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NCKYCCTBO
CAMUSAATA

(Mockosckaa wkona)

CoBpeMeHHbIA aHp CamMOoAeNbHOW KHWUMM Kak OCo-
3HAHHOrO XyAO0XecTBeHHOro obwvexTa B Poccun yxoamnt
CBOMMU KOPHAMW K Hauany 3TOro Beka U K nepuoay
pycckoro ¢pyTypuama. Bo BpemA peBontoumMm KHuxXHoe
WCKYCCTBO HaubBonee paamKanbHO BbIPa3nMnoCh B CUHTE-
3e MAaccoBOW arntauMnm U WAEaNnUCTUYECKOW MbICNK.
KHura Kaxk noprtatueHbIn 0O6bEKT MAcCOBOW TUPaXKHOW
npoAyKUUN, NPEeAHA3HAYEeHHaA B TO Xe BPEMA ANA WUH-
TUMHOro O6WeHUA C uyuTaTenem, NpeacTasnAna coboun
HaUNy4YWwuin Npumep B3aWMOAENCTBUA IKCTPaA- U UHTPa-
BEPTHbLIX MAE B PYCCKOM UCKYCCTBE.

C OKOHuYaHWeM repovyecKoro nepvoaa B pesynorate
NPOTUBOPEYNIA MEXAY MAEAaNamMn U PeanbHOCTbIO BHELW-
HWe NponaraHAUCTCKUE 3nemMeHTbl NOTEPANU cBOE Nep-
BOHaYanbHOe NO3NTUBHOE 3HauYeHWe, B TO BPEMA Kak
WHTpaBepTHble, HAOBOPOT, yrNyBUNUChL U BbHKUNK aaxe
B XONOAHbLIA Nepuoa cTanuHuama. 3TO NONoxKeHwue
MO>HO NpocneauTb Ha Cyabbax ABYX BENUKWUX pyC-
ckux noatos: Maakosckoro u MNactepraxa. Apkan, HO
KOPOTKaA, TBOPYECKW WHTEHCUMBHAA xu3Hb ManAkos-
ckoro, o60pBaBLIAACA BHE3aNMHOW CMepTbio, U Nony-
odurunanbHoe “BbhKUBaAHWE' B COBETCKOW AENCTBUM-
TenbHocTu MacTepHaka, oTpasusLweecA B ero unocod-
CKOW co3epuaTenbHOn NUpuKe.

HauuHaa c TpuauaTtbix roaos, OPUrMHaANbHbLIE KHUMA-
06beKTbI NOCTENEHHO CTAHOBATCA pPEAKOCTbO, NO-
CKONbKY NpeacTaBNAT coBOW AO0BONLHO HE3aBUCU-
MbIn 1M OnacHbIn BuA TBOpuecTBa. COXpaHUNUCb OHM
TONbKO B BUAE aBTOPCKUX MOITUYECKUX MaHyCKpun-
TOB, CONPOBOXKAAEMbIX HECOXKHBIM AN33aNHOM.

BmecTe C xpyweBCKOW OTTenenbld BHOBb MOABNA-
IOTCA CamMOAEeNbHbIE KHUMW, NO3Tbl NEYaTarT CBOW CO-
YWHEHWA NOA KOMUPKY, 4acTo C Ao6asneHWem pPUCyH-
KOB WMNW KONNaxewl, AeNalT pyyHOW nepenneTt v B Ta-
KOM BMAe pacnpoOCTPaHAT CBOW ''M3pnaHuA’’ cpeaw
apy3en. Takum 06pasom, BO3HWKAEET UCKYCCTBO pyc-
ckoro cammanaTta ('cam ceba n3nat’, Kak BNepsBbIe Ha-
nucan B CBOEN KHUre-pyKOMNUCKM B KOHUE NATUAECA ThbIX
ropoe noaT Hukonait Mnaskos). Mo3aHee 370 ABNEHUE
NOBTOPUNOCH M B APYrUX CTPaHax COUMANUCTU4ECKOro
narepA.

Pycckuid onbIT camu3gata npeactasnAet cobon Hesa-
BUCUMbIA OT 3aNaaHOro BNWAHWA KyNbTYpHbIA (eHo-
MeH, XxapakTep KOTOporo o6ycnaBnueaeTcA cneayto-
wruMn PakTOPaMn: PYCCKUMU KHMKHbIMW TPAAULUUA-
MU Hayana BeKa, UHTEPEeCOM PYCCKOWA WHTENNUreHuun
K HOHKOH(OPMU3MY B MUCKyccTBe W nuTepatype (uTo
W NPOAONXKAaeT CTUMYNUPOBATb TBOPYECTBO) W, HAKO-
Heu, WM30NAUMEN pPYCCKOro uckycctea oT 3anapa xe-
Nne3HbIM 3aHaBECOM.

