Mikhailovich, there are very many of them in the State
Repository. | shall find out definitely whether your drawings are there
and also the number. of paintings and let you know in my next letter. |
have known for a long time that your paintings were safe and so was not
too worried. They cannot be stolen there; the only thing that could hap-
pen would be if they were distributed among provincial museums. Howe-

14 ver, | shall try to see that that does not happen before your return. | shall
15 definitely go to Grabar and give him your request. Bryusov is not involv-

ed, he can do nothing (even if your books were for sale he could not
forbid their sale since there is no right to property in Russia). | have not
run across your books anywhere during the entire six years. Evidently, all
of them have been saved or all of them have been lost. There are no paintings
on sale, either (there js no open trade in pictures here and they are bought on

16 the quiet: Aivazovsky and so on. Borovikovsky and Levitsky, forexample,

are not bought and that is even more true of. the impressionists). Your
collections have been transferred to state ownership. | don’t know by
whom (possibly they were requisitioned by the state to prevent their
being plundered) and at the present time they are in the 1st Proletarian Mu-
17seum, the former Leve mansion. The museum is a very good one. Whether
your library is there or not is something only you can-establish and you
won’t be able to get it back — the books would be museum property.

I shall see Nikolai. Mikhailovich in the next few days and give him your
request to write about paintings. He will be pleased to do so (he is a fine,
extremely rare character). We intended to visit the State Repository to-
gether and shall go in the next few days. Now, to go on. Your pictures
“Soldier with a Pipe” (recumbent), the big “Autumn, Spring, Winter,
Summer’” and the charming “Marine Landscape” are in the Museum of
Painting (it is closed on the instructions of the IZO), and so are Natalia
Sergeyevna’s pictures “The Canvas Bleachers” and “Winter Landscape”
(with tree trunks) and one theatrical piece. Many pictures (I don‘t know
which ones in particular) are in provincial museums: in Saratov and Yekate-
rinburg. | shall try to obtain precise information. | am very glad that they
are in their proper place and have not been used to fire the stoves.

Now, to more general subjects.

You asked what was new in art. Something exceptionally complex is
happening, there are a great many rumblings and it is hard to pass judge-
ment on contemporary painting here, since there have been no exhibi-
tions for three years now. The snobs (as | said) are waiting to hear from
Paris. There are many able young artists, but they occupy themselves
with trifles, all of them organising “revolutions in art” just as they used
to. The suprematists are led by Malevich and the kontrelefisty by Tatlin
(he teaches at the St. Petersburg academy) — they are sectarians, into-
lerant and, it must be admitted, tedious. All this is ignorant, stupid and



loc. Xpanunuuwe, kax 2080put Huk. Mux., ux o4eH» MH020. Tam nu pu-
CYHKU Bawu, y3HaI0 TOYHO, 8 TaKXe U YUC/IO KaPTUH U coo6wy cnedyio-
wum nucemom. A 0aeHO 3HaI0, YTO Bawu KapTuHbI COXpPaHAIOTCA, 8 No-
TOMY OTHOCUTENMbHO NOKOEH. YKPacTb Ux TaM He MO2yT, OUHCTBEHHOE,
4YTO ¢ HUMU MO2yT coenars, 3TO — PacnpedenuTs N0 NPOBUHYUaTbHbIM
my3eam. Ho A nocrapaiocs, 4To6bl 3T020 He denanu 0o Bawezo npues-14
da. O6asarensro cxowy Kk [oabapio u nepedam Bawy npocsby. bprocoe 15
He Npu 4yem, HUYe20 He MoXeT cdenats (ecnu 6bi b6binu 8 npodawe Bawu
KHU2U, U TO OH He cMoz2 bbl 3anNpeTuTs ux NpPooaxcy, T.K. npaea cobeCT-
eenHocTu 8 Poccuu Het). Knuz Bawux Hu20e He ecTpevan 3a ece 6 ner.
OYeBUOHO, UMU OHU COXPaHeHbl UEMUKOM UMU e YEeuKom no2ubnu.
Kaprun 6 npodawe Towe Her (OTKpsiTOU TOP206MnU KapTUHaMu y Hac
Her, 8 cKpbiTol nokynarot: Alieasoeckul u 1.n. boposukosckud, J1e-16
euykuli, Hanp., He NOKynaeTcA. MIMNpPeccuoHucTs! TemM 6onee). Bawu
Konnexyuu nepedaHsl 8 cOBCTEEHHOCTb 20CydapcTey. Kem — Heuseect-
HO (803MOXCHO, YTO OHU PEK8U3UPOBaHsI 20CyAapcT8oM, 0abbl OHU He
6b1nu packpadeHsi) u 8 HaCTOAWEe 8pEMA HaxOOATCA 8 1-0M nponerap-
cKom mysee Ha B. [iMuTpoexe Gbiew. ocobHAK Jleee. Myseld oveHb x0-17
powui. Tam nu Bawa 6ubnuoTeKa — yCTaHOBUTb MOXeETe TOMbKO Bbl,
nonyvuts ee 06paTHO Bbi He CMOXETE — ITO My3elHbie ewu.

Huxonaa Muxainosuva yeuxcy Ha OHAX u nepedaM emy Bawy npocs-
6y Hanucate 0 KapTuHax. OH 370 cdenaet. ¢ ydoeonscrauem (npexpac-
HaA, Ype3esbivaliHo pedkan nuyHocTs). Mel ¢ HUM emecTe cobupanucs
cxo0uts 8 [ocydapcTteeHHoe Xpanunuwe, Ha OHAX cxodum. Tenepb
danswe. Bawu kaptumsl “Condar ¢ Tpybkol” (newawud), 6omswan
““Ocerb, eecHa, 3uma, nero”’, npenectHeild ““Mopckol nelizanc’’ Hax00AT-
cA 8 My3ee wueonucHol KynsTyps! (OH 38KPLIT. NO PEcNOPAXEHUIO
U30), a raxe xapturel Hatanuu Cepzeesrbl “benunsujuysl xoncra”,
“3umHuli nedsax’’ (co creonamu), u 0OHa 8pTUCTUYECKAA 8€ufb Haxo-
AATCA TaM we. MHO20 KapTuH (KaKue UMEHHO He 3Halo) HaxoOATCA 8
npoeuryuansHeix myseax: e CaparoeckoM, Exarepurbypzackom. Toy-
Hbie c8edeHuUA nocraparocs cobpats. A 0YeHb pad, YTO OHU NONanu e Ha-
dnexawee MecTo, @ He NONaNu Ha pacTonky NeYeKx.

Tenepb Ha 60nee obwue Temsil.

Bbi cnpawusaere, 4T0 HO8020 8 ucKyccTée? T@OpUTCA HEeYTO Ype3assi-
4alHO CIOXCHOE, 04eHb MHO20 6pOXeHUU, 80 4YTO ITO 8bITLETCA, CKa3aTb
TPYOHO. CyduTs O cO8PEMEHHOU HUBONUCU y HEC 0YeHb TPYOHO, T.K.
8bICTa80K HeET. ywe 3 2008. Modnuku (kaK A 20eopun) wOyT useecTui
u3 lMapuxa. MonooHbIx cNOCOBHbIX XyOO0MHUKO8 MHO20. Ho 3aHumaroT-
CA OHU NYCTAKAaMU, 8Ce N0 NPEXHEMY YyCTPauealoT “nepeeopoTsl 8 Xu-
sonucu”. CynpematucTtsl 80 2naee ¢ ManesuyeM, KOHTPPENLePHUCTsI 80
2naee ¢ TarnuHbiM (oH npenodasarens lNerepb. akademuu) — ceKTaH-
Tol, HETEPNENuEes! U Halo NPU3HaTs Ha00eonusesl. Bce ITO HeaexecTeeH-
Ho, 2nyno u 2py6o, xOTAT 6biTo hunocoghamu He 3HaA a3byxu. OOHUM
C/I080M, UHTEPECHO20, 2y6oK020 (npocTo dawe yMHO20) Huyezo —
6e3nno0be. B no3suu H08020 Huvezo — MaAaxoseckul TO we camoe, 20-
pa3do Xyxe CTan nucats, NOTEPAN 3HEP2Ul0 (A, MEXAy NPOYUM, €20 CTu-
x08 He ebiHowy), wuser ¢ bpukamu 3decs, 8 lMywkuro. Jlee Pedopo-
8uY — peanucT. ywe daeHo, 200a 4 (He HaTypanucT, a peanucr) . EcTs 0ea
noara, Kotopsie npu pabote Mo2yT 68bIpaboTaTeCA 8 3HAYUTENTbHbIX —
310 H. Acees u b. lMacrepHak. [MocneoHul mMonyanuesiM coz2nacuem
Npu3HaH 38 Nyywez0 NO3Ta, & ecnyx dawe MaAKoeckum (oyeHs peeHu-
8bIM K ceoeli cnaee) .

Bce MeyTaloT 0 803MOXCHOCTU TUX020 TPpyOda, 0468UOHO MHO20€ Ha3pe-
110, ecTb YTO 8bIpabaTsiéats. Mou xyO0XeCTE8eHHbIe 832N1A0b! 8bIpaboTa-
AIUC 8 ACHYIO U OTYeTNUBYI0 hOpMY. YT8EepHOal0, YTO HUKTO Opy20U 6
Eepone ux He umeer, onA Bac oHu eepoATHo (6e3ycnoero), a Tarxe
onA ecex @paHyy306 u pyccKux GyOyT COBEPUIEHHO HEOXNUOaHHbIMU,
HO8bIMU. 3TOT nyTs (nyTs He Mo, a Moe20 yyutena gunocogicikozo) 18
donweH 3a8epwuTs 6Ce UCKaHUA xydoxecTeeHHsie u ghunocogckue,
npudare UM cMbICN, HEOGbIYalUHYIO ACHOCTb CUHTE38, 8 TaKwe Npumu-
PUTB: YYEHUA CNUPUTYyanuiMa ¢ MaTepuasnu3mMom, paspewan nNpoTueo-
PEYUA: NEHNCUXOMI02U3MA8, NEHBOMIOHTEPU3ME, NaH3CTeTusmMa. Punoco-
dua nepecraet. 6b1o hunocogpueli cosepyatensHol, oTeneyeHHod, nepe-
X00UT 8 0elicT8UTEMbHOCT, HaYyKa COEOUHAETCA 8 8CTPOHOMUU U 3a8ep-
WAETCA YUCT6IMU UCKYCCT8aMU 8 CuHTe3e npuvuHsl. Hoewid nyTs ects
Tpe6oearue znyb60KOU HPaBCTBEHHOCTU, 8 HEM OTKPbLIBBETCA NOONUH-
Hbil cMbicn Tpyda. Mol ysutens nocne Cokpara eenuvatwuid Cein Ye-
nosexa, Ho Mydpee ezo. E20 yveHue, 8epio, cTaHeT denom bydyuje20 Je-
n1oeeKa.

A Hanucan ManeHsKyK KHUXKY, 20€ NOYTU OOC/I08HO NOBTOPAIO €20
cnoea (T.K.ceoeii cUCTEMbI HE HaxXOXCy HYNHbIM 8bipabaTsieats), HO 6
Heli (8 KHU2€) A cucTemMaru3upoeasn e20 y4eHUe U NOCTapancA €20 u3no-
WUuTe HaznAoHeld. KpomMe KHu2u Hanucan HeboMswylo CTaTblio, KOTOPYO
8 CKOpOM 8peMeHU 0TNneYarTalo, Nnpu nepeeode Ha PpaHyy3cKkuld A3bIK.
IMpuwmio ee Bam cpedu cnedyrowjux nucem.

Mbi He 8udanuch 6 NeT NonHeIx, 38 ITO 8PEMA U 8HEWHE U A U Bbl us-
MeHUNUCb, 86POATHO, He mMano. OvYeHs npowy npucnate KapToyKy ¢ho-
rozpagpuveckyio Bawy, overs xodvy euderts, Kaxoesl Bei Teneps? Ceoio
Bam nocsinaio 8 3ToM nuceme, T.K. Bbl noMHuTe MeHA euwje pebeHKoOM
(mHe 6b110, K020a Bbi yeswanu, 17-610 200). Kpome toz2o0, Muxaun
®edoposuy, npuwnute CHUMKU unu ¢gorozpadpuu ¢ HOBbiIx Bawux u
Haranuu CepzeesHs! eewel. MexOy npo4yum, 8 NOCreOHeM HOMepe
“Ixpara’ (reaTpansHol 2a3eTbr) nucanu, 410 Bbl 3aKMIOYUNU KOHTPaKT.
¢ aMepuKaHyamu, eesywumu Bawu ucnarckue u pycckue geuju e Cee.
Amepuxy. [puwnure CHUMKU C UCNaHCKux eewel, mHozue 6ydyT
oveHs padsl euders Bawu Hoebie paboTel.

Kar paboraroT gppaHuyssl — He uHTepecytoch, dymaro, 47o u llukacco,
u fenore u fepeHy GydeT 04eHs UHTEPECHO NPOYECTs MOIO CTaTbio. Ecnu
Bbl ¢ HUMU XOpOWO 3HAKOMbI — NPOYTUTE €e um (Qenaw 310 He OnA
cnaesi, 8 ONA TopxecTea udel Moe20 yyuTena u Mockesi] .

Overis UHTEPECYIOC POPMOU UNNIOCTPAYUU MY3bIKU, ITO ByOer KoHey-
HO YeHHO, ecniu 6ydeT 060CHO8aHO Hay4HO. B Hayke xe 00 ce2o epeme-
HU He pa3paboraHa npo6emMa C8A3U C6eTa CO 38yKOM. BO3MOXHO, 4TO
Bo1 0TKpBINU NYTS, €CNU TaK — Bawa 3acnyaa 6yoder 02poMHa.

crude — they want to be philosophers without knowing the alphabet. In
short, there is nothing and nobody interesting, profound (or even just
intelligent). There is nothing new. in poetry — Mayakovsky is the same
and has begun to write much worse. He has run out of energy (inciden-
tally, |1 cannot bear his poems). He is living here in Pushkino, with the
Briks. Lev Fedorovich has been a realist for a long time, about 4 years
(not a naturalist, but a realist). There are two poets who could develop in
their work into significant figures — they are N. Aseyev and B. Pasternak.
The latter is acknowledged to be the better poet by tacit agreement and
aloud even by Mayakovsky (who is very jealous of his own fame).
Everyone is dreaming of the opportunity for quiet work. A great deal
has evidently ripened and there is something to produce. My artistic
views have developed into a clear and precise form. | maintain that no
one else in Eruope has them, for you they will probably (unquestionably)
be completely unexpected and new and for all the French and Russians,
too. This way (not my own, but tye way of my philosophical teacher)
should bring to a conclusion all artistic and philosophical questings, en-
dow. them with meaning and the extraordinary clarity of synthesis and
also reconcile the doctrines of spiritualism with materialism, resolving the
coqtradictions of panpsychologism, panvoluntarism and panaestheticism.
Ph/lo§qphy is ceasing to be contemplative and abstract and is making the
transition towards reality, science is unting in astronomy and reaching a

conclusion in pure arts in the synthesis of cause. The new.way represents
the demand of profound morality and the true meaning of labour is re-
vealed in it. My teacher is the greatest Son of Humanity after Socrates,
but is wiser than him. His teaching will, | believe, become the cause of
future man.

I have written a little book in which | repeat his words almost literally
(since I do not find it necessary to develop my own system), but in it (in
the book) | have sy ised his teaching and tried to expound it more
graphically. Apart from the book | have written a short article which |
shall soon publish when it is translated into French. I shall send it to you
with my next letters.

We have not seen each other for six full years and during that time both
you and | have, no doubt, changed a great deal, even externally. Please
send me a photograph of yourself, | very much want to see what you are
like now. | shall send you a photograph of myself with this letter, since
you remember me as still a child (I was 16 years old when you left). In
addition, Mikhail Fedorovich, send me photos or prints of your new.
works and Natalia Sergeyevna’s. By the way, the latest issue of The
Screen (a theatre newspaper) writes that you have concluded a contract
with the Americans taking your Spanish and Russian pieces to North
America. Send me photos of the Spanish pieces — there are many people
who will be very glad to see your new. works.

1 am not interested in how. the French are working — I think that Picasso
and Delaunay and Derain would be very interested to read my article. If
you know. them well, read it to them (| am doing this not to gain fame,
but to further the triumph of my teacher’s ideas and of Moscow).

I am greatly interested by the form of illustration of music. This, of
course, will be valuable, if it is placed on a scientific footing. In science,
after all, the problem of the link between light and sound has not hither-
to been worked out. Perhaps you have discovered the way — if you have,
the merit you have earned will be immense.

I sincerely wish you success, no-one will be so pleased by your successes
as | shall. | am not painting at all. | am drawing (I think | have already
written to you of this) a great deal, but with long breaks, since | have a
daughter and there are some unfavourable circumstances.




Uckpenre xenato Bam ydayu, HUKTO He byoer Tak pad Bawum ycne-
xam kak A. [1o xueonucu A cosepweHHO He pabortar, pucyro (A Bam
yKe nucarn, KayercA) oyeHb MHO20, HO C 60TbWUMU NEPEPLIBaMU, T.K.
y MeHA 004b U HEKOTOpbIe HeGIa20NPUATHbIE O6CTOATENbLCTAA.

Hoys y MeHA 30n0TaA, HeXHaA, 2N1a3aCTeHbKaA U 8€cenan xoxoTyuwKa.
Celiyac ee mama y6aloKUBaEeT, OHa )€ YTO-TO 2080pPUT. HA CBOEM HEXCHOM
Asvike. Xena y menA nobuman. PucyHok c ydoeonscreuem Bam npu-
cnan 6si He OOUH, @ XOTb OeCATb, HO OHU 6e3ycnoeHo He AoldyT. Huyve-
20 HeobbivyaliHo20 8 Hux HeT. Kozda-Hubyob, bo2 dact, MbI yeudumcA
fnyywe KoHeyHO Ha poduHe) u A ysuxcy Bawu pabortsi, Bbi mou.

Celivac A Bam He coeetyio npuesxates 8 Mockey, noka ewe XusHs y
Hac He HanaxeHa u TAxXena HeesIiHocumo. OnpasuTcA u Bel ysuoure pood-
Hble MECTa.

Bbi1 0onxwcHbI 20pa3d0 6onbwe 3HaTb O TOM, YTO OENaeTcA y Hac, Yem
MbI 3Haem o Bac.

B Mockee yctpausaerca Mup Uckyccts, Kyda 6X00AT 2nagHeIMuU 3a8-19
npasunamu “‘CezaHHuctsl” (Ao cux nop xyrowue e20), Bl Tam yneHom
u Har. Cepa. B M.U. 6x00AT ace “umeHa’”. OTKpbIBaETCA 8bICTABKA Ye-
pes 1/2 mecaya, 20e 6yOyT nokasaHbI paboTsl ecex 3a 3 200a. Hado Ha-
OeATLCA, YTO CTAPO20 He ByOerT, XOTA Hadexd mano.

Y Hac 200a 3 TOMy Ha3a0 y HEKOTOpPbIX NPOABUNAECH CUNTbHAA TOCKa NO
peanusmy, 3a2080punu o PembparoTe, 0 300p080l 068eKTUBHOU HUSO-
nucu, HO 0NA peanu3ma 8UOHO TOXE, KaK U y hpaHyy308 “KuwKa TOH-
Kka”. OcransHeie, Te ¢ HeocnabHol 3Hepauel NpPOOOMNEIOT CTPOUTL Ky-
6b1. Y Bac xoTe 06CcTaHOBOYHAA 4acTe Yuuwje, y Hac 2pA3b, HUWEHCT8O, 8
noTomy u 6onesHeHHel 8ce 3TO 8bI12/1IAOUT, KOHEYHO HE 8EPI0 HU TOMY,
HU 3TOMY. BONnesHeHHo, Halo OTOOXHYTb, NONPABUTLCA.