Camu3patckue NpoOv3BEAEHUA HEe NOABEPratoTCA UEH-
3ype HW B NONUTUYECKOM, HN B PEAaKTOPCKOM MNNaHe.
Kak npaBuMno, oHW Ne4atawTCA NOA KONMUPKY TUPaKOM
ot 1 po 12 3ksemnnApos. flto6oh BUA NeyaTHOro 060-
pyaosanwmA B8 CCCP, BKNouan Kcepokc, A0 CUx NOp AB-
NAETCA HeneranbHbIM WU NpakTUyeckun HepocTyneH. Oa-
Ha U Ta e KOMWA NepeaaeTcA U3 PyK B PYKW C CONyT-
CTBYIOWMMU KOMMEHTApUAMW, PacnpocTpaHeHue no-
[OBHBLIX NpOVM3BEAEHWUI OCTaeTCA AOBONBHO ONACHbLIM.
Ho HebnaronpuATHana cpeaa ANA COBPEMEHHOIMO UCKYC-
ctea 8 CCCP umeet no kpanHen mepe OAHY NO3NMTUB-
HYIO CTOPOHY — 3anpeTHbIn nnoa cnapok. Penpeccwus-
Kbl COUMaNbHLIM NOPAAOK BbIHY>KA3AET K BOnee TecHo-
My OBbEANHEHUID BHYTPWU 'XyAOXKECTBEHHOW cpeabl, a
060CTPEHHAA NOMNUTUYECKAA CUTYaUuMA HAxXoaWT CBOe
OTpa)keHue B CEPbE3HOM NPOBNEeMaTUYHOM TBOpPUECTBE.

""CB0o60Aa cnosa’’ B COBETCKOW KOHCTUTyuuu BCeraa
ABNANac, Hanbonee ABYCMbICNEHHbIM naparpadom,
ueH3ypa CNny>XuT OCHOBHbIM OPYANEM MAEONOrMYECKOon
nonuuMn, NO3TomMy oduuManbHan BbICTABKA KHUM cam-
n3paTta no cux nop HesosmoxkHa 8 CCCP. Hawa nepsan
W NOCNEAHAA NONbITKA NOKa3aTh NOAOBHbIE KHWUIKM Ha
rpynnosov Bbictaeke B [lome yuenbix 8 1198 r. 3a-
KOHYMNAach Kpaxom. Tpu pasnuuHbIX XyAOXKECTBEHHO-
WAEONOrMYECKUX KOMUCCMU HA3BaNW Hawe TBOPYECTBO
NPOBOKAUNOHHLIM U BPEAHbIM COBETCKOMY ObuiecTBy.
B pe3synbTate, oTneuataHHbIM Nnakat 661N U3BAT, @ BO
BCEM TWpaXke NPUrNacuTenbHbix BUNETOB HalWMWM MMeHa
661NV BbICKOGNEHbI BPUTBON.

MNpexae yem nepenTvn K aHanu3dy TBOPYECTBA OTAENb-
HbIX aBTOPOB, CTOUT yKa3aTb Ha HEKOTOPbIE MCTOPUYEC-
KUWe W HaunoHanbHble OCOBEHHOCTU, OKa3aBLuNe HECOM-
HEeHHOEe BNUAHWE Ha BCE BUAbI AEATENLHOCTU PYCCKWNX
XyAo>kHUKOB. Npeonornueckunit acnexT Bcerna AoOMu-
HWPOBAN Hap 3CTETUYECKUMMW NapameTpamMn B pyccKown
nuTepatype M WUCKYCCTBE, CPeaACTBaMW KOTOpbix (3a-
4acTYy0 WHTYMTUBHO) NUCATENW W XYAOXKHUKMW NbITa-
NUcb pa3pewnTs MOpanbHble, PENUIMO3HbIE U COUManb:

THE ART OF
SAMIZDAT

(The Moscow School)

As art objects Russian samizdat books trace their roots
to the beginning of this century and especially to the
time of the Russian revolution. The radical art of the
book that appeared during this period represented a
synthesis of mass agitation and idealistic thinking. The
book, which is a portable object of mass production
intended, nevertheless, for intimate communication
with the reader, became one of the best examples of
collaboration between extroverted and introverted ideas
in the history of Russian art.

After the heroic period, the contradiction between
ideals and r-ality destroyed the initial positive signifi-
cance of the externally propagandistic elements. But the
introverted aspects never died; they intensified and sur-
vived even during the coldest period of Stalinism. This
may be better understood if we compare the destinies
of two great Russian poets, Mayakovsky and Pasternak :
the vivid, intensely creative life and sudden death of
Mayakovsky and the half-underground "‘survival’’ and
creation of the philosophical and speculative lyric
poetry of Pasternak.

From the thirties onward, the making of original book
objects was gradually abandoned as a form of creation
that was independent and dangerous. Instead, authors
produced manuscripts of their own poetry that were of
simpler design.

With the Khrushchev thaw at the end of the fifties,
the book as an art form re-emerged. Poets began to type
carbon copies of their work, often accompanied by their
own drawings or collages, bound them and circulated
their ""editions’’ among their friends. In this way, the art
of Russian samizdat (''self-published’ books, as the poet
Nikolai Glazkov called them for the first time in a man-
uscript book at the end of the fifties) came into being.
Later the movement was repeated in other socialist
countries.

Samizdat, as a cultural phenomenon, is distinct from
Western practices and was shaped by three factors : the
Russian traditions of book production at the beginning
of the century; the interest of the Russian intelligentsia
in non-conformist art and literature, which continues to
inspire  book production; and Russia’s iron-curtain
isolation from the rest of the world.

There is no censorship in samizdat in either the po-
litical or the editorial sense. Usually, each samizdat
work consists of typed or handwritten carbon-copies,
in an edition of from two to twelve copies. Printing
equipment of any kind (including photo-copiers) is
illegal and almost inaccessible, so one and the same copy
is passed from hand to hand accompanied by discussion
and commentary. Distribution is dangerous, especially
if handrnade books 212 seen in public places. But the ne-
gative environment for modern art has at least one posi-
tive side — forbidden fruit is sweet. The repressive social
situation unites the art community within itself, and
strained political situations inspire serious, problematic
art.

The paragraph devoted to freedom of the word in the
Soviet constitution has always been profoundly am-
bigous, while censorship has served as the main weapon
of the ideological police. To this day there is no way of
showing handmade books in public exhibition spaces in
the USSR. In 1978 the authorities removed textual
book-objects made by the authors of this article before
the opening of their first and last official show, which
has held at the House of Scientists. Three different com-
missions called their work provicative and harmful to
socialist society. The poster designed for the show was
withdrawn and their names were scratched off all the
printed invitations for the group show with razor blades.

Before analysing the works of individual artists, it is
worthwhile pointing out some of the national features
of the Russian character that have undoubtedly in-
fluenced all forms of creation in Russia. The ideological
aspect has always prevailed over the aesthetic dimension
in Russian art and literature, the methods which writers
and artists have used — often intuitively — in their at-
tempts to solve moral, religious and social problems.
Kasimir Malevich, in his article "To the Innovators of
the Whole V/orld”, wrote: “"All art exhibitions should be
exhibits of nrojorts for the transformation of the werld
picture.* The spiritual, political and aesthetic innova-
tions seizedt upon by the Russian imagination, some-
times it a state of near madness, were widespread and
optimistic at the time of the revolution; later, artists
became self-analytical and the art community withdrew
into itself.

The beginning of the sixties was marked by an upsurge
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Hble npo6bnemsbl. K. Manesuuy B ctatbe '‘HoBatopam
Bcero mupa’’ nucan: “"Bce xyao»KecTBeHHbIE BbICTABKHN
AOMKHbI BbITh BbICTaBKaMu NPOEKTOB Npeo6pa3oBaHnA
MUPOBONA KapTuHbl''. Bce 3Tn Ay XOBHbIE, NONUTUYECKUE
M 3CTeTUYeCKWEe HOBLIECTBA, PAaCCMOTPEHHbIe Noa yr-
NOM 3PEHUA MOUWHOMO PYCCKOro BOOGpakeHnA, 3aya-
CcTyt0 rpaHuvauiero ¢ 6esymuem, B nepnon pesonounm
HOCUNN WINPOKUA ONTUMUCTUYECKUIN xapakTep. Mo3a-
Hee 3TO WCKYCCTBO Nepewno B CamMOaHanuTUYeckun,
AOBONBLHO 3aMKHYTbii B cebe MUp XYAOXKHUKOB-OANHO-
ueK.