Y710 y Hac 0elicTeUTENIbHO 8E/IUKOMNENHO — 3TO My3blKa, OYMaeM, 4YTo
He cnabee Bawel. 3a ece 8pemMA pesonioyuu My3blKa y Hac HUCKOMbKO
He nana.. OyeHb MHO20 HOBbIX NPEKPACcHbIX cun. TeaTpbl — uwyT U Huve-
20 He Hax00AT. BbiI OnA HuUx Gydete 30n0T0l 4YenoeeK, HO 0eHez 30ech
0nA nocTaHoOBOK Het, @ noTomMy Bbi 30ecy noka He noAaenAalrtecs. Kozda
yensiwart 0 Bawux pabotax Ha 3anade, 8 00CTaTOYHOM KONUYECT8E Ha-
nuwyt 06 3TOM, TO208 NOTPebyem u Bac ordare ob6parHo Poccuu, Kak
ee TanaT...

A 8ce xe, HECMOTPA Ha OKPy¥awWuld 20100, HEYCTPOEHHOCTb, HUWe-
1V, paod, 4yro A 8 Poccuu, doma.

OveHp MHO020 cpedu Hac nodeld He ¥enarwux exars Ha 0080bCTE8O,
CbITOCTb, ITU 100U HE 2N1yNbl, OTHIOOb HET.

Kpenko yenyro Bac u o6rHumaro. Xenato 300poeba u ycnexoe Haranuu
CepzeesHe. lMoknoH ot JTsea Pedoposuya.

Baw B. Yexpbizun

Adpec: Mywxuno Ces. x.0., Oaya KpaweHHukosa. [TuwuTe nyywe ye-
pes 0pves.

Bor. Hado 6yder yeudats Bac, Muxaun ®edoposuy, no2080puts ¢ Ba-
MU, HaM-MHO20 ecTb 4YTO cKkasars!

1. Moaect Anexcanaposuy flypHos (1867-1928), xya0xHUK u npenoAaa-
satens. B apyrom nuceme, umerowemca 8 apxuse UCPK, Yekpbiruxd yno-
MuHaeT 0 [lypHOBO Kak 06 ‘'oveHb 4eCTHOM u 6naropoaHom yenoseke’’.
2. NmeeTcA B BUAY XYAOXKHUK, YneH rpynnel ‘‘"Maxkoseu’” H.M. YepHsbl-
wos (1885-1973).
3. Ao ceoero oTbesna U3 Poccumn (cosmectHo ¢ Hatanseit MoH4apoBoit)
NapuoHos xun 8 5. Manawesckom nep., a. 7.
4. Nndopmaumio o xyaoxxHuke Kupunnose HaliTu He yaanocs.
5. YekpbIruH umeet B8 Buay Yunnuuie KMBONUCK, BaRHUA W 30A4€CTBa,
rae oH u flapnoHos 6b1nn cTyaeHTaMu.
6. BbiBWUIA OCOBHAK JleBe, cnyXusBwut My3seem a0 cepeauHsl 20-x rr.,
HaxoauncA Ha Bonbwoi Aumutposke, Aom 22 (HbiHe MywKuHCKan ynu-
ua) . Ynomunanue Yexpoirunsim Manoin (M.) Amutposku — ownbka.
7. Hatanua CepreesHa Monyaposa (1881-1962) .
8. Uropbs ImMmanyunosuy pabapb (1871-1960) — xyAaOXHUK, UCKYC-
cTeoBea, pectaspaTop. B To BpemAa 6b1n gupextopom IMNTT.
9. NapuoHoB nanCTPUPOBan (PpaHUY3CKUIA NepeBoa NO3IMbI, CreaaH-
Hbit Cepreem Pomossim. Mepesoa 661N ony6nMKoBaH NapMKCKUM U3aa-
TensctBom ‘‘La Cible’’ 8 1920 roay.
10. Bnaroaapa sseaeHunto fleHnHoim HOMa 8 1921 roay, Habnoaanoce
HEKOTOpOe BO3BpalieHne K KanuTafiuCTUMECKOW CUCTEME, YTO CTUMYNN-
POBaNo XXUBYI0 KOMMEPYECKYIO U KYNbTYPHYI0 aKTUBHOCTb.
11. Umeetca B8 Buay N1.®. Xerun (1892-1969) , xyaoXHUK, unen rpyn-
nbl “‘Makoseu’’. 1o pesontouun 6bin 6nn3xkom apyrom M. NapuoHosa.
12. Usan Pepoposuy NMapuowos (1884-1919), 6pat M.®. NaproHosa u
CaMOCTOATENbHbIN XYAOKHUK.
13. Teatp oneperTsl ‘'30H" (HhyHKUMOHUPOBAN A0 M, HEKOTOPOE BPeMA,
nocne pesoniounn.
14. Napwonos u NoHYapoBa MHOrAa Aymanu O BO3BPALLEHUM HA POAUHY,
ocob6eHHo B8 30-e roabl. O6a ymepnu, Tak n He ysuaes BHOBb MOCKBbI.
15. Moat-cumsonuct Banepuit Axkosnesuu Bprocos (1873-1924) noa-
AepxunBan GONLLIEBUCTCKUIA PEXUM U Nepes CMEPTbIO 3aHUMan pAA aa-
MWHUCTPATUBHbLIX NOCTOB.
16. Nean KowncranTuHOBuM AiiBazosckuit (1817-1900) nssecTHoIl Xy-
ROXHUK-MapuHUCT. Bnagumup Nykuy Boposukosckuit (1757-1825) u
Amutpuir Mpuropsesuy NMesuuxuii (1735-1822) — sbigatowmeca pyc-
cKue nopTpeTUcTsl 18-ro Bexa.
17. Nepsobiit nponetapckuii mysein. Cm. npum. 6.
18. Hukonaa ®epoposuva ®epoposa (1828-1903) Yexpuirun cuutan
cBOMM yuyuTenem B o6nactu dunocodpun. Bonbwoe BAuAHUE Ha Hero
OKasan ueHTpanbHbi Tpya Penoposa "Punocopun obutero aena’’.
19. BeictaBka "Mup uckyccrea’’ oTkpeinace 8 Mockee 8 AHBape 1922
roga. ""CesanHucts!’ (Pobept @anbk, Merp KoHuanosckwii, Apucrapx
Nentynos, Unea Mawkos, Anexkcanap Kynpux v Bacunuit Poxkaect-
BEHCKU#) 6bINM Ha Heit WMPOKO NpeacTasneHbl. MHTePecHo OTMeTUTb,
4TO Ha BbICTaBKe 6b1nun Takxe paboTtel Mapka Warana.

Ny6nukauna u kommentapum xoHa GOYNTA

My daughter is a treasure, tender, with big eyes and a cheerful chuckler.
Her mother is soothing her now and she is saying something in her own
tender language. | love my wife. | would send you not one drawing but
ten if you liked, but they would be certain not to reach you. There is
nothing extraordinary about them. Some time, God grant, we shall see
each other. (preferably in our homeland, of course) and | shall see your
works and you will see mine.

I do not advise you to come to Moscow. now: life here has not yet re-
gained its stride -and is intolerably hard. When things recover you will see
the places dear to you.

You must know. much more about what is happening here than we
know about you.

19 Mir Iskusstva is being organised in Moscow. with the “Cézannists” as the

principal bosses (they are still chewing him over). You are a member and
so is Natalia Sergeyevna. M.1. includes all the “names’. An exhibition will
open in 1 or 2 months time at which everyone’s works for 3 years will be
shown. It is to be hoped that there will be nothing old, although hopes of.
that are slim.

About 3 years ago some people here revealed a powerful feeling of nos-
talgia for realism. They began talking about Rembrandt, about healthy,
objective painting, but it was also evident that they were not “up” to
realism, like the French. As for the others, they continue to construct
cubes with unabated energy. At least your milieu is cleaner; here there is
dirt and beggary and so all this looks even more sick. Of . course, | do not
believe in either one or the other. It is sick and there is a need for rest
and recovery.

What is really magnificent here is music and we think that it is as strong
as yours. During the entire period of. the revolution music has not decli-
ned a jot here. There are very many fine new forces. The theatres are
finding nothing in their search. For them you would be a treasure, but
there is no money here for productions, so don’t appear. here for the time
being. When your works in the West are heard of and are written about in
sufficient volume, then we shall demand that you, too, be given back to
Russia, as its talent.

Despite the surrounding hunger, the disorder and the poverty, | am ne-
vertheless glad that | am in Russia, at home.

There are very many among us who do not want to go to prosperity
and satiety and these people are not stupid, by no means.

I warmly kiss and embrace you. | wish Natalia Sergeyevna health and
success. Lev Fedorovich sends his regards.

Your’s, V. Chekrygin

Address: Pushkino, Northern Railway, Krashennikov dacha. Write
preferably care of Yur’ev.

Well, 1 shall have to see you, Mikhail Fedorovich, and talk to you, we
have a ot to say to each other!

Translated by K.G. Hammond

1. Modest Alexandrovich Durnov (1867-1928), artist and art teacher. In
another letter from Chekrygin to Larionov in the IMRC Archive, Chekry-
gin refers to Durnov as a ‘‘very honest and noble person’’.

2. Nikolai Mikhailovich. A reference to the artist and fellow member of
Makovets Nikolai Chernyshev (1885-1973).

3. Until he left Russia in 1915 (with his companion Natalia Goncharova),
Larionov lived at B. Palashevskii, House No. 7, Moscow.

4. Information on the artist Kirillov has not been forthcoming.

5. Chekrygin is referring to the Moscow Institute of Painting, Sculpture
and Architecture where he (and Larionov) had been a student.

6. The former Leve mansion which was used until the early 1920s as a
museum was at No.22 on the Bolshaia Dmitrovka(now Pushkinskaia Street).
Chekrygin’s reference to M. (Malaia) Dmitrovka must be a slip of the pen.
7. Natalia Sergeevna, i.e. Natalia Goncharova (1881-1962).

8. Igor Emmanuilovich Grabar (1871-1960), painter, critic and restorer,
was at this time Director of the Tretiakov Gallery, Moscow.

9. Larionov illustrated Serge Romoff’s French translation of Alexander
Block’s famous poem The Twelve. It was published by La Cible, Paris,
in 1920 under the title Les Douze.

10. With the introduction of Lenin’s New Economic Policy (NEP) in
1921 a partial return to the free enterprise system was allowed — stimul-
ating brisk commercial and cultural activity.

11. Lev Fedorovich: a reference to Lev Zhegin (1892-1969), artist and
fellow member of Makovets. Before the Revolution Zhegin was a close
friend of Larionov.

12. lvan Fedorovich: a reference to Ivan Larionov (1884-1919), Mikhail’s
brother, and an artist in his own right.

13. The Zon Theater was an operetta theater in Moscow active before
and just after the Revolution.

14. Both Larionov and Goncharova occasionally entertained the idea of
returning to their homeland, especially during the 1930s, but they both
died without seeing Moscow again.

156. The one-time leader of the Symbolist poets, Valerii Yakovlevich
Briusov (1873-1924), supported- the Bolshevik regime and occupied a
number of administrative posts until his death.

16. lvan Konstantinovich Aivazovsky (1817-1900), Russia’s famous marine
painter. Vladimir Lukich Borovikovsky (1757-1825) and Dmitrii Grigorievich
Levitsky (1735-1822), leading portrait painters of the 18th century. *
17. First Proletarian Museurn See Note 6 above.

18. Chekrygin regarded Nikolai Fedorovich Fedorov (1828-1903) as his
philosophical teacher, being much influenced by Fedorov’s central work
Philosofiia obshchego dela (Philosophy of the Common Cause).

19. The "World of Art” exhibition opened in Moscow in January, 1922
The Cezannists (Robert Falk, Petr Konchalovsky, Aristarkh Lentulov, llia
Mashkov and Vasilii Rozhdestvensky) were well represented. As a matter
of interest, Marc Chagall also contributed to this exhibition.

Published and commented by John BOWLT.



WN.B.Cranun, pedxan porozpagpua. CHUMOK cOenaH Ha CTyneHbKax Mae3onea e 1932 200y.
1.V. Stalin, a rare photo taken in 1932 on the steps of the Lenin’s mausoleum.



CULTURE 2 - KYABTYPA 2

The following extract is part of a chapter from the book “Culture 2" by V. Paperny, which will
shortly be published by Ardis. The book deals with a phenomenon at once widely known and
little studied — the architecture of the Stalinist period. The principal problem that the author
seeks to resolve may be expressed as follows. What happened in the late ‘20’s and early ‘30°s?
Why were some forms, ideas and people suddenly replaced by others — was this a natural process
of stylistic change or interference by external forces in the field of architecture? In order to ans-
wer these questions, the author seeks to examine architecture not in isolation, but in the context
of broader cultural and political processes. He wants to see "‘that common process that took place
simultaneously in spatial thinking, in literature, in state policy and in the structure of social organi-
sation”. V. Paperny concludes that the hostility between people and ideas from the late ‘20’s to
the ‘50°s is to be explained by the fact that they belonged to two different, mutually exclusive
cultures. These two cultures are provisionally labelled “culture 1 and “culture 2* by the author.

Of course, the first objection that presents itself in relation to such a division is whether the word
“culture’”” may be used appropriately in both cases. After all, are not all the manifestations of this
second era, from the deification of one person and the destruction of millions and the proclama-
tion of one idea and the prohibition of all others (the concealment of knowledge) to its triumphant

achievements in the shape of the masterpieces of socialist realism, a large part of which are now:

completely forgotten, and the grandiose structures, the absurdity and ugliness of which often strike
wcceeding generations — is not all this rather a manifestation of savagery, barbarianism, malign
ignorance

If this is the case, it would seem abundantly clear that calling things by their names in no way in-
terferes with a scholarly approach to the subject or makes it any less scholarly. When certain chan-
ges occur in the human organism — for example, when the temperature rises above 37 degrees C.
— the physician describes this as illness. He does not call the condition “health 2”. (Like Bulga-
kov’s “’sturgeon of the second degree of freshness”. “There is only one kind of freshness,” Voland
instructs the snack-bar assistant, “’the first and it is also the last.”’)

Nevertheless, in accepting the author’s convention, let us permit ourselves to reflect, indepen-
dently, upan this comparison. The first thing to strike one is that the replacement of one of these
cultures by the other was not natural. The avant-garde ideas of the art of the ‘20’s had not exhaust-
ed themselves, to die a natural death: just as the theatre of Meyerhold and Meyerhold himself did
not die natural deaths. Political and administrative interference of the crudest and most vicious
kind took place: Eisenstein’s film “Bezhin Meadow was erased, Favorsky’s frescoes were broken
up, books that had been collected together were scattered, and productions were banned. Artists
were destroyed, first morally, then physically.

Let us now try, removed to some degree as we are, to survey the European continent as it was at
the end of the ‘30’s. We note the clear similarity between countries such as Germany, Italy and the
USSR, both in political structures (the masses inspired by the leaders, universal jubilation and
heightened feeling) and in aesthetic theories (art for the people) and literary, artistic and, in parti-
cular, architectural practice. In disciplined Germany the government line in art was enforced even
more rigidly and consistently: after a specially organised “’Exhibition of Degenerate Art”’ museums
received lists of works to be destroyed (and they were destroyed), while artists who figured in the
lists were categorically forbidden to continue working. This state of affairs continued until the mi-
litary defeat of Germany in 1945.

Momewaemsili 30eces 0TPLIBOK — 4acTe 2naesi usz KHuzu B. Maneprozo “Kynstypa 2*, 20T08A-
wedcA K ny6nukayuu 6 u3darenscree “Apouc’’. 3Ta KHU28 NOCBAWEHE TAKOMY WUPOKO U3BECTr
HOMY U 8 TO )K€ 8pEMA Ma/o U3y4YeHHOMY (HeHOMEHY, KaK apxuTeKTypa cTanuHckod anoxu. Oc-
HOBHOU 80NPOC, Ha KOTOPLIU NLITAETCA OTEETUTL 88TOP, MOXCHO cHopmMynupoears tax. Yro npo-
usowno Ha py6exwe 20-x u 30-x 20008, noyeMy 00HU hOpMbI, udeu u nwou e HO CMEHUNUCH
dpy2umu, 66110 NU 3TO €CTE..78EHHLIM NPOYECCOM CMEHbI cTunell unu eMewaTenscTeomM NOCTo-
POHHUX cunl 8 06NacTe apXUT 2K TYPHO20 T8OpYecTea? Y1obbl OT8ETUTL HA ITOT. 80NPOC, 88TOP CT8-
P8ETCA PaccMaTpueaTs apXUTEKTYpPY HE U30NUPOBaHHO, 8 8 KOHTEKCTe 60M1ee WUpPOKUX KynbTyp-
HbIX U nonuTuYecKux npoyeccos. OH xovet yaudeTts “‘TO obwee, YT0 NPOUCxoouno 0OHOBPEMEH-
HO 8 06f1acTu NPOCTPAHCTEEHHO20 MbIWNEHUA, U 8 06acTu cnoea, u 8 cdhepe 20cydapcT8EHHOU
NONUTUKU, U 8 CTPYKTYpe coyuansHol opzanu3ayuu obwecrea”. B. MManepHbili npuxoduT K ebi-
800y, YTO 8pawcde6HOCTs MexOy NwdsMU u udeamu 20-x u 30-50-x 20008 06BACHACTCA TeM, YTO
OHU NPUHAONENAaT 08YM Pa3HbIM, 83aUMOUCKIIIOYaIOWUM KynbTypam. ITu ee KynbTypsl 88TOp
YCno8HO Ha3bI8aeT “KynsTypa 1 u “Kynstypa 2°.

KoHeyro, nepeoe, 80o3HuKaouiee npu TaKoM pa3deneHuu 803paxeHue, — 8 060UX U CIYyYaAx
yYMecTHO ynoTpeGneHue cnoea “‘Kynstypa’’? Bedb ece npoAeneHuAa 3Tol eTopol 3NOXu — OT
060XeCT8NEeHUA 00HO20 YEN108EKA U YHUYTONEHUA MUMNIUOHO8, OT NPOB03218WeHUA 00HOU udeu
u 3anpera Ha ece dpyaue (coxpsiTue 3HaHul), 00 ee Tpuym@ansHeix 0cTuNeHUl 8 sude wedes-
PpO8 coUpeanu3ma, 3HaYUTENbHAA Y8CT6 KOTOPLIX HbIHE NPOYHO 386bITa, U INOXANbHLIX COOPYNe-
Hud, 384aCTyl0 NOPaXCaOWUX NOTOMKO8 HENenocTel0 U ypoOCTEOM, — He AGNAEGTCA Nu 6ce 3T0
CKOpee NPOABIeHUEM OUKOCTU, 88PBAPCTEA, 31020 HEBENECT8a?