Hauwano 60-x 03HameHOBanocb BCNNECKOM O6uiecT-
BEHHOro nHTepeca K no3sun. CoTHu cnywatenen cobu-
panuce y namATHUKa MaakosckoMy B8 MockBe Ha uTe-
HWA MONOAbIX NO3TOB (4TO B KaKOW-TO Mepe Hanomu-
HaeT TONNbI aMEPUKAHCKOW MOMOAEXKWN HA OTKPbITbIX
poK-KOHuepTax) . B pesynbrate paBneHwA Bnacten,
ABUXEHWE NepemMecTUNnoCh B MacTepCKue Xy AO0XKHUKOB.
MpuMepHO B 3TO ke BPEMA W HAYMHAOT NOABNATLCA
nepsBblie camopensvHblie KHUrM-o6bvekThl. B nepuoa c
1964 no 1967 r. 60nbwoOe BAMAHME UMeENa 3HEPTUYHAR
rpynna no3ToB, M3BECTHaA B OCHOBHOM aeknamauuen
cBOUX CTUX0B, Noa HazsaHuem CMOT (Coto3 monoasbix
redves), kyana sxoaunu Jf1. l'y6aHos, A. Bacunosa,
B. AneiHukos, 0. BuwHesckan, B. flen n ap. Oun
npeacrtaBnAnu kak 6bl HeoduumanbHyto napannens
rpynne EBTYyweHKO, cTaBwen yxe K TOMY BpemeHu
oduumanbHbIM pPbiYaroM BOCNNMTaHWA COBETCKOW MOnO-
Aexun. MNo3Tel cTapwero NOKoneHuA, Takne kak E. Kpo-
nusHuukuin, . Canrup, N. Xonun, C. Kpacosuukuin,
. Anrn, A. CaryHosckuin, B. Hekpacos, ubn cTuxu
6bINMM XOPOLWO U3BECTHbI B apPTUCTUYECKUX KPYrax, Cbi-
rpanu BaxHYK pOfb B Pa3BUTUM XYAOXKECTBEHHOrO
camu3spara. ‘CoHerbl Ha pybawkax’ lenpuxa Canrupa
6bINN HEOXKWAAHHBIM U CBEXUM NOAXOAOM K NO33vu.
WHTepecHble Bu3yanbHblie c6OpHNUKKN cTuxOB aenanu B.
KoBwuH 1 ocobeHHO Anekcelt XBOCTEHKO, NeHWHrpaa-
CKWIA NO3T n 6apa, KOTOPbLIN YacTo Haedxan 8 Mocksy.

Menpux Xypaakoe (p. 1930) 6bin 0AHUM U3 NepPBLIX B
Havane 60-x roaos, KTO aenan BbICTABKU CBOUX KHUM B
YaCTHbIX MAacTEPCKMX MOCKOBCKWUX XYAOXHUKoB. OaHa
M3 ero paHHux KHUr "“"Kowkun-MuwKn nnm oauH K Tpe-
TouM nuwHun'’ (1963) 6bina HanewataHa NOA KONUPKY
B konuuectBoe 10 3K3eMNNApPOB ¥ CONPOBOXAAanack
MaHUdECTOM, Py KONMUCHbBIMU KOMMEHTapUAMU N KONKU-
paiTom ero cobCTBEHHOro u3partensctea. B 1o spemna
y MFeHpuxa He 6bIN0 COBCTBEHHOW NUIIYLWEN MaWNH KN,
W OH NevaTan 3Ty KHWry Ha paboTte, B OAHOM M3 MOC-
KOBCKUX ''NOYTOBbLIX AWMKOB'', rae paboTan nepesoa-
UMKOM, M OTKyAaa ero CKopo yBonunu, o6Hapyxue no-
nobHoOe BecunHcTBO.