U ecnu rax, o no eceli 8UGUMOCTU, Ha38aT6 8EWU CEOUMU UMEHaAMU HUCKOMBKO HEe MeWwaeT u
He yManAaeT HayYyHOCTU Nnooxooda K Teme. C HaCTYyNNeHueM 8 4Yen08eYeCKOM Op2aHU3IMe onpede-
NeHHBIX UIMEHEHU U, HaNPUMED NPU TemMnepaTtype esiwe 37° yyenHsili 2080puT: 3T0 60ne3Hs. OH He
Ha3bI8aeT ITO cocToAHUE — “300poese 2°. (Kax y Bynaaxoea — “ocetpuHa eéTopoii ceexecru”’
““Caexects 6b168€T TONLKO O00HA, — yyuT BonaHd, — nepean, oHa e u nocnedHAA”,)

- Tem He meree, np IT0 Y den , No3eonum cebe He388UCUMO OT a8 TOpPa NOPas-
MbIWnATe HA0 N0A06HLIM conocTaeneHuem. [lepeoe, yTo GpocaeTcAa 8 21838 — CMeHa 3Tux 08yx
KynsTyp He 6bina ecrecTeeHHol. AeaH2apOoHbIe udeu uckyccrea 20-x 20008 He ucvyepnanu cebA,
410661 YMEPETH ECTECTBEHHOU CMEPTHIO, KaK He yMep ecTecTeeHHOU cmepTsio TeaTp Medepxons-
0a, Oa u oH cam. llonuTuyeckoe U aOMUHUCTPaTUBHOE 8MEWaTENbCTEO NPOUCX0duno & camoli
2py60ol u wecTokoli gopme: 6bin cMbIT hunsm IiseHwrelHa “Bexcun ny2”, cbuts! gpecku Pa-
80pCKO20, PacceINanucy HabpaHHsIe KHU2U, 3anNpewanucs cneKTaknu. [eArenu ucKyccrea yHuy-
TOMaNnuUCces CHavYana MopansHo, 3aTemM uauvecKu.

Monpo6yem Teneps, yOanuewucs Ha HEKOTOPOE PaCcCTOAHUE, OKUHYTs 8321AC0M esponelickuli
MaTepuK, KaKuM OH 66N K KOHYYy 30-x 20008. MeI 3aMeTuM ABHOE CXOOCTBO MeXOy TaKuMu
cTpaHamu, Kak I'epmarun, Uranua u CCCP u @ o6nacTu nonuTuyecKkux cTpykTyp (6000yweeneH-
HbIE 8OXOAMU MAaccCbi, 8ceobuiee IHTY3ua3M u nuKoeaxue) u no YacTu screTuveckux Teopuii (uc-
KyccTeo OnA Hapoda), nurepatypHol, xyOOMecTeeHHOU U, 8 YaCTHOCTU, apXUTEKTYPHOU NpaK-
TuKku. B ducyunnurnupoeanHol [epMaHuu NpaeuTensCTEEHHEA NUHUA & UCKYCCT8e NPo8oouTCA

ewe 6onee MeCTKo u doearensHo: cneyuansHo ycTpoeHHol “BeicTasKu OezeHepaTue-
HO20 ucKyccTea’, N0 My3eAM PacCeINaloTCA CNUCKU NPOU3BedeHul, NOANENEUUX YHUYTONEHUIO
(u onu yHuyTONEIOTCA), XYyOONHUKAM, wum 8 u, 8Npeds KaTe2opuYecKu sanpewaer-

cA paborars.- Takoe cocToAHue ONuTcA A0 80eHHO20 nopaweHuA epmanuu e 1945 200y.
Cpedu otnuyutensHsix NpusrHaKoe Kynstype! 1 u KynsTypel 2 HEeNb3A He 3aMeTuTs cnedyrowue.

MOVEMENT - IMMOBILITY

I have, says Culture 1, henceforth freed myself
forever from human immobility, | am in constant
motion” (Vertov). This is a cultuge of displace-
ment, of changeable fortunes, of disequilibrium,
of instability. This is ““eternal struggle, permanent
revolution, the earth upturned’”. Here, as in
Tatlin’s tower, it won‘t do to "’stand and sit, you
must be inevitably drawn upward, downward to
the depths, you must be drawn against your will”
(Punin). Your eyes “are forcibly attracted to
those logical details that must bee seen’’ (Vertov).
This is “‘the instant of a creative race, a rapid
shift into forms, there is no stagnation — only
energetic movement’’ (Malevich).

In this culture architectural constructions must
be mobile — only because "‘the very idea of move-
ment has great potential for development’
(Krutikov). Houses should turn ""toward the sun,
collapsible, combinable, and mobile... with
variable arrangements of rooms and furniture”
(Zelinsky).

The ideal to which this culture strives is that "a
change in habitat for individual citizens — city in-
habitants — should present no difficulties,
complications or inconveniences (just a suitcase
in hand)” (Golosov). It is no accident that a man
with a suitcase and a woman with a bag are
typical members of this culture, as it is usually
depicted in films.

Not only people, but houses themselves are to
be torn from the earth. ‘“Steamship cabins,
airplanes and sleeping cars on trains” (Ginzburg)
become prototypical dwelling places. The house
is transformed into a “box of bent glass or a
mobile stateroom on wheels fitted out with a door
on rings, and its resident inside’’. This stateroom
could be set up ““on a train (special tracks, little
plazas with spaces for them) or on a steamship,
and without leaving them the inhabitant goes on
a journey”. (Khlebnikov). ,

Indeed under such circumstances no ‘’change of

ABUXEHWUE — HENOABUXHOCTb

""fl, — roBopuT 0 ceGe KynsTypa 1, — 0c8060X-
Aaw0 ce6A c cOroaHA HaBCerpa OT HENOABWNCHO-
CTU 4e/I0BEYECKOW, A B HENPEPLIGHOM RBUNKE-
Hun’’ (Bepros) . ITO KynsTypa NepeMewteHnA, U3-
MEHBHUA COCTOAHUA, HeYCTOHYMBOCTHU, HecTabune-
HOCTH. J70 “‘BeuHbNi 60i’’, “'NepmaHeHTHaA peso-
naoumMa’, ““semnA abiGom’’. 3pece, Kak B TaTANK-
CKo# GawHe, He CNeayeT ‘CTOATb U CUAETL, BAC
ROMKHO HECTH MEXAHUYECKWU BBEPX, BHU3, yBAe-
KaTb npoTus Bawew Bonu’’ (Mywuu) . Baww rna-
32 "HacUNLCTBOHHO NepebpacbiBalOTCA Ha Te
nocnefoBaTeNbHbie A6Tanu, KOTOpbIe BUAETHL
Heo6xopumo” (BepTos). ITo “‘MrHOBeHbE TBOP-
weckoro Gera, GuicTpuit casur 8 (hopmax, HeT
3acTon, — ecrb GypHoe asuxkenue’’ (Manesuy) .

ApPXUTEKTYPHLIO COOPYEHUA B 3ITOW KYNbTy-
pe ROMKHBLI 6bITb ABMIKYWMMUCA — TONBLKO NO-
TOMY, 4TO ‘‘cama MABR G8UNEHUA NPeACTaBAALT
Gonbwo# uHTepec AnA paspaborku’” (Kpymw-
xos) . floma aonxHb! GbiTh ‘‘NOBOpPaYMBaIOWM-
MUCA K COnHUY, pasGopHbIMU, KOMGUHUPOBaH-
HoIMU ¥ noasvHLIMKU (...) ¢ MeHAIOWeHCA Nna-
HUPOBKOW KOMHAT, ‘'mebenn’’ (3enunckuii) .

B nneane, K KOTOPOMY CTPEeMUTCA KYALTYpa,
‘NepemMenHa MUAUWL, OTAGABLHLIMKA FPAXKAIHAMMU —
IUTONAMU ropoaa — He NPeACTaBARGT HUKAKUX
TPYAHOCTeNH, OCNONHEHUH U Heyao6cTs (nepece-
newne ¢ wemopaHwkom B pyke) ”’ (Fonocos).
Yenosex ¢ yemopaHom, 6a6a ¢ Mew KOM — BOT
TUMNYHLIE NEPCOHAXMN 3ITOW KYNbTYpbl, KaK ee
06bIYHO HM306pPaxaoT B KUHO, U OHU BOIHUKAW
He CNy4aiiHo.

He Tonsko noau, HO U caMu AOMa OTPLIBAIOT-
CA o7 3emnn. MpPoOTOTUNOM MUABLA CTaHOBATCA
"'kabuHKV NaccCaXupcKoro Napoxona, a3ponnaxa
unu cnansHoro sarona” (Fuus6ypr). flom npe-
BPaLAGTCA B “"AWUK U3 FHYTOro CTeKNa UAn No-
XOAHYIO KaI0TYy, CHaGXXeHHYI0 ABEPLIO C KONbLA-
MU, Ha KONI6Cax cO CBOUM OGbiBaTtenem BHYTpH'',
3Ta KalTa CTaBUTCA ‘Ha noe3n (oco6uie Konew,
NACWAAKK C MecTamu) MAW NapOXOA, U B Heit
WUTENb, He BLIXOAA U3 HEe, COBEPLUAN NYTELWeCT-
Bue” (Xnebuukos).



WN.Hukonaes: fom-KommyHa, 1927.
1.Nikolaev: Commune House, 1927

Among the distinguishing features of culture 1 and culture 2, the following cannot but be noted.
Culture 1 was cosmopolitan; it lived in terms of the future, when there would be no barriers bet-
ween nations and cultures. This culture was open to all that was new, regardless of its origins.
Western artists came to Russia to work: Isadora Duncan opened a ballet school in Moscow, Mary
Pickford appeared in a film with Igor llinsky, Meyerhold invited Picasso to design a planned pro-
duction of “Hamlet”, Le Corbusier realised his largest profect of that period in Moscow. New
books were immediately translated and published: ideas crossed frontiers comparatively easily. It
was accepted that the planet was marching to a single beat — a “‘revolutionary’’ beat, of course —
and everything was directed towards the future where “there would be neither Russias nor Latvias”
(and, indeed, they soon ceased to be, although in a totally different sense). A new alphabet for the
Central Asian republics was created on the basis of Latin characters, since it was supposed that in
the future the world language would be English.

Culture 2, on the contrary, was locked within state frontiers, the theme of the “bright future’”
was turned into slogans set in concrete and appeals to the past became the principal inspiration of.
culture.Glorious forebearers were remembered and monuments erected to them(*’Yuri Dolgoruky*)
The classics and classical forms of art stood at the centre of cultural life — ballet, opera and also
folklore (the jazz of Utyosov gave way to the Pyatnitsky choir). International elements were driven
out of culture and the country was strictly isolated from external influences by an iron curtain
designed, above all, to block the penetration of ideas, trends and even simply information on what
was happening outside. ““Cosmopolitan’’ became a synonym for “traitor to the motherland”.
Almost any contact with a foreigner carried with it the threat of severe juridical punishment.

But perhaps the main thing distinguishing these two cultures was the relationship between the in-
dividual and the state. Whatever collectivist declarations the representatives of culture 1 (Mayakov-
sky, Malevich, Meyerhold and others) made, this entire culture was imbued with the spirit of in-
dividualism, freedom and the self-affirmation of the individual. It was characterised by the wilful-
ness and whimsicality which are always part of the living fabric of creativity. Why, a critic marvell-
ed decades later during the period of the “‘thaw”, did Meyerhold need *“The Magnanimous Cuckold”
as a revolutionary play? Poets published their own anthologies, painters organised their own
exhibitions and published manifestoes and there were many groupings and associations.

Culture 2 was stuffed with deceased dogmas and characterised by conservatism and greyness. Art
was administered — and administered on the basis of strict censorship. Unions controlled by the
state were established for artists; masterpieces were often planned bureaucratically and then
awarded Stalin (or State) Prizes. This culture was created collectively rather than individually:
enormous canvases were created and architectural complexes planned by team methods. Enormous
effort was devoted to promoting amateur dramatic activities with the intention that, in the future,
they should replace professional theatres and opera houses.

At the beginning of the 1910’s what is now called the Russian avant-garde was born and subse-
quently developed. The ideas of this time, emerging from Russia, enriched world culture during
following decades. The beginning of this period was, perhaps, linked to the democratic transforma-
tions, weakening the yoke of the state, that had taken place in Russia. The period of approxima-
tely ten years that followed 1917 is evidently to be explained by the fact that the young totali-
tarian state was still too weak to have time to deal with art (which, moreover, was devotedly calling
itself “revolutionary”). As soon as the state found its feet, its grip tightened.

Translated by K.G. Hammond

Kynstypa 1 KocmMononuTtuyHa, oHa wueer 6ydywum, Koz20a He byOeT 2paHuy mMexody HayuAamMu u
KynsTypamu. 3Ta KynsTypa OTKPbITa 8CEMY HOBOMY, HE3a8UCUMO OTKYyOa 3TO HO80€ NPUXOOUT.
3anadHble MacTepa npueaxaloT 8 cTpaHy Ona pabortsi: Alcedopa LyHkaH oTkpbieaeT 8 Mockee
6anetHyro wrony, Mepu lMukgopd cHumaerca @ ooHom gunsme ¢ Nzopem Unsurckum, Medep-
xonsd npuznawaert. MNuxacco dna ohopmneHun 3adymMaHHo20 cnexkTakna *‘Famner’’, ceol camoil
6onswol npoexkT 1020 épemenu Jle Kopbrosse ocywecrenaer 8 Mockee. Hoesie KHu2u TyT e
nepegodATCA U U30alOTCA, UOEU CPAaBHUTENLHO N1€2KO0 nepeceKaroT 2paHuysi. [lodpasymesaerca,
4TO nnaHeta Kak 6bl ObIWUT O0OHUM, KOHEYHO ‘DE8ONIOYUOHHBIM®, ObIXaHbEM, 8CE YCTPEMIIEHO
K 6ydywemy, “‘20e He 6yder Hu Poccud, Hu Jlareud” (u ux delicT8UTeNbHO 8CKOpPE He CTano, HO
ywe coecemM 8 Opy20m cmbicne). Hoewil anghasuT OnA cpeoHeazuaTcKux pecnybnuK co30aeTcA
Ha ocHO8e natuHckux 6yKe, TaK KaK npeononazaercA, 4To 8 6ydyuieM MUPO8bIM A3bIKOM Byder.
aHanulbcKud.

Kynetypa 2, HanpoTus, 3aMbIKaeTCA 8 20Cy0apCT8EHHbIX 2paHuUyax, TemMa ‘‘ceernozo b6ydywe
20°° nepexoouT 8 NEPMAHEHTHbIE N103yH2U, @ OCHOBHbIM NAaghocoM KynsTypsl denaercA obpauwle-
Hue K npownomy. BcnoMUHalOTCA cnaeHbie npeoKu, KOTOPbIM CTaB8ATCA namATHuku (“I0pud
Aonzopykuid’), 6 yeHTpe KynsTypHOU MU3HU HaxOOUTCA KAaccuka u Knaccuveckue opmsbi
uckyccrea — 6aner, onepa, a Takwe ghonsxnop (Teo-Oxa3 Yrecoea ycrynaer mecro xopy [1Aar-
HUYKO020). NHTEPHAYUOHAaNbHLIE INEMEHTLI U320HAKOTCA U3 KYNbTYpbl, CTPaHa CTPO20 U30Nupy-
EeTCA OT 8HEWHE20 SMIUAHUA ENEe3HbIM 3aHABECOM, NPU3BaHHbLIM, npexde 8cez2o, npe2paduTs
nyTs NPOHUKHOBEHUIO udel, 8eAHUU U Oawe NpPocTo UHEPOPMaYuu O TOM, 4TO NPOUCXOOUT 60
8He. Cn1o80 “KOCMONONUT’’ CTaHOBUTCA CUHOHUMOM €083 “‘uaMeHHuK PoOursbi”. lMovTu nwobod
KOHTaKT C UHOCTPAHUEM 2DO3UT TAXNENbIM y20/108HbIM HAKa3aHUEM.

Ho, 803MOxHO, OCHOBHOE, 4TO pa3nu4aer 3Tu 08€ KyNbTyps! — 63aUMOOTHOWEHUA fIUYHOCTU U
20cydapcrea. Kakue 6b1 Konnexkrueucrckue deknapayuu Hu denanu npedcrasurenu Kynstypes: 1
(MaAarxoeckul, Maneeauy, Medepxonsd u dpyaue), 6cA 3Ta KynbTypa NPOHUKHYTa OyXOM UHOU-
eudyanu3ma, c0600bI, CaMOyTEEPIOEHUA NUYHOCTU. EU c80UCT8EHHBI KANPU3HOCTL U NPUXOT-
nueocTs, 8cezda 8x00AWUE 8 MUBYIO TKaHL Teopyecraa. (OOuUH U3 KPUTUKOE yxe OeCATUNEeTUA
cnycTA, 8 nepuod “orrenenu’’, yOuenAncA: 3ayem MelepxonsOy 8 Kayecree peeonoyuoHHoU
neecbl noHadobunca ‘‘BenuxkodywHsili pozoxocey’’?) 10311 camu u3daor ceou c60pHUKU, Xy-
OOXCHUKU CamMu Op2aHU3YIOT C80U 8bICTABKU U NyBAUKYIOT MaHUEECTbI, CywecTeyer MHO20 2pyn-
nNupoeok u 06seduHeHuUl.

Kynsetypa 2 Hawnuzoeana mepreeyuHol 002m, eli c80UCT8EHHbI KOHCEP8ATU3M U cepocTs. Hc-
KycCcT80 ynpasnAercA aOMuHUCTPAaTUBHO U Ha OCHO8e cTpowaliweld yeH3aypsl. [nAa deAareneld uc-
KycCT8a CO30aHbI €0UHbLIE COIO3bI, KOHTPONUPYEMbIE 20CY0apCT8OM, wWedeepsl, 3a4acTyio, 610po-
KpaTuyecKu NNaHupyroTCA, 3aTEM 803HA2PANOANOTCA CTANNUHCKUMU (HbiHe 20CYydapcT8eHHbIMU)
npemuAmu. CO303eTCA 3Ta KyneTypa HE CTONLKO UHOUBUOYansHO, CKONbLKO KOMNNEKTUGHO:
6pu2adHeIMU  METO0aMU NUWYTCA O02POMHbLIE NOMOTHUWAE, NPOEKTUPYIOTCA apXUTEKTYPHbIE
komnnexcel. Konoccansnoe pasgurtue nony4aer xyOOMeCcT8EHHAA CaMOOeATeNbHOCTb, KOTOPOU
8 6ydywem npeononaz2aeTcA 3aMeHUTL NPOGECCUOHANbHbLIE TeaTPbI U ONEPLI.

B Havane 10-x 20008 3apoOunoce u 3aTeM pa3BUSIOCH TO, 4YTO TENEPL HAa3bIBAIOT PYCCKUM
aearn2apdom, udeu 37020 8pemenu, npuwedwue u3 Poccuu, o602arunu Muposyro KynsTypy cne-
Oyrwux decAtuneruld. Havyano 3T020 nepuoda, 803MOXHO, C8A3aHO ¢ NPou3owedwumu 8 Poccuu
0eMOKpaTUYeCKUMU NPeobpa308aHUAMU, 0CNabuswuMu 20cydapcTeenHyto y3dy. lMpumepro de-
cAruneTHud nepuod nocne 1917 200a 06bACHAETCA, NO-8UOUMOMY, TeM, 4TO MONodoe ToTanu-
TapHOe 20Cy0apcT8O 66110 euwle HacToNLKo cnabbiM, 4T0 eMy 66110 He 00 ucKyccT8a (K ToMy we
npecaHHO uMeHO08a8we20 cebA ‘'PesontoyuoHHbIM’) . Kak ToneKxo 20cydapcTeo okpenno — nana
66113 HanoxeHa.



dwelling” is really necessary — if you feel like it
you take to your wings, or wheels, and take off,
house and all” (Mayakovsky). And the very
space in which man travels has expanded almost
infinitely:
I'm off!
Immediately!

In five minutes
1”1 leap the length of the sky
The going is good

In this weather.
Wait for me
at the cloud
under the Big Dipper.