Ero paHHue Bu3yanbHbie CTUXW, BOweawune B 3Ty
KHUTY, NpeacTasnAlT cob6ON HOBYIO WHTepnpeTauunto
pycckon Mopdonorum, B KOTOPOW, NO ero cnosam,
pa3nuuHble rpaduyeckue peweHnA OH BO3BeEN B cucTe-
MY, NOAOBHYI0 HOTHOMY NUcbMy. OH Nucan cTuxu, ae-
nan pucyHKu u Konnaxku B ambapHbix KHUrax u aet-
cKkux anbbomax No pucosaHuto. OAHO K3 ero pyKonuc-
Hbix counHeHun ‘‘KauaBenku'' 6bin0 dakcMMunbHO
BOCNPOU3BEAEHO B MHTEPHAUMOHaNbHOM n3aaHun CMC,
N° 3, 1968. leHpux Xyaakos ctan uisecteH B Mockee
He TONbKO 6naroaapA csoen N033uu, HO U AOBONBHO
HEOXKWAGHHOW NOrukKe TOMKOBAHWA COBCTBEHHOrO
TBOpYEeCTBa, HOBOMY MOpPMONOrnyeckomy nepesoay
"lamneta’” WekcnNupa n BeCbMAa 3KCUEH TPUYHOMY NO-
seaeHuto. XusA B8 Heto-Mopke ¢ 1974 r. Ha rocyaapcT-
BEHHOE Noco6we, OH NOMyuun KoNupanT Ha ceou 19
pUCYHKOB B BawwuHrtoHe, HO He cMOr 406U TLCA NaTeH-
Ta Ha u3obpeTeHune Nuwyuweh curapbl. “An pa Xyana-
koB!" — Kak nw6UT roBopuTL cam O cebe NOIT.

C 1978 r. HaunHaeTCcA ero HOBbLIN Nepuoa, KOTOPbLIA
kputnk Mutep Wenaen B rasete ""Bunnenx Bowuc' Ha-
3Ban ‘‘cymacweawen ranaHtepeen’’: [eHpux caenan
Ceputo  PackNagHbiX KHUM-KOMNa»ked w3 rancTykos,
XO3AWCTBEHHbIX CYMOK C MCNOMNb3OBaHWEM pPa3nnyHON
6uxyTepun. Mo3aHee OH Hayan yKpawaTb TaKUM Ke
06pa3om nNuaxaku, pybawku, Maikn n 60TUHKN.

WUnbr Kabakos (p. 1933) — xOpowoO U3BECTHbIA XY-
AOXHUK. B 70-e roabl OH cTan nAaeonoruyecknum nuae-
pOM B Kpyrax no3toB U XYAO>KHWKOB, NpeTeHAoBaB-
wux Ha ‘BbiCluee NOHUMaHue AyxOBHOCTWU'. Byayuun
CaM CUMbHBIM W CaMOCTOATENbHbIM XYAOXHUKOM, Ka-
6akos npuBnekan k cebe anentos, NOAO6HO Nuenomar-
Ke NUTan X 1 OAHOBPEMEHHO NUTAACL UMU.

C 1973 r. oH Hauan cs8OK 3HaAMeHUTYI ceputo duno-
codCcKo-3HUMKNONeanYecknx anbbomos, NpeacrtasnA-
owmnx cob6on A0BOMBLHO BONLWOro pa3Mmepa KOPO6GKU-
KHWUMW C PUCYHKaMu Tywbto U UBETHbIMW KapaHaawa-
MU, U CONPOBO>KAAIOWMECA PYKOMUCHBIMW KOMMEHTa-
pUAMMK, 3a4acTylo OT nuua ero 'HanBHO-NPOHWUATENb-
HbIX'' repoes-macok. B 3Ty cepuio Bxoant 6onee 25

anbbomoB, cpean KoTopbix: ‘JletawT’’, "“"CHb’’, “"WyT-
ku flbBa nebosuua’, "Ayw — komeaunA’’, "'BOkHO-
rnAagAwwn  Apxunos’’, "'Bwxkadycuasrwmin Mpuma-

of public interest in poetry. {iundreds of young people
gathered near the Mayakovsky monument in the centre
of Moscow to hear young poets read, almost as vouns
people in the United States came togethzr te listar. t
rock music. But as a result of pressure from the author-
ities, the movement retreated to artists’ studios. At
about the same time the first books as art objects began
to appear. Inspiration for this developing genre was
provided by an energetic group of poets — SMOG (an
abbreviation of “Union of Young Geniuses’’) — best
known for reading their works in public and who in-
cluded among their members L. Gubanov, A.Basilova,
V. Oleinikov, Yu: Vishnevskaya and V. Len. This group,
which was very active from 1964 to 1967, was the un-
derground parallel to Yevtushenko’s group, which had
already become an official lever for shaping the minds
of Soviet youth.

Older poets — E.Kropivnitsky, |.Kholin, G.Sapgir,
G.Aygi, Ya.Satunovsky and V.Nekrasov — whose works
were well known in Moscow artistic circles, gave further
impetus to the development of samizdat. Genrikh Sap
gir's sonnets on shirts represented an unexptected anc'
fresh approach to the traditional style of poetry. In-
teresting visual collections of poetry were made by
V .Kovshin and, in particular, Alexei Khvostenko, the
Leningrad poet and bard, who often visited Moscow.

Genrikh Khudyakov (born 1930) was among the first
at the beginnings of the 1960s to hold exhibitions of
his book objects in the studios of Moscow artists.
""Hide and Seek or One, Two and Three is Out’’ {1963),
one of his early books, was typed on carbon paper in
ten copies, accompanied by a manifesto and a hand-
written commentary, and copyrighted by his own
publishing company. Khudyakov did not have his own
typewriter at that time and had to type out the book at
his job in a secret Moscow aviation institute, where he
worked as a translator until he was_caught and fired.
This book consists mainly of his visual poems, represerit-
ing a new interpretation of Russian morphology, in
which, in his own words, he “elevated various graphical
solutions into a system, like that of musical notes.’
Khudyakov wrote poems and filled account books and
children’s drawing pads with his drawings and collages.
One of his handwritten books, '‘Shot Fur-Trimmed
Jackets'’, was reproduced in facsimile in the internztion-
al edition of SMS, No. 3, in 1968. Genrikh Khudyakov
became famous in Moscow not only for his poetry, but
also for the somewtrz2t unexpected logic of his inter-
pretation of his own work, a new "morphological’ trans-
lation of Shakespeare’s “Hamlet’’ and his highly eccentric
behaviour. Living on welfare in New York City, where
he emigrated in 1974, he applied to Washington for a
certificate of copyright for nineteen of his drawings. He
succeeded, though he failed to obtain an inventor’'s
certificate for his "“writing cigar.”” "That's a boy, Khu-
dyakov!"" as the poet is fond of saying of himself.

Khudyakov's new period dates from 1978. Peter
Schjeldahl called it a “mad boutique’” in the "Village
Voice'': Khudyakov has maae a series of fold-out books
of collages of ties and shopping bags with the aid of
paper, fabric and glass. Subsequently he began to decor-
ate jackets, shirts, tee-shirts and shoes in the same
fashion.

llya Kabakov (born 1933) was already a well-known
artist when, during the 1970s, he became an ideological
leader amonq poets and artists aspiring to a ‘‘higher
understanding of spirituality’’. A strong and indepen-
dent artist himself, Kabakov, like a queen bee, attracted
disciples to himself, nourishing them and at tine same
time being nourished by them.

In 1973 he began his renowned series of philosophic-
encyclopedic albums, quite large book-boxes with draw-
ings in Indian ink and coloured pencils, accornpzanied by
handwritten commentaries often frcm the mouths of
his ""naively shrewd’’ mask heroes. T':e series includes
more than twenty-five albums, among which are: ““They
are Flying’’, ""Dreams’”, "Lev Glebovich's Jokes',
""Shower-Comedy "', " Arkhipov-Looking-in-the-Window'"
"Primakov-Sitting-in-the-Wardrobe'* and '"Vases’. In his
""works’* Kabakov touches upon the virtually universal
problems of modern Russia, interpreting social, religious
and ideological features with the refined ambiguity
characteristic of him. llya Kabakov's personality seems
to combine the all but incompatible. He is a man of
the world and a cunning politician, surrounded by the
comforts of Soviet life and respected in the Moscow
Union of Artists, yet at the same time he is also a subtle
artist, devoted to his art, who preaches a spiritual as-
ceticism. The same is true of his world: the visual and
verbal language of the albums is reminiscent of the style
of wall newspapers in public housing offices and simul-
taneously of the children’s book illustrations the artist
does for money; at the same time, suffering and defen-
celess images roam his works, which are imbued with