(Mayakovsky)

The people of this culture are ‘"conquerors of
the oceans’ vas expanses and of the deserts...
They are their own Divinity and Judge and Law.”
(Kirillov).

Some unknown power seizes people, houses,
animals, objects, mixes them all up and spits
them out about the surgace of the earth.

everything, that can move
and everything that doesn’t move
and everything that was barely moving

creeping
crawling
swimming
everything, is advancing
advancing
(Mayakovsky)

A great warning was sounded in the Sovnarkom
statement to the working peasants that Lenin
signed: ‘‘according to testimony received from
several regions there has been an increased desire
on the part of the peasants to change their place
of habitation... Sowers and distributors of
discord will be subject to severe punishment.” It
was, of course, naive to think that such a global
process of scattering could be stopped by threats
of punishing the sowers of discord — they weren’t
the problem.

Hukakoi ‘‘nepemeHbl Xuauw'’ 8 TaKUX YCNo-
BMAX B CYLIHOCTU U He Hapo, saxoTten, ‘npucra-
BMN KPbLINO U KOneca, Aa BMeCTe C AOMOM B3AA
n noHecca” (MaAakosckuit). A camo npocTpal-
CTBO, B KOTOPOM HOCUTCA YeN0BeK, PacluupnAeT-
cA noytu ao 6eckoHeyHoCTU:

Eay!

Hemepnenno!
B nATL MUHYT

He60 nepemaxuy

Bo sci0 AnunHy.
B rakyio noroay

NPeKpacHo eneTcA.
XKom
y o6naxa —
noa Bonsbwoit Menseanued.

(Mankosckuit) .

Jhopan a3toil KynbTypbl — ‘‘noGeautenu npo-
CTpaHcTBa Mopei, oxeaHos u cywm (...) Camu
ceﬁe) Bowecrso, u Cyaeba, u 3akon” (Kupun-
nos) .

Kakan-To HeBeaOMan cusia 0XBaTLIBAET NIOAGH,
MUBOTHDLIX, B, NEpeMelIuBaeT BCE 3TO WU
CTPeMUTENbHO PacnnecKkusaeT No NOBEePXHOCTH
3emnu:

BCB, YTO MOXET ABUTaTLCA,
W BCE, YTO HEe ABUIKETCA,
BCe, YTO ene ABUranocs,
NPecMbIKanCs,
nonsan,
nnasan —
nasolo Bce 310,
nasotw!
(Manosckuii) .

Bonbwan Tpesora 3BywuT 8 NOANUCAHHOM Jle-
HUHBbIM 0Gpawenun CoBHapKoMa K TPyAOBOMY
KpecToAHcTaY: ‘Mo uMeloWUMCA cBeaeHUAM B
HexoTOopbix ry6epHuax Habnionaerca ycunenHoe
cTpeMnene KpecTbAH K nepecenennio (...) Cen-
Tenu U PasHOCHTENN CMYTbl, TONKAIOUINE KPeCTb-
AH K CAMOBONbHOMY Nepecenexnto (...) nonecyT
TANeNy0 kapy’’. HausHo 6bino, KOHewHO, Ay-
MaTh, 4YTO rnoGansHbii nNpouecc pacTeKaHuna
MOXHO OCTAHOBUTb Yrpo3Oi HaKa3aHUA CeATe-
NIAM CMYTbI — He B HUX Gbino peno.

Jloam BsHe3anHo cpuiBalOTCA ¢ Mmecta, GpocaoT

People suddenly tear themselves from their
place, abandon almost all their belongings and
like strange rolling stones take off into the
endless expanses of the former Russian Empire.
é\slzf a trumpet call had rung out over the emptied
ields.

Hey!
Provinces —
Weigt anchor!
After Tulskaia Province, Astrakhan moves,
one gigantic one after other,
they have stood unmovable
since Adam
and now shove
each other, rumbling with cities.
(Mayakovsky)

The government tried to control the population’s
dispersement on two occasions. The first was bet-
ween 1918 and 1920. At that time, for example,
free movement from one department to another
was forbidden. But precisely three years later it
became necessary to lift the ban. In the same
way, in 1923 the Moscow City Council demanded
obligatory passes (within 24 hours) for visitors on
pain of fines, but in the same year a decree of the
All-Russian Central Executive Committee and the
Sovnarkov was passed which prohibited ‘‘de-
manding from citizens of the RSFSR obligatory
presentation of passports and other equivalent
documents which would hinder their right to
move freely about and to settle in the territory of
the RSFSR.”

During this period official efforts clearly
contradicted the out-flow of culture, and for this
very reason decrees which tied people down
turned out to be short-lived. In fact, many
decrees of the 1920s supported such a population
flow. As a result almost everything in Culture 1
was unstable. The calendar was changed, writing
was changed, time was constantly changing. The
international system of time zones was theoretical-
ly put into effect by a decree of Feb. 14, 1919,
but almost every day the clock’s hands move

NOYTH BCe UMYLLECTBO U KATATCA cB0eo6pasHbl-
MU nepexatu-none no GeckpaiHMM npocTopam
6oiBweit Poccuitickoit umnepun. CnosHo TpyG-
MbIA rnac 3BYYUT HaA ONYCTOLWEHHbIMU NONAMAU :

i,
ry6epHuun,
CHUMaATeCh C AKOPeit!
3a Tynbckoit AcTpaxaHcKan,
38 MaxXMHOW MaxuHa,
CTOABUINE HEABUNUMO
Aaxe npu Apame,
ABUHYNCH
W Ha
Apyrue
NpyT, NOrpoOMbIXMBaA FOPOAAMM.
(Maakosckui) .

Asaxabl rocypapcTBeHHan BAACTb NONbITaNach
CNpaBuTLCA C pacnonsaHuem Hacenewun. [lep-
8bii pas - mexay 1918 u 1920 ropamu. Torna,
Hanpumep, Guin 3anpeuieH CAMOBOALHbLIA Nepe-
XOA U3 OAHOro Bepomcraa 8 apyroe, Ho posxo
Yepes TpU roaa 3anpeT NpPUILNOCL OTMEeHUTb.
Touno Tak xe, 8 1923 rony Moccoser noa yrpo-
30ii wrpadia Tpe6osan o6AsaTensHON NponMcku
ANA NpUesNaIoWMX B TeyeHue 24 4acos, HO B
3TOM e roay Goin usnan aexper BUNK u CHK,
3anpewaswuii ‘tpe6osars ot rpaxaas PCOCP
06A3aTentHOro nNpeabABNEHUA NAcnopros u
WHBIX BUAOB HA MWUTENBCTBO, CTECHAIOWMX WX
NpaBo NepPeABUraTbCA U CEIMTLCA Ha TEPPUTO PUN
PCOCP”.

B atoT nepuon ycunua Bnactu Bxoaunu 8 AB-
HOe NpPOTMBOPEYNE C PACTeKaHUEM KYRALTYPbI,
WMEHHO MNO3TOMY CTONb HEAONTrOBEYHLIMW OKa-
38NUCh NPUKPENNAIOWUE NOCTAHOBMGHUA. A
MHorue pexpernl 20-x roaos 6binu NPAMO Ha-
npasneHbl Ha pactexanue. B pesynurarte easa nu
He BCe B KynbType 1 oxasanocs HecTabunbHuim.
CmeHunca kaneHpapb, NpasonucaHue, Hempe-
PLIBHO MEHANOCH BPEMA

B npunuune pexperom ot 14 despanan 1919
ropa Goina BsefeHa MEeXAYHAPOAHAA CUCTEMa
4acoBbIX MOACOB, HO NOYTU KAXALIA roa Yacosan
CTpenKa nNepeasuraeTCA NETOM BNepea, 3MMON —
Hasapn. [lenaeTcA 3TO U3 YUCTO NPAKTUYECKUX CO-
oGpanenunit — 3KOHOMUA Tonauea — nopoGuan

I.Kpyrukos: /lerarowuli 20p00d, 1928
G.Krutikov: The Flying City, 1928

K.Manesuy: ApxureKroHs! Ha ghoHe Hebockpe-
6os, 1923

K.Malevich: The Architecton against the
Skyscribers, 1923

{

U.lMonocoe: Kny6 um. 3yeesa, 1927-29.
1.Golosov: Club named after Zuyev
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WN.103egpoeuy: Xunoi dupuxwabne, 1927
1. luzefovich: Live-in dirigible balloon, 1927

Jle Kop6roave: Llom Hapromnez-
npoma, 1934.

Le Corbusier: House of the Minis-
tery of Light Industries, 1934.

Tonsko 410 NOCTPOEHHbLIU GOM
Kop6iosse ywe “yxpaweH  no-
3yHeamu Kk 17-00 20008wjuHe
OKTAGPA.

The recently erected house was
instantly decorated by slogans
commemorating the 17-th anni-
versary of the Revolution.

Hosoe 33a+ue donxc-
HO 6bIN10 NOOYUHUTL
cebe 30anue bBons-
wo20 Tearpa, ucnans-
30638 6 Kavecree
MOOYNA e20 KONoH-
HY.

The new structure

e I

|

should have domi
nated the building of
the Bolshoi Theatre,
using its column as a
moduler.

A.Yevynun, K.Opnose: locydapcreen- D.Chechulin, K.Orlov: State Cinema-

HbIG  Akademuyveckul

Kuroreatp theatre for Sverdlov’s Place in Moscow.

CCCP Ha nnowadu Ceepdnoea e Mo- Project, 1936

ckee. [poexr, 1936
O6wul eud u acku3 uHTepsepa.

The outside and inside viewes.

Adoma e xynetype 1 oTpbialoTCA OT 3emnu u
CTaHOBATCA “MunsiMu Oupuxabnamu”, “‘noxod-
HbIMU Ka8I0TaMu’’, 8HYTPU KOTOPbLIX NyTewecT:
eyloT ux oburarenu. B kynetype 2 kaxdoe co-
OpyMeHuUe OOMNKHO HaMepTeO nNpupacraTs K
ceoemy. mecty. [om Jle Kopbiosve oTeepaerca
KynsTypold 2 8 4aCTHOCTU NOTOMY, YTO OH CTOUT.
Ha HOXCKaX, CII08HO Npuwen 0TKy0a-To u30aneKa.
3Hamenuteil cTyn B. TatnuHa us 2HyTeIX MeTan-
nuyecKkux TpybOK OTeep2aeTcA Kynstypol 2
NOTOMY, 4YTO OH CAUWKOM 120K, U €20 MOXHO
COBUHYTb C MecTa. C TOYKU 3PDEHUA KYNbTYpPbl 2,
CTYn G0NXeH 8bIPacTaTe u3 NOMAa U CTeHb! U 6bITb
coenaH u3 00H020 ¢ HUMU MaTepuana.

In “culture 1 houses are detached from the earth
and become ‘“residential airships”, “travelling
cabins”, within which their. inhabitants -voyage.
In “culture 2 each structure should be rooted,
rock-like, to its place. In particular, Le Corbu-
sier’s house denies culture 2 because it stands on
legs, as if it had come from somewhere far-off.
Tatlin’s renowned chair made of bent metal tubes
denies culture 2 because it is too light and can be
moved from its place. From the point of view of
culture 2, a chair should grow out of the floor.
and the wall and be made of the same material
as thev are.

1.B.Tarnun: Modens ctyna, 1927
2.Kpecno e eecrubione evicoT-
HO20 doma y. KpacHbix eoporT.
Apx. A. flywkuH u dp., 1952

1.V.Tatlin: Design of a chair, 1923
2.The arm-chair designed for the
lobby of a Moscow skyscra;ser,
by A.Dushkin and others, 1952.



forward in summer and backward in winter.

This is done out of purely practical considera-
tions — to save fuel — and such measures are
standard. However, the ease with which time is
changed, and the suddeness with which it ceases
to change in the next culture, indicates that in
Culture 1 time is no longer something granted to
man from above, Kant’s apriori time — but that it
has been lowered to the level of a household
measurement, just like the system of measures,
weights and physical units, which, by the way,
also underwent changes in Culture 1.

The government’'s second attempt to control
population shifts resonantly coincided with the
natural waning of this process in the culture and
therefore was realized with unprecedented tho-
roughness. The system of means attaching a man
in geographic space gradually becomes more and
more developed. In 1926 measures are taken to
"assist the conversion of nomadic gypsies into a
settled, working way of life.” The struggle for
workers’ discipline begins in the same year, and
manpower lists are introduced in factories.

In 1928 engineers, technicians and agronomists
are entered in a special registry. In 1930 measures
are taken in the "struggle against the drain of
labor power” and among them are penalties for
the "“enticement of workers and administrative-
technical personnel.” On June 23, 1931 Stalin
sets forth his "’six conditions’’, one of which once
again demands an end to the “’drain of labor.” In
1932 a resolution is enacted authorizing dismissal
from work for absence without valid reasons. In
the same year in order to fight against “fliers”
(the word already sounds like a parody of Maya-
kovsky’s “’Flying Proletariat”’) a decision is made
to revoke the food and consumer ration cards of
a worker who is fired, and to deprive him of his
apartment. In the same year registration of all
volontary organizations becomes required. The
passport system is gradually formulated, beginning
in 1932,

December 1, 1934, the day of Kirov's murder,
the Union of Architects resolves to request from

Mepa NOBONLHO O6GbIMHA, OQHAKO NErKocTb, C
KOTOpOil MEHAETCA BPEMA, W BHE3aNHOCTb, C
KOTOpOii OHO MEPecTaeT MEHATLCA B CeAYIoLULeH
KynsType, MOKAa3biBAlOT, YTO BPEMA KYAbLTY-
pbi 1 nepectanc GuiTb 4eM-TO AAHHBLIM 46N0BEKY
CBLILWE, KAHTOBCKUM anNpUOPHbIM BPeMeHeM —
OHO CHM3UNOCH A0 YPOBHA XO3ANCTBEHHOW Me-
Pbl, TAKOW e KaK U CUCTeMa Mep, Becos u ¢u-
MUYECKNX 6AMHUL, KOTOPbLIG, KCTaTH, TOXe fpe-
Tepnenu M3MeHeHUA B Kynotype 1.

Bropan nonbiTKa rOCYAAPCTBEHHOW BRAcTH
CpaBUTLCA C pPacnon3aHuem nonana 8 csoeo6-
pa3Hb¥i Pe30HAHC C ecTeCTBEHHbIM 3aTyXaHWeM
3TOro npouecca B KynsType U NO3ITOMY OCywe-
cTBunack ¢ GecnpeueaeHTHON NONHOTOH. Cucre-
Ma CPeAcTB, 3aKPenAIoOWMX YeN0BeKa B reorpa-
¢MuecCKOM NPOCTPaHCTBE, CTAHOBUTCA NOCTENEH-
Ho Bce Gonee u Gonee pa3zsuroil. B 1926 roay
yXe NPUHMMAIOTCA Mepbl "'COAGNCTBUA NEpexo-
AY KOWYIOWMUX UbIraH K TPYAOBOMY OCeAnomy
o6pa3zy xu3Hu"'. B 3TOM e roay HawmHaercA
Gops6a 3a TPYAOBYI0O AUCUMNANHY W HA Npeanpy-
ATUAX BBOAATCA TPYAOBLIE CAINCKW.

B 1928 roay uHmeHepbl, TEXHUKN U arpoOHOMbI
GepyTcA Ha cneunansHbit ywer. B 1930 roay
NPUHUMAIOTCA Mepbl No “Gopb6Ge ¢ TeKyuecTblo
paboueit cunbl”’, U CPEAN HUX — B3IbLICKAHWA 38
““nepemanuBaHne paGounx u aaMWHUCTPATUBHO-
TexHuueckoro nepcoHana’”. 23 woHa 1931 ropa
CranuH BbIABUraeT CBOM “'WECTb YCNOBWA", on-
HO U3 KOTOPbIX CHOBa TPe6yeT NOKOHWM TS C "'Te-
KyvecTsio paGoueit cunbi”’. B 1932 ropy npuun-
MaeTCA nocraHoBneHwe o6 ysonsHenun ¢ pa6o-
Tol 38 nporyn 6e3 yBamutensHbix fpuuvH. B
3TOM e roay B uenax 6opubbi ¢ “‘neryHamu’’
(y» He napopueit nu Ha “Jfleralowero nponera-
puA” MaRKoBCKOro 3BYWMT 3TO CNOBO?) NpUHK-
MaeTCA peweHMe OTGupaTh y paGoTHuka npu
YBOALHEHUN NPOAYKTOBLIE U MPOMTOBApHLIE
KapTouKW W NWWATb ero npasa MONL3OBAHWA
KBapT™MpOil. B 3TOM e roay BeoauTcA 06A3a-
TENbHAA PerucTpaunAa Bcex AO06pPoBONLHBLIX 06-
wecrs. Haunnan ¢ 1932 ropa nocreneHHo BBO-
AUTCA NacnopTHaA cUCTeMA.

1 pexabpa 1934 rona, 8 pexs y6uiicraa Kupo-
Ba, Co03 ApxuTeKTOpoB MPUHUMAET pewieHne
3aTpe6oBaTh BO BCEX MECTHLIX OPraHWu3auUAX

all local organizations in the USSR “lists of archi-
tects, members of the Union, and architects not
belonging to the Union, in order to compile a re-
gister of Architects throughout the Soviet Union.”
Of course, it would be absurd to suggest that the
model for this resolution was the recent decree
concerning the registration, every ten years, of
"fertilized” and "unfertilized”” mares, cows, and
sows, but their tone and vocabulary are remarka-
bly similar. In 1937 every member of the Union
of Architects, on pain of exclusion, was obliged
to fill out in triplicate a form consisting of 29
points, and to attach 4 photographs. In the same
year photographs appeared on all passports.

In 1935 a “personal dossier” is begun on every
participant and in 1938 a “special registration
card” is required for every specialist with higher
education. In that same year "work books’ are
introduced (the same model that exists today)
and the departure of kolkhoz workers from
cooperative farms is prohibited. In 1940 the
““unauthorized departure of workers from factories
and institutions” is forbidden. And finally, on
Jan. 18, 1941, an order appears decreeing that
for 20-minute tardiness a worker may be subject
to prosecution.

However skeptical historians may be regarding
the government’s preparedness for war in 1941
(see Nekrich) — the cu/ture was ready for it right
on time.

It is clear that Khlebnikov’s "’boxes of bent
glass” in which “inhabitants” rush about the
world, have no place in this new culture. It is not
by accident that they were so insistently forgotten
by Culture 2. This idea was revived only in the
1960s and by a man close to the spirit of Culture 1
— 8.0. Khan-Magomedov. He was the first to
note the similarities of the projects of the English
group Archigram to Khlebnikov’s ideas (which had
been set forth more than a half-century earlier.)

And so, the people of Culture Il lose their insta-
bility in geographic space, but as a sort of unusual
compensation the culture sets apart special indivi-
duals who take the heavy burden of travel upon

Coi03a "CNUCKU apxuTeKTopos, uneHos Colo3a,
W apxutexTopos, He coctoaumx 8 Colwose, ann
NPOBEAGHNA YYeTa apXHTeKTOpoB no scemy Co-
103y”’. KoHeuHo, Heneno 6bino 6ui yTBepmAaars,
4To 06pa3s’uoM ANA 3ITOro PeLeHnA MOCAYIUA
TONbKO YTO YTBEPXKAEHHbNI AeKpeT, Tpebylouwui
@)MOAeKAAHOrO Y4eTa 'NOKPLITLIX” U “'HeNOKpbI-
Toix” KOGbiNl, KOPOB U CBUHOMATOK, HO WX TO-
HaNBLHOCTL U NEKCUKA YAUBUTENBHO CXOXU. A B
1937 rony Ha kaxporo unexa Colo3a apxuTeKTo-
poB, NOA Yrpo30i WCKAIOMEHWA NPEANaraeTcA
38MONHNTDL B TPEX IK3EMNNAPaX aHKeTbl, COCTO-
Awme 13 29 NYHKTOB, U NPUIOKNUTL K HUM 4 do-
rorpacuu. B atom xe roay otorpacun nonsu-
nKCcb U Ha BCEX NacnopTrax.