koB”’, "Ba3bl’ u ap. B ceoux '‘Tpynax’’ Kabakos 3a-
TparveaeT NpakTUYecKW BcCe BaxkHble Npo6nembl co-
BpeMeHHON Poccuun, MHTepNpeTupya coumansHbie, penu-
rMO3Hble U UAEONOrnYecKune BONPOCHI CO CBONCTBEHHOW
eMy U30UWPeHHON ABYCMbICNEHHOCTbO. fluuHoCcTb Unbun
Kabakosa couetaeT B cebe, Ka3anocb 6bl, ManocosBme-
CTHIMbIS Y4epTbl: CBETCKUIA 4enoBeK, XUTPbIN NONUTUK,
OH OKpY>eH yno6cTBamMun coBeTCKOro 6b1Ta, Nonb3yer-
cA yBaxeHuem B MOCKOBCKOM COHO3e XYAOXKHUKOB, U
B TO K€ BPEMA 3TO YTOHUYEHHbLIW U CaMOYrny6neHHbIN
XYROXHUK, NPONOBEAYOWWA Ay XOBHbIN ackeTusm. Ta-
KOBO W €ero WUCKYCCTBO: BU3yanbHbin U BepbanbHbIA
A3bIK anbbomos HanomuHaeT ctunb XKIKoBCcKUx cTeH-
raseT U OAHOBPEMEHHO UNMIOCTPAUUN B AETCKUX KHUX-
Kax (KOTOpble XYAOXKHUK AenaeT ¢ uenuio 3apaboTka) .
B 710 e BpemA cTpaaarowwue u 6e33aWwmTHbIE 06pasbl
6Nny>Aal0T B ero COYMHEHUAX, NPOHU3aHHbIE TEMOW 6e3-
NUKOW peanbHOCTWU, NPOTUBONOCTABNEHHOW KOCMUYeC-
koW ceo6one ayxa. KaxaaAa cTpaHuua — 3To cBOEro po-
na meTaun3nyeckan KapTUHa BPEMEHW U NPOCTPAHCTBA.
Tonorpaduyeckunit cTunb NOCcTpoeHuna anbbomos, aH-
TacTuyecKoe CMeuweHne BpeMeH U mMacwrabos (wkad
Kak BceneHHan), BeeaeHue abcypaHbIX TEKCTOB —
BHewHe NpeacTasNAT cOH60N NpoaoKeHue Tpaanunn
RaHnuna Xapmca u TekcToBbIX paboT paHHero Marpu-
Ta. 3a4acTyto B cTune ero paboT CKBO3WT MaHEPHOCTb,
KaK B pUCYHKeE, TaK U B TYMaHHOM ¢hmunocodckom noa-
TekcTe. OAHAKO MOUWHBLIA 3NUYECKUA NOAXOA, Cepbes-
HOCTb U rnybuHa anb6omoB KabakoBa cTaBuT Ux B pAA
nysywnx o6pa3suos COBPEMEHHOW PYCCKOW KynbTypbl.

XapakTepHa mMaHepa AeMOHCTPauun 3Tux anL6omoB,
NOX0>kaA Ha NepBble IKCNEepUMeEHTanbHble Woy 6paTbes
Jliombep. YcTaHOBUB KHUry Ha mMonbbepTe, aBTOp cam
nepenuncTbLIBaeT CTPaHULLbLI U YuTaeT TEKCT cuaAwen ne-
pea HUM, Kak B 3puTenbHOM 3ane, Nnyb6nuke. 3ToT nep-
hopmaHc ANUTCA OT 2 A0 4 4acoB, B TEYEHUE KOTOPbIX
ny6nuKa NpOXOANT PasnuuHbIe COCTOAHWA NOFPY>KEHNA
B MmeTacdu3nueckune ueHHoctu KabakoBa, NOCTPOEHHbIE
Ha NapafoKcax 3a4acTyld NPOPOYECKOro U TParM4yecko-
ro xapakTepa.

TeBopuectBo Unbu KabakoBa o6bveanHAeT B cebe aBa
AOMUHUPYOWNX B HacToAuwee BpemAa B Poccun n onno-
3ULMOHHbLIX O(ULNANBLHON TOYKE 3PEHUA MUPOO LY LWe-
HWA: BOCNPUATWE COBETCKOW AEACTBUTENbHOCTU KaK
abcypaHOM N aHTUTYMaHHOW NCTOPUYECKON AAHHOCTU N
pennuruosHo-unocodckoe Mopanu3aTopcTBo. B HOH-
KOHopMUCTCKOM uckycctee Poccuu BO3HUKNO ao-
BONLHO CTPaHHOE ABNEHWe — ABOWHAA ONNO3UUWUA, KO-
rAa MHoOrue xyfoXXHUKu, ocobeHHO mMonoaoe nokone-
Hue, 6bINn 06BUHEHbI B OTCYTCTBUU HEOBXOAUMOro
PEeNUruo3HO-Ay XOBHOro Avaaktuima. (... He noaHa-
NUCb Haa TbMOW K cBeTy...””, ... K ayTeHTU4YHbIM Cthe-
pam Bobicwero Ayxa’’). f060nNbITHO, 4TO C OTbe3aOM
13 Poccun MHOrve aeAtenn KynbTypbl TpaHCGOpMUpPO-
Banu CBOW UAeEN KaK B WAEONOrNMYECKOM, TaK WU CTUNU-
CTUYECKOM NNaHe, Ha3BaB BCE 3TO ''CNAaBAHOMUNLCKUM
MacKapaaoMm’’, "'2a u NKOHBbI, 4TO Bbl TaM HU roOBOPUNY,
B3ATLI n3BHe” (unTaTel n3 xxypHana "A-A") . AnA koro
»xe Noao6HHaA AYXOBHOCTb ABNAETCA Mackapaaom?