B 1935 roay Ha k&xaoro ywauieroca 6ui1no 3a-
BeaeHo “‘nuuHoe aeno’’, a B 1938 rony Ha kax-
AOro cneunanucra ¢ BbiCMM O6pazoBaHuem —
oco6an 'yueTHan kaptouka’’. B atom xe roay
BBOAATCA TPYAOBLI@ KHUMKW — TOrO0 Camoro
o6pa3sua, KOTOpbI CYWecTBYeT U A0 CeroaHAW-
HEero AHA, 8 TAK)Ke 3anpellaeTCA UCKAloYeHue
KONXO3HUKOB U3 Konxo3os. B 1940 roay okou-
4aTeNnsHO 3aNPewasTcA 'CaMOBONbHLIA YXoa pa-
GounX M CAYXKAWUX C NPEANPUATHIA U yupexnae-
Huit”’. U, nakoneu, 18 ansapa 1941 rona nons-
NAGTCA yKa3, N0 KoTopomy 3a 20-MuHYyTHOe
ono3naHue Ha paGoTy OTAAIOT NOA CYA.

Kak 6bl CKenTMYecKku HU pacueHuBanu UCTopu-
KW roTOBHOCTb 20cydapcTea B 1941 roay K BOWA-
He (Hexpuu), — KynsTypa Guina rovoBa K He#t
KaK pa3s BOBpPeMA.

COBEpUWIEHHO O4YeBUAHO, KAaK HEYMEeCTHbl B
3TO HOBOW KYNbTYpe xNeGHUKOBCKUE 'ALMKN
W3 rHYTOro crexna’”, B KOTOpbIX MOTaeT no cae-
TY uXx “oGbiBateneii’’ — He CAY4aAHO OHW TaK
NPovYHO 3a6GbIBAIOTCA KYNLTYPOH 2, WAGA BO3-
poXAaeTCA ToNbko B 60-x ropax, U BCNOMUHEET
0 xne6GHUKOBCKUX AUMKAX venosex, HauGonee
6nn3kuit ayxy kynstypel 1 - C.0. Xan-Marome-
aos. OH nepsbii 06paTun BHUMaHWe Ha cxop-
CTBO NPOEKTOB aHrawickoi rpynnbl  Archi-
gram ¢ xneGHUKOBCKUMM WAGAMW, BbLICKA3EH-
HbiMu Gonee uem 3a nonsexa.

WUtak, yenosek B KynbType 2 TepAET CBOIO He-
38 KCUPOBAHHOCTL B reorpauueckom npo-
CTPaHCTBe, HO B KavecTse cB0eO6GpasHOW KOM-
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B.Andpeee: Komowna e
merpo “Coxon”, 1948.

V. Andreev: A colomb in the interior. of the
Metro-station “‘Sokol”’, 1948

Kaccoeom  3ane

I'. KoHcranTuHoBCKUG: PpazmeHT
“Apynba napodos’ Ha BCXB, 1954.
G.Konstantinovsky: The Fountain “Friendship of
the People”, detail, 1954

goHTaHa

UN3nwobneHHsim MOTUBOM KyNbTYpPbI 2 CTAHOBAT-
CA cHoNnb! U KonocsA. [Taghoc ypoxaHocTv cTa-
HOBUTCA TEM CUMbHEE, YEM HUXe NadaeT peans-
HaA ypomalHOCTb CenbcKo20 x03AUcTaa.

Sheaves and ears of corn form the favourite ar-
chitectural motif of “culture 2’ The fervour of
harvest-time becomes more intense as the real
agricultural harvest declines.
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KonxypcHsie npoex st fleopya Coeeros:
1. ﬂe‘l’(po 6ro3ve, 1931

2. b.NogpaH, 1933

3. b.Wogpan, B.llyro, B.lenvppeiix, 1934

Competition projects for. Palace of Soviet by:
1. Le Corbusier, 1931

2. B.lophan, 1933 .

3. B.lophan, V.Schuko, V.Gelfraih, 1934

themselves, while relieving others of it altogether.
All the famous expeditions of the’30s— the rescue
of the Cheliuskintsy, the drifting of the Papanintsy,
Chkalov’s flights over the North Pole, flights into
the stratosphere — are described as something
extraordinarily difficult and tortuous (as indeed
they must have been), and yet joyous as well.
Living vicariously through the superman who
freely (though agonizingly) soared over the net of
parallels and meridians, the simple man also
seemed to soar, experiencing all his trials and
tribulations, and didn’t notice his immobility. A
strange substitution occurred: instead of experi-
encing the real woes of being tied down, people
experienced the ordeals attendant to the mastery
of space.

The numerous brigades of writers who traveled
about the country during the 1930s belong to
that category of supermen to whom movement
was permitted. It can even be said that in the
1930s the country was once again explored,
charted and mastered by the government (Kurk-
chi). Strictly speaking this too was movement but
it was in a sense a last move so that movement
would no longer be necessary. The beginning of
the ‘30s saw an outburst toward stabilization.
This may be obvious to contemporary researchers,
but to the individual inside of Culture Il the
spurt could have seemed self-sustaining. This
explains the development of a sort of inertia in
the romanticization of mobility in the literature
of the early ‘30s: “’All Russia has pulled up its
roots and set off”” (A. Malishkin). “All of Russia
has lost its mind” (la. II'in). “Locomotives tore
across the country. A tormented whistle issued
from their breasts: they couldn’t catch up with
people. People took off and nothing could
stop them” (l. Ehrenburg). “Time is condensed.
It flies. It constrains us. You have to tear yourself
from it, jump out of it. You have to leave it be-
hind. Time flew through them” (V. Kataev).

But it was not only the spectacle of man torn
from the earth that created an uneasy tormented
feeling in the culture. Buildings torn from the

nNeHCauuW, KYyNbTYpa BLIAGNAAET CNEUUANbHBLIX
noaeit, KOTopbie 66pyT Ha ce6A TAXKOe GpemA
nepeasueHUA, W3GABNAA TeM CaMbiM OT HEro
Bcex ocransHbix. Bce 3sHameHnTbie IKcneanunn
30-x ropos — cnaceHWMe 4eniockuHues, apeid
nanaHMHUes, YKanoBckue nepenetbl uepes Ce-
BepHLIM NoAC, NoAeTbl B cTpatoctepy — onu-
CLIBAIOTCA KAK HEYTO KPaiiHe TPYAHOe U Mywu-
vensHoe (KaKOBLIM OHO, BUAUMO, U ABAANOCS) ,
XOTA BMecTe C Tem u papocTHoe. Conepexusan
cBepXx-46n0BeKy, cBOGOAHO (XOTA U MywTens-
HO) NapALLeMY HaA CeTLIO Napannenei W Mepu-
AWAHOB, NPOCTO-YenoBeK kak G6bl TOXe coBep-
wWwan 370 NapeHue, UCTIbITHIBAA U BCO CONPANEH-
HLI6 C HUM MYKW, U CBOGH NPUKNENAGHHOCTH He
samevan. Mpousowno csoeo6pasHoe 3ameuse-
HWE: BMOCTO PeaNbHbLIX MYK NPUKPenNeHHOCTH
4eNoBeK WCNLITLIBAA CONEPEUBAGMbBIS MYKKH
NPeoAONEHUA NPOCTPAHCTBA.

K Toit e KaTeropuu CBEpX-4eN0BeKOB, KOTO-
PbiM NO3BONEHO GbINO NEepeaBuKeHne, CNEeAYeT
OTHECTH M MHOrOwCneHHble Gpuranni nucarve-
neit, pasvesxaswue 8 30-e roan! No crpaxe. Bo-
o6uie MOXHO cKasaTe, YTo B 30-e roas! CrpaHa
Goina 3aHOBO O6be3eHa, o6GmepeHa W OcsoeHa
snacteio (Kypxwi). 310, cTporo rosopa, Toxe
deuxceHue, HO 3TO Kak Gbl NOcneaHee ABUIKEHNe,
TaKoe ABMXKeHue, 4ToGbl yxe Gonswe He Asw-
rateca. Havano 30-x ropos — 370 pbIBOK (MHAY-
CTPHaNU3aunA, KOANBKTUBU3IAUUA), HO 3TO pbi-
BOK K crabunsHoCcTU. inA COBPEeMEHHOro uccne-
ROBATENA 3TO OYEBUAHO, HO YENOBEKY, HAXOAR-
WEeMYCA BHYTPU KYAbTYPbl 2, PbIBOK MOT NOKa-
3aTecA camoposneioumm. Otciona BO3HWKaEET
HEeKOTOpaA UHepuuAa nacdoca ABUXKEHUA B NUTe-
parype Hauana 30-x ropos: “‘Bca Poccun c kopHa-
mu nowna” (A. Maneiwkus) ; “Bea Poccua Tpo-
nynacs” (A. Uneun) ; B crpaHe HaapbIBanuChL
napoBo3bl. U3 UX FPYAU UCXOANA MYHMTENbHbLN
CBMUCT: OHM HUKAK HEe MOFAW NOCNeTH 38 NIOALMMU.
Jloau noHecaucs U HU4TO Gonsbwe He MOrno ux
ocranosuts” (U. Jpenbypr); “‘Bpema cxavo.
Ono netut. OHO crecHReT. U3 HEro Hapo BbIp-
BaTLCA, BLINPLIFHYTL. Ero Hapo onepepuTs.
Bpemn nereno ckeo3s Hux’ (B. Karaes) .

Ho He TONbKO 3penuuie OTOPBAHHOrO OT 38MAYN
4eNIOBEKSa BbI3LIBAGT Y KYNLTYPbI MyWTenbHoe

earth provoked the very same feeling. For Culture
Il it was natural for houses to grow out of the
ground and in just this way (despite the essence
of their construction but in full accord with
cultural stereotypes) tall buildings were built
after the war, taking upon themselves the function
of the unrealized Palace of Soviets.

Of all the architectural ideas and constructions
most sharply rejected by Culture Il first and fore-
most were the mobile living cells of M. Okhitovich
and Le Corbusier’s Central Union building (Peo-
ple’s Commissariat of Light Industry, Central Sta-
tistical Board) on Miasnitskaia St. (now Kirov
Prospect).

The transition from urbanism to ““deurbanism’
in the Building Committee of the RSFSR, led by
M. Ginzburg, occurred in the space of an hour
and a half, according to some memoirs. In 1929
in the studio of the Building Committee —
Ginzburg wasn’t there at the time — a man
showed up dressed in a plaid jacket and a cap
looking something like a cross between a cowboy
and a dandy. He walked around a bit amid the
sketches of houses and communes that lay about,
and disappeared. This was Mikhail Okhitovich,
who was 33 years old at the time. The next day
he returned and he and Ginzburg locked them-
selves up in Ginzburg’s office. An hour and a half
later Ginzburg came out and announced happily:
“We will be deurbanists”. The rapidity of this
transformation (with which Ginzburg was re-
proached for many years subsequently), can only
be explained in one way. There were in fact
many more similiarities than differences between
Ginzburg's urbanism and Okhitovich’s deurbanism.
The essence of Okhitovich’s theory was that “"the
city must perish... the revolution in transportation
and the automobilization of territories overturns
all commonly held ideas about the inevitability
of density and the amassing of buildings and
apartments.” In place of the city Okhitovich
proposed individual collapsible living cells which
could be transported on a developed network of
highways and set up in any location in space.

yyscTeo. Takoe »e YyBCTBO Bbi3blBaET W 3penu-
uie OTOPBAHHOIO OT 3eMAU COOpPYXeHuA. flomy,
C TOMKM 3PBHUA KYALTYPbl 2, 6CTECTBEHHO Bbl-
pacTarh U3 3eMAM — UMEHHO TaK, BONPeKWU cBO-
6/i KOHCTPYKTUBHOW CYWHOCTH, HO B NOAHOM
COOTBOTCTBUM C KYALTYPHLIMU CTEPEOTUNAMM,
CTPOATCA NOCAEe BOHHbLI BLICOTHLIE AOMA, B3AB-
wue Ha ce6A GyHKUUM HEOCYLLeCTBAGHHOrO
Deopua CosetoB. A ¥3 BCBX APXMTEKTYPHLIX
uAeiA U coopymeHuit, HaubGonee pesxo orvsepr-
HYTbIX KYAbTYpOW 2, CRGAYeT Npexxae BCero Ha-
38aTb MOGUABHBIG WuAbIe AYel kn M. OxnuToBUYa
u pom Uentpocoosa (Hapkomnernpoma, LICY)
Ha MnacHnukoii (Mepsomaiicioit, Kuposckoi) ,
nocTpoeHHbiti Jle KopGiosse.

Mepexopn rpynnei Crpotikoma PCOCP, pykoso-
auwmoit M. FTun3Gyprom, ot ypGannama K aesyp-
6aHU3MY NpOU30Wen, N0 HEKOTOPLIM BOCTIOMM-
HaAHWAM 38 nonTopa vaca. B 1929 roay 8 macrep-
ckoit Ctpolikoma — M'H3Gypra 8 TOT MOMEHT He
GbIN0 — NOABUACA YENOBEK B KOTENKE W KneTva-
TOM NUAXKEKe, He TO KOBG6OH, He TO AeHAN, NOXO-
AWUA Cpeaw PacCTaBAeHHLIX NOAPAMHUKOB C Bbl-
YEPUOGHHLIMU HA HUX AOMEMU-KOMMYHaMKU W UC-
4e3. 1o Goin Muxaun Oxurosuy, emy Gbino vo-
rpa 33 ropa. Ha cneaylowuit neHs OH npuwen
cHosa 1 3anepcA ¢ MNMH36yprom B8 ero kabuHere.
Yepes nontopa vaca MMH36ypr Bsviwen U seceno
ckasan: — bynem nesypGannucramm.

MrHoBeHHOCTb 3TOro nepexoAaa AONFO NOTOM
crasuswyiocA MMH3Gypry B8 BUHY, MOXHO OGb-
ACHATH, NO-BUAMMOMY, 6AWHCTBOHHLIM CMNOCO-
Gom: mexny yp6anuamom Munabypra w nesyp-
Gannamom OxutoBuua ropaspno Gonewe CXOA-
crBa, yem pasnuumih. Cytp teopuu Oxurosuua
3Jaknouanacs B cnepywouem: “‘'opoa AonKeH
normbGHyTs (...) Pesonioumna B8 TpaHcnopre, as-
TOMOGMNU3AUUA TEPPUTOPUI NEpPeBepTLIBAIOT
B8ce 06bIvHbIe PACCYKAGHUA NO NOBOAY Hen36ex-
HOW CKYYEHHOCTM W CKONNGHWUI 3AaHWIA W KBap-
TMp’’. Bmecto ropona OxuToBuy NPeANnaraerT u-
AvBUAYyansHble pPa3GopHbIe MUAbIe AYSHKH, KO-
TOPbI6 MOXHO NEPeBONTb HA WHAMBUAYANBHLIX
aBTOMOGMAAX NO PasBUTON CeTM aBTOAOPOr W
ycraHasnusath B n060# TOuKe NPOCTPaHCTBA.

Wpen, ABHO (xOTA, MoxeT Gbith U Geccoana-
TeNbHO) NEPEKANKAIOUIAACA C XN8GHUKOBCKOM,



This idea, which clearly (though perhaps uncon-
sciously) has much in common with Khlebnikov's,
was joyfully greeted by Bruno Tauto, and provok-
ed concern on the part of Le Corbusier. He wrote
to Ginzburg saying that ““the mind develops only
in groupings of human masses.” Ginzburg answer-
ed adamantly “we have diagnosed the contempo-
rary city. We say: yes, it is sick, terminally ill. But
we don’t want to cure it.”

What was actually new in Okhitovich’s theses as
compared to the positions Ginzburg had held up
until then? Only the separation from the ground
— dwelling places only had to be disengaged from
the earth and freely distributed in space and
connected by lines of communication. All the
rest — communal care of children, communal
preparation of food, i.e. the virtual destruction of
the family unit — had long since become an
axiom of Culture |. Attachment to the land was
not actually something of principal importance
to Ginzburg; it was only the result of a certain
inertia of thought, and as soon as he recognized
this inertia — which took only an hour and a half
—the transition to deurbanization was completed.

Culture 1 began with Khlebnikov’s glass boxes
and ended with Okhitovich’s and Ginzburg’s mo-
bile cell. It is not surprising that even in 1933 it
seemed to Le Corbusier that “everyone in Russia
is obsessed with the idea of deurbanization.”
However, by that time the magazine Soviet
Architecture (which published Okhitovich’s arti-
cles and Ginzburg’s drawings) no longer existed,
nor did those groups of architects, deurbanism or,
the Building Committee. ““Antileninist methodo-
logical positions” had already been discovered in
Okhitovich’s theories. By that time almost all
architects worked in the Moscow City Council
studios and were involved in the replanning of
Moscow under the direction of L.M. Kaganovich
— i.e. they were busy doing precisely that which,
according to Ginzburg, they didn’t want to do —
“to cure the contemporary city.” Okhitovich
was expelled from the Party in 1934, but was not
arrested at that time. He began to work on the

Goina papocTHo BocnpuHATa Bpywo Taytom m
sbi3Bana Gecnokoi#cteo y Jle Kop6osve: “Ym
passMBaeTCA TONLKO B CrPYNNUPOBAHHBLIX YeNo-
BeyeCKUX maccax’’, — Hanucan oH MuH36Gypry,
Ha YTO TOT HEeNPeKNOHHO oTeeTun: “Mbi craBum
AMArHo3 COBPEMEeHHOMY ropoay. Mol rosopum:
Aa, oH GoneH, cmepTensHo Gonex. Ho neunTts ero
Mbl He XoTUM"’.

Y710, B CywHOCTH, HOBOrO COAEPANOChL B Te-
mcax OxnMToBUYE NO CPABHEHUIO C TEMU NO3NUK-
AMU, H8 KOTOPbLIX K ITOMY MOMEHTY HaXOAUNCA
Fwnabypr? Tonbko HENPUKpPENIeHHOCTb K 3em-
ne — Hapo GbINO TONBKO PEWUTLCA OTOPBATHL
»uaMWa ot 3emnu u ceobonno pasbpocate Ux 8
NPOCTPaHCTBe, CBA38B NUHUAMN KOMMYHU Kauun
— 8ce ocran : obwec BoCnUTanue pe-
TeA, O6GWECTBEHHOE NPUrOTOBAGHWE NUWMK, TO
ecTb hakTHYECcKOe pa3’pyweHue CeMbu, — AABHO
yXe cTano akcuomon KynbTypbl 1. Cama e
NPUKPENNeHHOCTL K 3emne BOBCe He AB/IANECH
anA MuH3Gypra 4em-To NPUHUUNNANBHBLIM, 3TO
6GbiNa BCEro NULbL UHEPUUA MLIWABHUA, N KaK
TONBLKO OH 3TY WHEPUWIO OCO3HAN — a Ha 3TO No-
TpeGosanoce nonvopa uaca — nepexoa B pe3yp-
6aHn3m Gbin coBepLIeH.

Kynstypa 1 Havyanace CTeKAAHHBIMU AWM KAMN
Xne6HnKOBa U 3aKOHYMNACL MOGUABHBLIMU AYE-
kamu OxutoBuva-FMH3Gypra, He yAUBUTENLHO
noaromy, uto aaxe ewe 8 1933 roay fle KopGio-
3be BCe ewe ka3anocsh, 4to ‘8 Poccuu Bce nome-
waHbl Ha upee pesyp6Ganusauuun’’. Ha camom xe
Aene K 3TOMy BPEMEHM He CYUeCTBOBANO yxe
HW XypHana “CA”, rae ny6nMKoBanuch CTaTten
M. OxutoBuua u veprexu M. Funabypra, uu
TBOpYeckux o6veanHeHnui, HU ae3yp6GaHu3ma, Hu
Crpoitkoma. B Teopuax OxurtoBu4a yxe samern-
M "aHTUNEHWHCKWUE METOAONOrMYecKue noau-
uMn’’, NOYTH BCe apxXuTeKTOpbl paboTanu yxe B
macrepckux Moccoseta W 3aHumanucb noa
pyxosoactsom J1.M. KaraHosuya nepennauu-
poskoi# MockBbl, TO ecTb, KaK pa3 Tem, 4em, No
cnosam [uH36Gypra, 3aHUMATLCA HE XOTenu:
neyennem cospemeHHoro ropoaa”. M. Oxuro-
8u4 B 1934 roay 6bin UCKAIOYEH U3 NAPTUM, HO
apectosaH noka He Gbin U 3aHUMancA npo6ne-
MO "HaUWMOHaNbLHON (hOPMbI COUMANMUCTUHBCKON
apXMTeKTYpbI” .

|

PaspyweHtue Xpam Xpucra Cnacurenn. Porozpagpuu us ans6oma-otyera “Ha cron’ Cranumy.
The destruction of the Cathedral of the Saviour. Photos from the “report-album” for Stalin’s desk.



A.lllyces, /l.Casenves, O.Cranpan: locrtumuya A.Schusev,

““Mockea”, 1935-1938.

Acummetpua dpacada 2zoctuHuysr “Mockea”,
co2nacHO nezeHoe, OOGBACHAETCA TaK: Ko020a
A.B. UWlycee denan otmbiexy ghacada, on pasdenun
nucr. Tonkod nuHued nononam, u cnpaea dan
00uH eapuaHT, cneea — dpy2od. 1o 0dHoi eep-
cuu, Wycesa He donycrTunu e xaburer. Cranura,
OH He CM02 06BACHUTL, YTO 3TO 088 8apuaHTa, u
CranuH, He e2nAdbieaAcs, nodnucan. Mo dpyzoii
eepcuu, CranuH noHAN, 4T1o 310 08a eapuaHTa,
HO H8POYHO NOONuUCancA ToYHO nocepedure. Tax
unu uHave, nocne noonucu CranuHa HUYe20 me-
HATb 8 npoeKTe 6biN0 Henb3A, u 06a eapuaHTa
NpuUWNOCH 8bICTPOUTE 8 0OHOM COOP YIEHUU.

B.lljyko, B.lensdpeiix: .

,—ggde-
Ha Jlenuna bubnuorexa umenu Jlernura, 1938.

1. FnaeHan nectHuya, 2. CKynsnTypHbId dpus.

Ha srom cxynsntypHom dbpuse u3zobpaxwcers!

KaKk 6blI Te camsbie paboyue U KPecTbAHE, KOTO-

pble, KaK npeononazaet. KynsTypa 2, nododyT no

EESEE—
!
L.Savelyev, O.Stapran: Hotel

““Moscow’, 1935-1938.
The slogan on the top read: “’Leninism is ourBanner’

The lack of symmetry of the facade of the Hotel
Moscow. is, according to legend, to be explained
as follows: when A.V. Shchusev was making an
architectural sketch of the facade he divided the
sheet of paper in half with a fine line and produc-
ed two variants, one on the left and the other on
the right of the sheet. According to one version
of the story, Shchusev was not allowed into Sta-
lin’s study and was unable to explain that there
were two variants, and Stalin, not looking closely
at the sheet, signed it. According to another ver-
sion, Stalin realised that there were two variants,
but deliberately signed the sheet. in the very cen-
tre. Whatever really happened, nothing could be
changed in the plan after Stalin had signed it and
both variants had to be built as part of one struc-
ture.

V.Schuko, V.Gelphraih: Lenin’s Library, 1938.
1. Main entrance, 2. Sculptural frieze.

This sculptured frieze apparently depicts those

same workers and peasants who, ““culture 2” sup-
poses, will mount the Main Staircase to the trea-

InaeHod necrHuye Kk cokpoeuuwiam C/TOBA. O9- sures of the WORD. However, in practice, an
HaKo, 4TObb! NPaKTuyecKu nonacts & 6ubnuore- entire range of documents have to be presented
Ky, Ha0o npedvAsuTs yensid pad doKkymeHTos, confirming the right to read in order to get into

NoOOTEEPIA3IOWUX NPEBO YATATSL.

the Library.

problem of ‘ethnic forms of socialist architecture.”

Le Corbusier reacted negatively to the idea of
deurbanization, but this did not manage to im-
prove Culture Il's relationship to his ideas and
constructions. His building on Miasnitskaia was
rejected by the culture as if it were alien tissue. It
is an "alien building” (Kokorin), "a cultural
anachronism” (Arkin), and, most importantly,
what was frightening in this building was that it
didn’t grow out of its allotted space, but seemed
to have come from afar on its strange legs. This
building is "“gloomy and alienated from its
surroundings, set upon concrete pipes, so that the
entire weight of the building hangs over people,
oppresses them, doesn’t give wings to sight, but
pulls it to the ground like heavy barbells.”
However, the Soviet pavilion in Paris expresses a
“powerful aspiration upward... an upsurge
toward the joyous future.”

We now see that movement upward is only pos-
sible if it grows out of the earth, and that separa-
tion from the land evokes the weight of heavy
barbells. This weight was so disturbing that the
building’s first floor, designed for parking cars,
was finally walled in. In this form the building
was not quite so terrifying to the culture. Virtually
the same thing happened with Le Corbusier’s
building as occurred in Russian villages in the
19th century with the new metal bed frames on
thin hollow legs. They were covered with “dust
ruffles” which hid the lower part of the bed,
giving the effect of a heavy monolith. The closing
off of empty spaces under benches has been
characteristic of Russian peasant dwellings at
least since the 16th century (Kostomarov).

A construction which stands on legs is not
simply something which comes from afar, it is
also an enemy. Architects saw Le Corbusier's
building as a ""house on chicken legs” (Markov).
The foreign masterpiece was associated with the
house in the famous Russian fairy tale of Baba
Yaga. This house could turn its back to the forest
and face to the hero of the story. Unfortunately,
the main facade of Le Corbusier's building was
turned toward the yet unfinished Kirov Prospect,

Kop6i03be oTpuuarenbHo OTHOCUTCA K Uaee pe-
3yp6aHM3Ma, YTO HUKAK HEe YAYYLIAeT OTHOLWe-
HUA KYNLTYPbl 2, K 6ro co6CTBeHHLIM MAGAM U
coopyxeHuAam. flom Ha MacHuukO# oTTOpraer-
CA KYNbTYPOA KaK 4YKepOAHAA TKaHb. [lnA Hee
ato “yymoit nom” (KowxopuH), ""KynbrypHbii
aHaxpoHuam’ (ApkuH), n camoe rnasHoe, ¥TO
OTNYruBaeT B 3TOM COOPYXEHUM — OHO He Bbl
pacraeT U3 OTBEAGHHOrO My MeCTa, 8 Kak Gbl
NPAWING CIOQA W3RaneKa Ha CBOUX CTPaHHBLIX
HOrax. 3TO AOM "‘YrpiOMbIf U OTHYAEGHHLIN OT
OKPYXalowWwero, nNOCTaBNEHHbIK HAa 6GeTOHHbIE
TpY6bl, TaK 4TO BCEIO TANKECTLIO 3A8HUE HABUCA-
6T Hap 4eNOBEeKOM, RABUT HA HEro, He OKpPLINAET
B30p, a NYAOBLIMW FMPAMKU TAHET ero K 3emne’’.
B TO BPEMA KaK COBETCKUI naBunvoH B Mapue
— ’"moryuee crpemnenue BBbicb (...), NopeIB K
cuacramsomy Gyaywemy’’.

Mol BUAUM, 4TO ABUKEHME BBbLICL BO3MOXHO
Tenepb TONLKO KaK BbLIPACTAHME U3 36MNMU, B TO
BPEMA KaK OTOPBAHHOCTb OT 36MAWU CO3ARAET TA-
MOCTb NYAOBBLIX FUPb. JTA TAKECTb HACTOALKO
MY4YMTeNbHa, YTO NepBbIA 3TaXX AOMA, NpeaHa-
3HaYEHHbIN ANA CTOAHKMW aBTOMOGUNENH, B KOHUE
KOHUOB 06CTPanBaeTCA CTEHaMU — B 3ITOM BUae
AOM YXKe He TaK CTpaleH KynbType.

C npomom Kop6i03be Npon30Wno NpMMepHo To
we, 4To npoucxoauno B XIX sexe B pycckux ae-
PEBHAX C TONLKO YTO NOABUBLUMMMCA Tam e-
Ne3HbIMK  KPOBATAMM HA TOHKMUX TpyG6uaTeIx
HOXKax — ux obGwmsanu “‘noasopamu’’, KOTo-
pble 3aKpbiBanu Becb HW3 KPOBaTHM, CO3AABAA
OWYWEHHE TAXENOro MOHONUTA. 3aKpbiBaHue
NyCTOro NpPOCTPaHCTBA BHU3Y NOA NABKOW —
YCTOAYMBAA u4epTa KPECTLAHCKOrO MMUAMWA
8 Poccun no kpaiinens mepe ¢ XVI sexa (Kocro-
mapos) .

CoopyxeHue, CTOAULEe HA HOXKKAX, ITO HE NPO-
CT0 Npuwedwee u30aneKa, oHO ewe u epaxoes-
Hoe. ApxutekTopbl yBuaenu B nome KopGiosse
"’AOM Ha Kypbux Hoxkax” (Mapkos) — samop-
CKWIA WeneBp BOCNPUHUMAETCA MO accoUMaLMK
C W3BECTHOW M3 pycCkUX BOALWEGHBIX CKAa30K
n3abywwon Baboi-Arn, cnoco6Hoit nosopaumn-
BaTbCA K fecy 3afl0OM, 8 K repoi0 — MNEepeaom.
Aom Kop6io3ve, Kak Ha3no, CBOMM rNaBHLIM
thacanom o6pawieH K HEAOCTPOBHHOMY M NO Cel



that is with its back’’ to the viewer — and since
it didn’t seem at all inclined to turn around, no
good could be expected to come of it.

The last verdict against the building came from
what would seem to be an unexpected source. In
the work of Osip Mandelstam — a poet who
clearly does not fit in to either Culture | or Il —
we find the following lines:

"Into crystal palaces on chicken legs

1 will not enter as even a slight shadow...”

Living in Moscow at the time (1931) Mandelstam
most likely had in mind Le Corbusier’s unfinished
building — the only crystal palace existing in
Moscow at the time.

Three years would pass and Mandelstam would
write the words which in effect cost him his life:

""We live without feeling the country beneath us
Our words go unheard only ten steps away.”

It suffices to compare these lines with those
which Velemir Khlebnikov wrote in 1921 to un-
derstand to what extent the “clay of action’ had
hardened in Culture II.

“After all we are free people in a free land

We create the laws ourselves, have no need to

fear the law,

And we mold the clay of action.”

The next wave of population outflow swelled
up in the mid-1950s and was perhaps most
clearly evident in the idea of opening up virgin
lands. "“We are beginning to plow a new field in
art” Ginzburg wrote in 1924. Viadimir Tatlin
realized this metaphor literally in the hungry 20s
when he dug up the asphalt yard of the Leningrad
Academy of Art with a pickaxe and planted that
new field with potatoes. The opposite situation
held in the ‘30s, when land in the cities was
covered over with tons of asphalt. New lands
were in fact opened up in the ‘30s and ‘40s (for

example by the kulaks who were exiled to.

Siberia) but this romantic example was not
recognized by culture. After the publication in
1954 of a decree concerning the opening up
of virgin lands an entire nomadic and tourist-

pevs Hoso-Kuposckomy npocnexkty, TO ecTb
""3ap0M’’ K 3pUTENAM, U NOBOPAYUBATLCA, CYAR
no Bcemy, He HamepeH, NO3TOMY HU4Yero Xopo-
Wwero XAaTb OT Hero He NPUXOAUTCA.

Mocneauuit NpUrosop AOMY NPUXOAMT C, Ka-
3anoce Gbl, HEOXKMAAHHOW CTOPOHBbI. B cTuxax
0. Manpenbwitama — NO3Ta ABHO He YKnafbl-
BAIOWErocA B pamMku KynoTyp 1 U 2 — Haxoaum
TAKUe CTPOUKWU:

B xpycransHble ABOPUbI HA KYPbUX HOXKaxX
Al paxe NerKoi TeHbI0 He BOWAY.

Muswwuit 8 Te roast (1931) 8 Mockee Man-
RenbliTam CKOpee BCEro MOr WmeTb B BUAY
@AMHCTBEHHDbI TOTAA MOCKOBCKHA XpyCTanbHbi
ABOpeu — elie HeaoCTpoeHHbIn aom Hapkomner-
npoma Ha MACH1U KOW.

Npoitaer ewe Tpu ropa, 1 Manpenswram Ha-
NUWeT B CYLYHOCTH CTOMBLUWE eMY XXU3HW Cno-
Ba:

Mbi usem noa co60to He 4yA CTPaHbI,
Hawm peun 3a ReCATH WAros He CAbIWHbI.

[loCcTaToMHO CPaBHUTL 3ITU CTPOKKU C Tem, 4TO
nucan 8 1921 roay Benumup Xnebruukos:

Mbi Beab 8 cBOGOAHOIH 3emne cBoGOAHbIO
noav
Camu 3aKOHbI TBOPUM, 3aKOHOB GOATLCA He
Hapo,
W nenum ranHy noctynkos

410661 NpeacTaBuTL cebe, A0 KaKOro TBepporo
COCTOAHUA 3aCTbINA ''FAVHA NOCTYNKOB'' B KYNb-
Type 2.

C cepeauHbl 50-x ronoB BO3HWKaeT cleayio-
Waf BOSIHA PacTeKaHuA, NOoXanyw, ApYe BCero
NPOABMBLIAACA B UAEEe OCBOGHUA uenuHol. “Mbi
HaYMHaeM PacnaxvwBsaTb HOBYIO HUBY UCKYyCCTBA'
nucan 8 1924 rony M. MMu36ypr. ITa metacdopa
6ona GyxksanbHo peanu3osaHa Bnagumupom
TarnuHbim, Korpa OH B ronoaHbie 20-e roasi
nomom u Kupnou scKkpbin actansT BO ABOpe

oriented subculture arose with its own modes of
behavior, its clothes, its songs. These songs sing
of the wandering:

1 don’t know where you and |
Will meet again
The globe can whirl and spin
Like a blue balloon
Cities and countries
Parallels and meridians flash by
But the paths haven’t been drawn yet
Along which we can wander.
(A song from the '50s.)

In the ‘60s the ideas of Khlebnikov’'s mobile
cells arose once again in the architectural projects
of A. lkonnikov’s group. While the architectural
groups of NEP did not see the city as nomadic,
they conceived of it as ever-changing: “‘Shelters
can easily change their size, form and shape.
They can react to the wind, the rain, the mood of
their inhabitant and the time of day.”

On November 10, 1979 Pravda published an
article by Academy member D. Likhachev in
which he wrote “Man is in essence a domestic
being, even when he is nomadic... Without roots
in a native locale, in a native land, man becomes
like the rolling stones of the steppes.”” The notes
of a new hardening can already be heard in these
words. -

The tourist subculture of the ‘50s turned into a
massive emigration in the ‘70s. Many of the
Passionarias who sang the virtues of mobility in
the ‘50s left for Israel in the ‘70s, perhaps there
to create that very "Russian Israel’” of which the
Old Believers once dreamed. The architectural
end of Culture | in the ‘60s and ‘70s may be
considered the international competition for a
theater of the future (1977). The first five prizes
were awarded to Soviet students for projects for
movable theaters — and three of the winners have
already emigrated.

Vladimir PAPERNY
Translated from the Russian by Jamey Gambrell

Typoit He oco3HasancA. Mocne 1954 ropa, korpa
6uino ony6nukoBaHo nocraHosneHwe o6 ocsoe-
HUM UENUHHLIX 3emenb, BO3HMKaeT uenan cy6-
KynbTypa KOYeBHUYECTBa U TYpu3Ma, CO CBOUM
cTMnemM NOBEeAeHWA, OAEXAbl, CO CBOUMU MECHA-
mMu. B 3TUX NECHAX NOETCA O PacTeKaHuu :

fl He 3Ha0, rae BCTPETUTLCA
Ham npuperca c To6oi.
Fno6yc KpyTUTCA, BEpTUTCA,
CnosHo wap rony6oit,

W MmenbKaloT ropoaa u cTpawbl,
Napannenu n mepuanansl,

Ho Takux ewie NYHKTUPOB HeTy,

Mo KoTopbiM Ham 6pPoduUTs NO ceeTy.

B 60-x ropax B apXvTeKTYPHbLIX NPOeKTax
rpynnei A. UKOHHMKOBa BO3POXAAETCA WAEA
xne6HMKOBCKUX MOGUNLHLIX AYeex. Mopoa, Ka-
KWUM ero supaena apxuTekTypHaa rpynna HOIP,
XOTA U He KOYYeT, HO HEeNpPepbLIBHO U3IMEHAETCA :
“MoKPLITUA NErKO MEHAIOT CBOU pa3mepsi, hop-
My, cMAy3Tbl. OHN MOFYT YYTKO pPearnposaTh Ha
BeTep, AOXAbL, HACTPOEHUE kuTenei, BPEMA CY-
TOK".

B 1979 roay 8 “‘lpaBae’” noABunacL CTaThA
akapemuka [1. Niuxavuesa, rae oH ckasan: "Yeno-
BEK — AYLWIOA CYlLEeCTBO OCepnoe, aaxe 6chn oH
6bin KoyeBHUKOM (...) Be3 KopHeit B poaHOn
MECTHOCTH, B POAHOW CTpPaHe 4YenosexK ynopo-
6uTCA cTenHoii Tpase nepexartu-none...” (10 Ho-
AGpA) . B 3TMX cnosax yme CALIWATCA HOTbI HO-
BOTO 3aCTbI8aHUA.

Typuctckan cy6kynstypa 50-x ronos o06epHy-
nacs 8 70-x maccosoi 3amurpauuei. MHorue u3
naccuoHapues, pacnesaswux B 50-x ropax nec-
HW pactekaHun, B 70-e yexanu 8 W3paunb, co-
3pasartb Tam, 6bITb MOXET, TOT cambii *'Ucpanuns
Poccuitckuii’’, 0 KOTOPOM Me4YTanu HeKoraa cra-
poBepbl. APXMTEKTYPHBIM KOHUOM KYNbTYypb! 1
WeCTUABCATLIX FOROB MOXHO CYUTaTL MEXAYHa-
POAHbLI KOHKYPC Ha NPOEKT TeaTpa 6yaywero

neHUHrpaackoi Axkapemuun XyAoxects w 3aca- (1977), rae NATL NepBbLIX NPEMU NOAYHYUAU CO-

AMA 3TY HUBY UCKYCCTB KapTowkoir. B 30-e ro-
Abl, HAO60POT, BCA 36MNA B FOPOAAX 3aNUBaeTCA
ToHHamu actansta. B 30-40-x ropnax HOBbI@ 3eM-
nn UHoOrpa ocsausanuch (Hanpumep, BbICRAHHbI-
mu kynakamu 8 Cubupu), Ho 3ToT nacdoc Kyns-

BeTCKMUE CTYAEHTbI — 3a NPOeK'’bl TpaHcHopmu-
PYIOWUXCA U MOBUNBHLIX TEATPOB — W Tpoe W3
noGeauTeneii yxe ycnenan 3MUrpuposaTth.

Bnaanmup NANEPHbIA

A.ljyces, B.KokopuH, A. 3a§onoruaﬂ Craﬁuun
merpo “Komcomonsckan’ konsyeean, 1952

A.Schusev, V.Kokorin, A.Zabolotnaya: Metro-
station “K omsomo/skaya 2.

bapensveg Ha craHyuu mertpo “Mapx Kynetypsi”
High-relief decorating the metro-station “Park of
Culture”.

J1.PydHes u dp.: Mockoeackuli 20cydapCcT8eHHbI
yHueepcuTet, 50-bie 22.

L.Rudnev and others: The Moscow State Universi-
ty, the 1950-s.






ART BELONGS TO THE PEOPLE
NCKYCCTBO MPUHAATNEXUT HAPOAY

The road lay along the boundless plains of great
Russia. The cigar-shaped, aerodynamically design-
ed engine — not to be compared with the smok-
ing, chugging locomotives of recent history — had
a faceted star on its brow and a powerful head-
light which threw a thick beam of light out ahead
into the future as it raced along the rails amidst
the snow-covered fields. The Kremlin pines
slumbered all around.

The train triumphantly approached the New
Year station. A little ways back in the sky an
enormous clock with a phosphorescent face
showed 0:00. Flanking the strip of the railroad
stood two monuments seven or more feet high —
two goblets sparkling with a lacy diamond edge.

Someone’s generous hand filled them to the
brim with champagne, frothy like beer. Up to our
ears in the playful mist, you and | looked out
from the foam (whence Venus was born).

| wore a grey suit made of classy material, a
white collar, a tie with crooked stripes. My face
was shaved with the dangerous “Zohlingen’ ra-
zor and freshened with after-shave, my hair was
slicked back with brill cream and carefully comb-
ed. And you — the dream of my life — were in
the other goblet with your pearly teeth smiling
radiantly and a string of pearls adorning you
breast. | whispered the poet’s words to you:

My soul longs and yearns for you
And bears a heavy load,

Perhaps one day I’ll have hope anew
When we meet on the long long road.

Where are you hurrying heroic enginel Who was
it that invented you, who hammered you out
with axe and chisel, and what Russian does not
love swift travel? The Dnepr is wondrous when
the weather is calm. The moon’s green radiance
spills over. It wasn’t in Hamburg that the moon
was made... And by the way, if you look closely
— the ruddy sailor embraces his girl. She’s run
out to the piers to meet the ship in a mere cami-
sole and petticoat, her rosy fingers play with the
ribbons of his cap, and the cap band bears the
word ““Sailor”’ in a foreign language. But that'’s all

Myt nponeran no 6eckpaliHuM paBHUHaM Be-
nukou Poccun.

Feponveckunit NOKOMOTUB, He YeTa YaaAWUM
napoB03aM HeaaBHero NPownoro, curapoobpas-
HOW (bOpMBbI, WNK, MHaye rosBOpA, aspoanHaMK-
4ecKux ouepTaHwii, co 38e3f0i BO N6y, BbLINYK-
NO rpaHeHoW, KaK Ha reHepanbCKUx MOroHax, C
MOWHBIM NPOXEKTOPOM, 6pocaloWwmnM TONCTbIA
nyy snepea, B 6Gyaywee, M4yancAa No penbcam
cpeawn 3acHexxeHHbIXx nonei. Kpemnesckue enov-
KW agpemanu BOKpyr.

Moesn npubnwxancA K TpuymdanbHOW HOBO-
roaHeit craHuuu: no3aau, B Hebe, ruraHTckue
KapmaHHbie vacel ¢ ochopHbIM undepbnatom
nokasbiBanu HONb 4acoe HOAb MUHYT. Mo 60-
KaMm, GnaHkupyfa xenesHOAOPOXKHOE MNONOTHO,
CTOANN ABa MOHYMeHTa — aBa 60kana, ceepKka-
owue Kpy>XXeBHON anma3HoW rpaHbio, BbICOTON
3TaK MeTpoB CeMb, @ TO W no6onbuie.

YbA-TO Wweapan pyka HanonHuna ux A0 Kpaes
WaMNaHCKUM, NeHucToIM, Kak nueo. U n3 neHo!
(oTkyna u BeHnepa poaunacs), no rpyas 8 urpu-
CTOW Bnare, 8bIFNAALIBANU Mbl C TO60iA.

Al 8 cepom KOCTIOME U3 TKaHK 'yaapHuK'’, Ge-
NbliA BOPOTHWOK, FancTyK B KOCYI0 MONOCKY,
wexkn BbIBPUTLI OnNacHon 6puTeoin ‘3onuHreH”’,
ocBeXXeHb! ‘Wunpom’’, BONOCL!I cMa3aHbl 6puo-
NWHOM W aKKypaTHO pacvecaHbl. B apyrom 60-
Kane — Tbl, MeYTa MOR, C Nyve3apHOMn ynbi6Kon
MEMUYXKHbIX 3y60B U HUTKOM XeMuyra Ha wee.
A wenuy Te6e cnosa noara:

Mo~A aywa k Tebe ctpemurcn,

WU moxer 6b1Tb KOraa-HUbyab
OHa ¢ T060i coeanHUTCA,

Kak ase aoporu 8 aansHuit nyve.

Kyna »xe MYUWBLCA Tbl, repoudecKuii NOKOMo-
TWB, W KTO Te6A BblayMan, KTO coopyaun TebA



right, some moons can even come from Hamburg
— officers returning victoriously have brought
them as trophies. Gretchens with sparkling eyes
and silvery smoke around their white faces don’t
dance for Goebbelses alone.

And who is there, in the train, racing across the
plains? You and | are there, | dream of you, he
dreams of her.

The wheels clank, the road is long. They are
taking you to work, to war, to far-off places. The
sun rises and sets. The weary sun, bidding us fare-
well, told us that there is no love. A deaf-mute
(swift movements, he is frightful) moves through
the cars selling postcards whose black and white
photos are enlivened by dye stains. The colors are
the familiar ones of papier-maché piggy banks
and dyed feather-grass in green, triangular throat-
ed vases ("’shaped like a thigh bone’’) which stand
on vanities whose mirrors are edged with these
very kinds of deaf-mute photographs stuck in
between the frame and mirror.

Just out of a warm bed, clad only in a rose-co-
lored slip, the girl of my dreams sits in front of
that mirror. She holds hairpins in her full lips and
throws her arms back high to brush that luxu-
riant hair which has never known scissors.

But the morning is cold. The morning is misty,
the morning is grey. Someone’s chysanthemums
have long since wilted in someone’s garden. The
train radio squeaks. Utesov sings with his heavy
resort voice, the voice of a far off steamboat
whistle. Glasses clink in their holders, spoons in
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C TONOPOM Aa C AONOTOM, U KaKOW e pyccKuit
He nwbut 6bicTpoit esawi? Yyaed [wenp npu
Tuxoi noroae. SlyHa pasnusaet 3eneHoe CUAHUe.
He 8 Fam6ypre caenaHa nyHa. . . A snpoyem,
ecnu NPUrNAAETLCA — PYMAHbI MOPAYOK 06HK-
MaeT NOAPYry CBOW, OHa Ha nupc npubexana B
OAHOM NEeHbloape, PO30Bble NanbYUuKU ee UrparT
neHToN 6eCKO3bIPKW, @ Ha OKONbIWE HAANUCH:
"Matrose”. Ho He 6ena, KO-Kakue nyHol MOTYT
66T W 3 Fambypra, ux npuse3nu c coboit 8
KavecTse TpodeAa oduruepsbl, BEPHYBLUNECA C NO-
6enoii. He anA oaHux re66enbcos TaHUYIOT rpeT-
XeH C WCKPALMMUCA rnasamun n cepebpuctoi
AbLIMKOW BOKpPYr 6enbix nuu.

A KTO ke Tam, B noe3ae, MYawWemMcA No 3TUM
paBHUHamM?

Tam Mbi ¢ T060i4, A 6e3 Te6A, OH 6e3 Hee.

CryuaTt Koneca, nNyTo Aanek. BesyT Teba Ha pa-
60Ty, Ha BOiiHY, B MecTa oTAaaneHHble. ConHue
BCXOAUT M 3axX0AUT. YTOMAEHHOe conHue, npo-
WwaAce, coo6wuno, 4To nobeu Het. MyxoHemon
(aBUXKeHbA GbICTPLI, OH yXKaceH) mAaeT no Baro-
HaM, NPOAAaeT OTKPbLITKKW, aHWAWHOBbLIE NATHA
oxusnAloT YepHo-6enoe doTo. LiBeta 3HaKOMbI
no KONWUAKaM W3 nanbe-mawe, N0 KpaweHbiM
nyxoBbiM no6eram KOBLINA, 4TO CTaBAT B 3ene-
Hyto Ba3y ("’ chopme Gepuoson KocTu’) co cpe-
3aHHbIM HAUCKOCb TPeyronbHbIM FOPAOM, U CTO-
WT 3Ta Ba3a Ha NOA3EPKanbHOM CTONWKe, a 3ep-
Kano OKaWMNeHo TaKUMWU BOT FAYXOHEMbIMU
cdororpacduAmMK, BOTKHYTbIMYU B 3a30p pamsi. U

the glasses, and the whole Soviet nation wakes
up with the dawn. A chill creeps down your collar.
Soot settles on the thin lumpy pillow whose pil-
low case is inevitably damp, never fully dry.

""Brothers and sisters, for love of God!”’ Having
finished the ballad about Lev Nikolaevich Tol-
stoy and his wife Sofia Andreevna, the war inva-
lid turns to the passengers and, asking them to
help ""according to their means’”, holds out his
formless, sweat-soaked hat.

Unhappy is man on this earthl The words of
the prophet, “"There is no happiness in life”
weren’t scratched out on any old stone, but were
tatooed with blue, bloodless inks on a living
body.

But despite his long-suffering conviction, even
the bearer of this inscription yearns for love, ten-
derness and a peaceful harbor. And so he buys
these postcards — like a promise of bliss, as evi-
dence that happiness is indeed possible. He buys
them as a ticket to lands where beneath blue
skies, or beneath a night sky sprinkled with dia-
mond stars, next to bushes heavy with fist-sized
roses, on the banks of a lake where well-fed
swans swim soundlessly and nightingales sing,
there where the beauty from the unironed sheet
of the screen awaits him. Her eyes are two mael-
stroms, her teeth — pearls, her neck — a swan's,
her voice that of a nightingale — and her breasts
are just right.

But in life everything is different. The garland-
ed garden turns into a grimy station square, and
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nepea TeM 3epKanoM pAeBywKa MOei MeuTbl,
TONLKO YTO U3 Tennou NocTenu, B OAHOW PO30-
BO# KOMGWHauWW, BbLICOKO 3aKUHYB PYKW, C
3aKonKkamMu B nyxneix ry6ax, pacuecoiBaet
NbiWHbIE CBOW BONOCHI, HE 3HAaBLUNE HOXHUW.

A y1pOo xo0noaHoe. YTpo TyMaHHOe, yTpoO ce-
noe. [laBHO OTUBENM YbU-TO XPU3AHTEMbI B YbEM-
T0 caay. Xpunut noesaHoe paauo. YTecos noer
AYWHLIM KYPOPTHLIM FONOCOM, FrONOCOM Aane-
KOro NapoOxXOAHOro ryaka, ape6e3xar cTakaHbl
B NOACTaKaHHWKaX, NOXKW B CTaKaHax, NPOCbI-
NaeTcA C paccBETOM BCA COBETCKaA cTpaHa. Xo-
noaok 6exxut 3a Bopot. apb cbinnercA Ha TO-
Wyl0 KOMKOBaTYI0 MOAYWKY C Hen36exxHo
BNaXHOW, HUKOrAa He COXHY e HaBONOY KO,

"Manawu-mamawmn, 6patubl-cecTpuubl’’, — 3a-
KoH4YuB 6annaay o Jflbee Hukonaesuye u Cocun
AHpapeeBHe, 06pawaeTcA K naccaXkupam WHBa-
AVA, W, NPOCA NOMOYb ''NO cune BO3MOXHOCTH'',
npoTtArueaer 6echopMeHHYI0 NPONOTEBLIYIO
YWaHKy.

Hecvacten yenosek Ha 3emne, u He Ha 6e3pas-
NUYHOM KamMHe KakoW-Hubyab cKpwkanwu, — Ha
)KMBOM Tene BbIKONOTbI rony6biMuM ManoKpos-
HbIMUW YepHUNamMu cnoea 3anosean: ''Het B u3-
HU cyacTeA'”’,

Ho paxe u HOcuTens 3TOM Hapnucu, BONPeKW
cBOEMY BbICTPaAaHHOMY y6exaeHuwo, xaxaer
no68BK, HEKHOCTW, TUXOWU rasaHu. U notomy no-
KynaeT 3TW OTKPLITKM — Kak obewaHua 6na-
KEHCTBA, KaK CBUAETENbCTBA TOro, YTO CYacTbe

no stars are out. The rain-warped honor plaque is
covered with dirt. A thin, small-town newspaper
is spread out on the wet bench and the cheap
wine you’re drinking to warm yourself bears the
more than apocalyptic number 777.

And the lady of your heart... | refuse to even
describe her. There have been so many along
your way, o bearer of the inscription “"There is
no happiness in life”... But there’'s probably even
one girl straight from the postcards, whose pictu-
re you keep in a heart-shaped frame. She loves
you and pines somewhere in the past, or in the
future, or if, God forbid, as the song goes, you're
a batallion scout, then she’s cheating on you with
the headquarters clerk.

Your unrealized aspirations endlessly grieve me,
and the memories only give me pain.

Gregory KAPELIAN
Translated by Jamey Gambrell

This piece is to some degree a collage of allusions
to and quotes from Russian literature and popular.
Russian and Soviet songs. The postcards mentioned
(of which a few. examples are reproduced here)
were sold in train stations by people who had
been crippled in World War 11. Often home-made
quatrains were added to these hand-painted,
crude collages.

(Translator’s note.)

9 APUMBL CXOALMBO €Cmb ©
MRECAM PR3 €€ NOPBRILL

To HAK HE CBRMKRLUIL €2 SOBKO
MO YBeN BCe PRRAND HAKARWL.

BO3MOXXHO, NOKynNaeT, Kak npoe3aHoin 6unet 8
Te KpaA, rae noa rony6biMmn Hebecamu unu noa
He6OM, ycbiNaHHbIM anMasamu 3Be3a, PAAOM C
KyCTaMK, OTArOWEeHHbIMW PO3aMKn C Kynak Be-
nwinHOW, Ha Gepery 03epa, rae ynuTaHHble nee
AW NNaBalOT MONYa, a NECHW NOKOT CONOBLYU, Ty-
A, rAe XAEeT ero COWeALan C HernaxeHHon Npo-
CTbIHW 3KpaHa KpacaBuua: rnasa — aBa OMyTa,
3y6bl — kemuyr, weA nebeauHan, ronoc cono-
BbUHbIW, MPYAb YTO HAAO.

Ho B »xu3Hu BCce uHaye. U can B NOABEHEYHOM
y6ope o60opauvBaeTcA 3annesaHHbIM MNPUBOK-
3anbHbLIM CKBEPOM, W HOYKA TeMHaR, U YepHeeT
pa3byxwuit OT A0XKAA haHepHbIA WUT AOCKK NO-
4yeTa, Ha MOKpPOI ckamelke NOACTeneHa KOpo-
TeHbKaA PaWoHHaA ra3eTka, U BUHO, KOTOPbIM
Bbl cOrpesaeTecb, nome4yeHo Gonee yem anoka
NMNTW eCKuUm yucnom 777,

A pama cepaua. .. Al 0TKa3bIBalOCb ONUCLIBATL
ee. CKoNbKO nx 6bINO Ha TBOEM NyTH, HOCUTENDb
Haanucu “"HeT B xun3Hu cyacTeA’”. . . A ecTs, Ha-
BepHOE, W TaKaA, YTO NPAMO C OTKPbLITKKY, B pa-
Mouke cepaedKOM. J1I06UT U rpycTUT rae-Hu-
6yab B npownom unu B Gyaywem, unun, ecnu
Tbl, He pan 60r, 6aTanbOHHLIN pa3BeaYnK, TO
nameHAeT Te6e co WTabHbIM NUCaPULIKOMN.

MHe 6ecKOHeYHO >Xanb TBOMX Hec6biBLIMXCA
Me4TaHuii, u ToNbKO 60Nb BOCNOMWHaHWI Tec-
HWUT MHE rpyAab.

puropun KANENAH



MEYERHOLD IN STOCKHOLM
MEWEPXOINbA B CTOKIONMbME

Teatp “laxpa3ad’’, Crox20nsM: cueHs! u3 cnexrakna “Loxrop [Aaneptyrro”, 1982
Theatre “Schahrazad”: a few scenes from “Dr. Dapertutto”, 1982

In Doctor Dappertutto, within
a triangular space enclosed by
the elegant and purposeful con-
structions of Sergei Essaian, the
young actors plotted a montage
of laconic scenes from Meyer-
hold’s personal, political and
creative life, which switched
dexterously from the satirical to
the heroic, from the bombastic
to the tragic, from the concrete
to the magical. This was a fusion
of the grotesque: as a style and
as an idea — as it was with
Meyerhold himself. The echoes
were of Hoffmann, of Schnitzler,
of Blok, of Gogol, of Erdman.

At times, one feared for the
survival of the performers, so
punishing was their discipline,
but time and confidence will

“MokTop [anepTyTT0’' — 370 Nna-
KOHUYHBIA MOHTAX CUEH U3 NnY-
HOI, O6LWEeCTBEHHOW U TBOPYEC-
KOW >xu3Hu Meliepxonbaa, Cbi-
rPaHHbLIA B TPEyronbHOM nNpo-
cTpaHcTee, 06pa3zyeMOM nerku-
MU UPPaUVOHaANbHLIMU KOHCT-
pykuuamu Cepren Ecaana.

370 uckycHoe yepenoBsaHue ca-
TUPUYECKOrO U repouvecKoro,
HaNbIWEHHOro U TParu4eckoro,
KOHKPETHOro ¥ Maru4eckoro.
3J7T0 NOTOK rpoTecka — rpoveck
nuaen, CNNaBneHHbIA CrPOTECKOM
CTUNA — NOAOGHO TOMY, Kak
TpakToBanero cam Meitepxonsa.
Cnbiwnbi 661nu otronocku Mog-
maHa u Whutunepa, Bnoka, MNo-
ronA u dpamana.

Bpemenamu 3putenn oxsarbisa-
no 6ecnoKoNCTBO 33 YUCTO hu-
3u4ecKoe BbHKWBAHUE CneKTaK-
NA — HaCTONbKO XXeCTKOW npea-
CTaBNANacCb ero WUCNOAHUTENLb-
cKkaA aucuvnnuHa. Bpema u
onbIT Hay4aT aktvepos 6onee
3KOHOMHO PacxoA0BaTb CBOWO

teach them to spare their bodies

and their voices, and the
production will lose nothing.
Again- with time they will

assume with less effort Essaian’s
brilliantly emblematic costumes,
which echo Popova and Lissitsky
but have a logic all of their own.
There is hardly aneed to improve
on the performance of Per Henrik
Wallin’s music for brass: its
rough harshness and wavering
lyricism is perfect for the mood
of Wilhelm Carlsson’s production.

Meyerhold was shot in 1940:
forty years on his double is still
at large in Scandinavia.

Extract from a review
by E.Braun.

rONOCOBYI0O W TENecHylo 3Hep-
ruio. MOXHO, Take, HaaeATLb-
CA, 4TO CO BpemMeHem OHu ByayT
6onee cBo6oaHO pabotaTte C
6necTAWMMY IMBNEMaTUYHBIMU
Koctiomamu Ecaava, B KoTO-
PbIX NPOCNEXUBAIOTCA CBA3N C
npoextamu Monosoit u fucuu-
KOFO, HO KOTOPble NOCTPOEHbI
N0 COBEPLIEHHO CaMOCTOATENb-
HOW BHYTPEHHel noruke.

BpAaa nu HyxpaeTcA B ynydwe-
HUKU HapouuTo-rpy6osaToe wuc-
NONHEHWEe aKTepamMu MYy3biKu
Nep-Xenpuka Bannuna ana ay-
x0BbIX. Ee BONHOO6pa3HbIi nu-
PU3M, CMEHAIOWHUIACA OTKPO-
BEHHOW Pe3KOCTbIO, NPEeKPacHO
BbIPAXAET HACTPOEHUE PEeXUC-
cypbl Bunsrensma Kapnccona.
Meitepxonba 6bin paccTpenaH 8
1940 r. Copok ner cnycta, 8
CkaHauHaBsuu, OH npeacrtan
HaM NONPEeXXHEMY >KUBbLIM.

W3 ctatbu Iasapaa BpoHa.



NEW TRENDS -HYPERCONFORMISM
B CTUINE TMNEPKOH®OPMU3MA

E.Pomaroea: Aertonoprper, 1972
E.Romanova: Self-portrait, 1972

O.®unarteives: ATONOPTPET C MaTEPHIO,
1982
O.Filatichev: Self-portrait with Mother,
1982

A.Anmanuc: Aeronoprper, 1977
la.Anmanis: Self-portrait, 1977

K.Heyurtadno: Namaru pesonoyuu, 1980
X.Nechitailo: Hommage to Revolution, 1980

| shall try to describe my impressions of three exhibitions held recently
in Moscow. | shall begin with the last and, by all appearances, the least
important.

The Large Hall in Kuznetsky Most. Congratulations to young artists on
their admission to the youth section of the Artists’ Union (Moscow Orga-
nization). Pictures of average exhibitions size. Painstaking, detailed work,
glazing. In stylistic terms, 1900's expressionism or slightly “‘puppet’’ mo-
dernism, like Sudeikin. Here are the words of one of the "’serious’’ artists
at this exhibition: "We see around us and in the recent past a multitude
of theories, conceptions and implications. The results of this are lament-
able and insignificant. In comparing these results with ‘previous’ results,
specifically those of the great classical inheritance, | choose the latter as
the evident and true business of the artist’’.

Now another evening. Again in the Large Hall, once again for a single
evening. A great many people. The best people. All the elite. A festive,
buoyant mood. All the guests invited by telephone. The evening is
entitled “Fathers and Children”. The "fathers” are D. Shternberg,
Drevin, Udaltsova, Falk, Mashkov, Lentulov and Shevchenko. The
“children” are Veisberg, |. Golitsyn, Slepyshev, Nazarenko, Nesterova,
Petrov, Andronov, Nikonov, Starzhenetskaya and others. What makes the
exhibition and the evening itself interesting is:

1. The genealogy of what is now regarded as “’suitable’” is shown unam-
biguously for the first time.

2. This genealogy finds its origins in HER MAJESTY QUEEN PAINT-
ING. Not for nothing were the "’Bubnovovaletovtsy” and not, for exam-
ple, the "“Ostovtsy’’ with their concentration on specific subjects, their
love of the picturesque, etc. taken as ‘‘Fathers’’. For the first time the
accent is shifted to "’the eternal and ever beautiful’’.

3. An attempt is made to guess who will be included in the ‘‘golden

Monpo6yto onucaTh CBOM BNEYaTNEHUA OT TPexX BbICTaBOK, KOTOpbIe 33
nocneaHee BpeMA npousownu B Mockse. HauHy c nocneaneir no Bpe-
MEHU ¥, N0 BUAUMOCTH, HauMeHee 3HAYUTENbHOM.

Bonswoit 3an Ha KysHeukom mocty. Mo3apaBneHnAa no cny4aio npue-
ma B MonoaexHylo cekuutio MOCXa HOBbIX XyaoHuUKoB. KapTuHe:
cpeaHero BbLICTABOMHOro pasmepa. TuwarenbHan Menkaa paboTa, neccu-
poBk#u. Mo cTUNIO IKCNPECCUOHU3M Havana BeKa unu HEMHOro " KyKone-
HoId"” moaepH, Bpoae CyaeitkuHa. Bot cnosa oaHoro us “cepbesHbix’’
XYAOXKHUKOB Ha 3TOW BbicTaBKe: “"Mbl BuaAUM BOKpyr ce6A n B Heaas-
HEM NPOWNOM MHOXXECTBO TEOpuUi, KOHuenuuii, noapasymesaHuin. Pe-
3yNbTaTel 3TOr0 NNavyeBHbl, HUYTOXHLI. Mpu cpaBHeHUn 3Tux pesynera-
TOB U Pe3ynbTaToB '‘A0 3TOr0’’, 3 UMEHHO BENUKOIrO KNACCUYECKOro Ha-
cneanA-A BbIGUPaIO 3TO NOcCneaHee KakK ACHOE U NOANWHHOE AeNno Xy-
AOXKHUKA"'.

Tenepb Apyrana BoicTaBKa. Toxke 0AUH Bevep B TOM ke Bonblwom 3ane.
OyeHb MHOro Hapoay. Jlyswue nioaun. Bea anuta. Hactpoexune npasanuy-
Hoe, 60eBoe. Bece npurnaweHHsbie npurnaweHsl No tenecoHy. Hazsanue
sevepa "‘Otubt u aetn’’. “"Otum” — A. WrepH6epr, ApesuH, Y pansuosa,
®anubk, Mawkos, Nentynos, Wesvenko. “fern’’ — Beirc6epr, U. Monu-
ubiH, Cnensiwes, Hasapenko, Hecteposa, Merpos, AHapoHos, Huko-
HoB, Ctap)xeHeukan u ap.

BbicTaBKa 1 CaM BeYep MHTEPECHbI CNEAYIOWUM:

1. BnepBble HEABYCMbICNEHHO NOKa3aHa reHeanoruA TOro, 4To ceivac
cynTaeTca ' AOCTONHBLIM™ .

2. Feneanorua — npouncxoxaexue ot EE BENMUYECTBA KOPONEBbLI
XUBOMUCWU. He 3pa B ""OTubl’ B3ATLI "6y6HOBOBanNeTOBLUbI”, @ He, Ha-
npumep, ‘OCTOBUbI’' C UX CIOXKETHOCTbIO, KAPTUHHOCTLIO U T.A. BnepBbie
aKUEeHT nepeHeceH Ha ‘‘BevyHOe W Bceraa npekpacHoe”.

NpeanpuHATa nonNbITKa yraaate KTO M3 ‘‘ceroaHAwWwHuX’’ BoWaeT B
*30noTon cnucok'’. AToT nagoc co3naHua c6opHon CCCP no xusonucu
o6pasua 1982 roaa MepKHeT, 0AHaKO, Ha (hOHe OrPOMHOW BbICTaBKWU B
MaHerxxe, nocBAWEHHOK o6unelo Komcomona.

Mepexoxxy K OnNucaHWio 3TOro rnaBHOro u 6es npeyBenu4eHWA 3no-
XanbHOro cobuiTMA. BuicTaBKa 3HauuTenbHa NO CREAYIOLUM NPUYUHAM:

1. OHa ""runepodmuuansHa’’: Ha hacaae Haanucs ''Komcomony nocsa-
waeTcA’’. ®opmuposanacb camum CanaxosbiM. Mepenaya no venesuae-
Huio. CnepoBaTtensHO, 3T0, BO3MOXHO, Kypc Ha 6nuxaiiwme 10-15 net —
“paspeweHHbI U NOANUCAHHBIR' .

2. 370 pe3Kuit OTPLIB OT CTUANCTUKKN WU KaHOHa “Benukoi Cranux-
ckoi Jnoxu’’. Bce. 4TO caenaHo A0 3TOW BbHICTABKWU: CYPOBLIA CTUNL,
NCUXONOrM3M, Beuwu3Mm, KUBOMUCHOCTb — BCe NPUCOeAUHAETCA K BCI
W yXOAUT C Hel B Nnpownoe.

3. 370 pe3kan nepeopueHTauMA Ha amepukaHckuir obpaseu. Ecnu
paHbLIe UCKYCCTBO Yy Hac 6b1n0 cpeaHeeBponeiickoe (BO3MOXHO, hpan-
uysckoe) no ¢opmMe U COUMaNUCTUHECKOE NO COAEPXKaHWIo, TO C ITON
BbICTaBKU OHO CTano amMepuKaHCKUM Mo (opMe U COUUANUCTUYECKUM
no coaepxanuio. CneaoBatenbHO, pe3Kuit Nepexoa OT cepeauHsl 3Toro
BeKa K KOHUY 3TOro BeKa.

CTunb, KOTOPLIN AOMUHMPYET Ha 3TOW BbICTaBKE, NO MHEHWUIO TEX,
'koTopsbie 3HawT’, chopmupoBanca B flomax Tsopuectsa, Tuna Cene-
wa. Tam monoasie noan, pasHbIX MECT NPOXMBaHWUi, MOrnu o6pa3oBaTs
"'TpaHccTpyKTYypbil’’. Monyunnuce 6onblume >XKUBONUCHBLIE NONOTHA,
CKOMGUHUPOBaHHbLIE U3 PENPOAYKUUA, KOTOPbLIE 3TU XYAOKHUKKU MOFnN
BuaeTb B 6ubnuorexax [lomMoB TBOpYECTBa, U U3 KAPTUH ICTOHCKUX MO-
noasix xxusonucues: Tammuka n ap. U BOT pesynbTaT 3TUX NPOXKWUBa-



list” of “today’s men’’. However, this enthusiasm for picking a 1982-mo-
del USSR national painting team pales in face of the enormous exhibition
at the Manezh marking the jubilee of the Young Communist League.

This exhibition is a major and, without exaggeration, epoch-making
event. It is important for the following reasons:

1. It is "ultra-official’’: the facade bears the motto ""Dedicated to the
Young Communist League’’. It was put together by Salakhov himself.
It was televised. So this may be the line for the next 10-15 years —
‘*signed and sealed”.

2. It marks a sharp break with the stylistic canons of ‘’the Great Stalin-
ist Era”. Everything pre-dating this exhibition — the rigorous style, psy-
chological emphasis, material emphasis, picturesqueness —merges with
the GSE and recedes into the past with it.

3. It marks a sharp change of direction towards the American model. If
our art was formerly Central European (French, possibly) in form and so-
cialist in content, then, beginning with this exhibition, it has become
American in form and socialist in content. Thus, a sharp transition from
the middle of this century to the end of this century has occurred.

The style that dominates at this exhibition was, in the opinion of
*those who know", formed in Houses of Creative Work (Doma tvorche-
stva) of the Senezh type. Young people from different parts of the
country could form a ‘‘transstructure’’ there. Great canvases took shape,
put together from the reproductions that these artists could see in the
libraries of the Houses of Creative Work and from the pictures of young
Estonian painters: Tammik and others. And the result of those sojourns
in the Houses of Creative Work was: ‘'why are the Estonians allowed
to, when we aren’t?’’ The sensitivity of the Estonians to the envelope of
things and the yawning emptiness behind it proved to be uniquely timely
for the artistic consciousnesses of contemporary official young artists.
This “nation-wide torrent’’ began to flow everywhere, identically and
with equal strength — in Moscow, Tashkent, Ulan-Ude and elsewhere. It
finds support in contemplation of the works of the American “hyper’’
school — we, too, can breathe the air of the “modern world”. We may,
therefore, boldly speak of the spread of Estonian painting over the entire
country (70 per cent of the works offered by young Estonians were ac-
cepted for exhibition, to the surprise of the Estonian authorities, who

HUW B AOMAax TBOPYECTBa: ''NOYEMy 3CTOHUAM MOXHO, @ Ham Henb3A?"’
YyBCTBUTENBHOCTb 3CTOHUEB K BELHOW NNEHKe W 3UAIoLen nycToTe 3a
Hell KaK Henb3A KCTaTu NPULINach ANA XYAOXKECTBEHHOro CO3HaHUA CO-
BpeMeHHbIX OULManbHLIX MONOALIX XYAOXHUKOB. B Mocksee, Kuese,
TawkenTe, Ynan-Yas n 8 apyrux Mectax — NOBCIOAY C PaBHOW CUNOWMA U
Be3Ae OAMHAKOBO BO3HUK 3TOT ‘‘BCECOIO3HLIN NOTOK'. Bee 310 HaxoanT
onopy B cO3epuaHun paboT aMepuKaHCKOro ‘‘runepa” — 3Ha4uT, U y Hac
MOXHO AbiWaTb BO3AYXOM ‘‘MupoBoOi cospemeHHocTu''. Utak, cmeno
MOXHO FOBOPUTb 06 3KCNAHCUN 3CTOHCKOMN KUBONUCK Ha BCIO TEPPUTO-
puio cTpaHbl (70 NPOUEHTOB KapTUH, NPEACTaBNEHHbIX MONOAbLIMKU 3C-
TOHUAMKU, NPOLWAM Ha BLICTABKY K YAVUBNEHUIO 3CTOHCKUX BnacTei, KO-
Topble y ce6A 3TUX XYAOKHUKOB pyranu) .

MpeacTasneHHbie Ha BbicTaBKe PaboTbl MOXHO pasbuTb yCNOBHO Ha
Tpu rpynnei: 1. Yucteii no ctunio ‘runep”’. Cosmatenu ctuna Metpos n
Bonkos. BocnpuHUMaloTcA Kak Knaccuku. 2. Xoposoa C NPOWNbIM.
UuTaTel U3 uctopum uckyccts. Tak, Ha kapTune C. Basunesa " Auanor"”
(Mockea, 1981) uso6paxeHbl paaom 6erywmue aesywka Mpesa, Kocmo-
HaBT, HaA HUMKU neTUT cnenoi BpeitrenAa u pAAOM naeT monoaoi 6opo-
na¥ ¢ pynoHoMm Gymar noa MbilKOW, NPULWEALLUi cloaa NPAMO U3 CYpo-
Boro ctuna. 3. " XyAOKHUKU NPOLWNOro XusyT emecTe ¢ Hamu''. Mpu-
mepsi: Tammuk ‘B mactepckon ¢ Beepmeitepom’, 1981 roa. B cospe-

criticized these artists at home).

The works presented at the exhibition may conventionally be divided
into three groups. (1) Stylistically pure ""hyperrealism’’. The creators of
this style are Petrov and Volkov, who are accepted as classics. (2) A
round dance with the past. Quotations from the past. Thus, S. Baziliev's
painting “’Dialogue’” (Moscow, 1981) depicts the girl Greuze (Reverie)
and a cosmonaut running side by side. Above them flies the blind Breughel
and beside them walks a bearded young man, rolled-up papers under his
arm, who is straight out of the rigorous style. (3) '‘The artists of the past
are living with us”. Examples: Tammik, “In the Studio with Vermeer”,
1981. In a modern studio with posters, magazines and bottles Vermeer
sits before an empty canvas, his back to the viewer, making a first sketch
(Vermeer is taken from his own painting "“Artist and Model’’). Borisov,
"Perhaps One of Them is Vermeer” (Moscow, 1982). Stern-faced people
in hats, one resembling another, pass a black city opening. Vermeer is in
the depths of the opening, in shining light. N. Belyaev, "Reflection’
(Tomsk, 1982). Three old peasant women are sitting in a hut. On the wall
opposite them is a large mirror. In it B. Popkov can be seen, drawing the
peasant women in a sketchbook. There are many such works. Both Rem-
brandt and Venetsianov appear in them. Here is a quotation from a tele-
vision broadcast: ‘’Artists show the unbreakable link between past and
present”’. The question thus arises: why is it this that is permitted and
hung? | shall try to answer. The change of styles has had no relation to
their inner meaning or the pre-requisites for their functioning: the same
focus on art, tradition, the "incorruptible’’ remains. The artist loves
other artists — that is natural. Realism has been resurrected, even if
this has taken place with the support of photography, and so the spirit
of a new state of affairs sweeping away the old "official-unofficial’’ oppo-
sition on the formal plane has arrived. The new ““moderne’” form is be-
coming acceptable if it is not accompanied by certain specific content
and does not prevent acceptance of the official “rules of the game’.

K. M.

Translated by K.G. Hammond

ro XoncTa cUAnT CNUHOM K 3puTtento Bepmeep u aenaet nepsbit Habpo-
cok (Bepmeep B3AT U3 ero e KapTUHbl ''XyAOKHUK U moaens’’) . Bo-
pucos ‘'MoxeT 6b1Tb KTO-TO U3 HUX Bepmeep” (Mockea, 1982) . Mumo
YEepHOro rOPOACKOro NPOoemMa MAYT NI0AWN C KAMEHHBIMMY NUUAMU B WNA-
nax, NOXOoXKue 0AnH Ha Apyroro. B rny6uHe npoema B cuAowem ceete —
Bepmeep. H. Benres '"Otpaxenune’”’ (Tomck, 1982 r.). B usbe cuanar
Tpu cTapbie 6abbi. Ha cteHe nuuom k HUM 6onbwoe 3epkano. B Hem Bu-
aeH B. NMonkos, KOTopbiY B anb60M 3apucoBbiBaeT 3Tux 6a6. Takux pa-
60T MHOro. Ecte Ha HUX u Pem6panaT n BeHeunanos. Bot uutata us te-
nenepeaauun: " Xya0KHUKMN NOKa3bIBAIOT HEPA3PbIBHYIO CBA3b NPOLUNOro
n HactoAwero’’. UTak, BO3HUKaeT BONPOC, NOYEMY TaKO€ pa3peLueHo u
noseweHo? Monpobyto oTBeTUTL. CMeHa CTUNei He KOCHYNachb UX BHY-
TPEHHEro CMbICNa U NPeAnochLINOK UX (YHKUMOHMPOBAHUA: BCE Ta e
06palleHHOCTb K XYAOXKECTBY, K Tpaauuum, K “‘HetneHke’’. XyaoKHUK
nwobuT ApPYyrMx XyAOXXHUKOB — 3TO ecTecTBeHHO. BHOBb BoCkpec pea-
nU3M, NyCTb U NpU noaaep)kke coTorpacduu, cneposBaTenbHO, HAaCTyNUN
AYX HOBOW KOHBIOHKTYPbI, CHUMaIOWeN cTapylo onnosuumio “‘oduum-
anvHoe-HeoduumnanbHoe'' Ha yposBHe dopmbl. Hosaa “moaepHoBan’’
dhopma CTaHOBUTCA NpPMEeMNeMon B CNyvae, eCnu OHa He 3aTparusaeT He-
KOTOPOro cneunduYeckoro CoOAep>KaHWA U He MelwaeT NPUHATUIO Otu-
uManbHLIX “‘Npasun urpsl’’. )
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