AnA XxapakTepucTuku 6bITyOWEro B MOCKOBCKOM
obuwecTtBe MUPOBO33PEHUA Cneayer yNOMAHYTb OTHO-
WeHNe HEeKOTOPbIX XYAOXKHUKOB K KNAacCU4ecKOMy
pycckomy asaHrapay. CTapwee nokoneHue Becbma He-
Ro6porxkenatenbHO u306pakaeT cebe 3ITO ABNEHWe: B
BUAE MepapXUWN HauanbCTBa B AEBaNbBUPYIOWEM AYXOB-
HOM npocTpaHcTBe. B atmocdepe nocTtoAHHON aenpec-
CUN TPYAHO NPeoaoNneTb 4yBCTBO aHTAaroHW3ma K TOW
KOr Aa-TO CO3UA3TEeNbHO-NAEANUCTUYECKON 3HEPrun pyc-
CKUX XYAOXXHUKOB, OT KOTOPOW OCTaNUCb Tenepb POX-
Kn aa HoxXkU. N B nx cyabbe HET HUYEro aHTUMCTO pUY-
HOro: AOCTAaTOYHO CPaBHUTb PYCCKYID KyNbTypy, CKa-
XeM, C KynbTypoi Pumckon umnepuun unu BusaHTtum,
33KOHYNBLWMUXCA aKaaeMU4YeCKUM UCKYCCTBOM U AeKa-
naHcom. Bo Bce BpemeHa Ha cTaaun hopMUpoOBaHMA HO-
BOro o6wecTBa TBOPYECKUE NUYHOCTU HAxXOAUNUCL B
FapMOHWUU C HUM, B MOMEHT >X€& Ae3UHTerpaunMn u pac-
napa Hawbonee TanaHTNUBbLIE NMUYHOCTU CTAHOBUNUCH B
onno3uuno. To ke NPOUCXOAUT W ceivac, B Nepuoa
pasnoxeHua "TpeTtbero Puma’’: nocneayowee nokone-
HWe paccMaTpuBaeT CBOUX NpEeAWweCcTBEHHUKOB C CKen-
TUYCCKOW TOMKWU 3peHuA '‘nocTmoaepHusma’. Ho no
ncTe4eHUM BpemMeHu ABNEHWA CHOBA NepeoLeHUBalOTCA:
W Mbl BCe-TaKu NpeanounTaem PeHeccaHC maHbepusmy.
Kak 370 HW NapapokcanbHO, HO counanucTuyeckoe o6-
WeCcTBO KPOMe rocyAapcTBeHHOro kuua (oduumnansHo-
ro WUCKyccTBa) uMeeT CBOW HEOMUUWANbHLIA MaHbe-
pYU3M BeCbMa WWPOKOro AManNa3oHa: OT KapTUH TioNb-
naHoBckoro o6pasua A0 CNEeKYNATUBHOrO NO3AHEro
cou-aprTa.

B nepuoa knaccuueckoro pycckoro asaHrapaa Xxy-
AOXKHUKW HAKOHeu 0CBOBOANNUCL OT AOMOPOUEHHOW
dunococum (cm. NnepeasuxHU4ecTBo) , chopmuposas-
weencA B yCNOBUAX NOCTOAHHOW COUMAaNbLHOW NOAAB-
neHHocTn. Bo BpemeHa CTanWHCKOro pexxwuma npouecc

the theme of faceless reality opposed to the cosmic
freedom of the spirit. Each page is a kind of metaphys-
ical picture of time and space. The topographical style
with which the albums are constructed, the fantastic
mingling of different times and physical scales (a cup-
board as the universe) and the introduction of absurc
texts appear on the surface to be a continuation of Da-
niil Kharms’ traditions of logic and of the text works of
the early Magritte. Often the style of his work reveals a
flash of affectation, both in the drawing and in the
obscure philosophical subtexts. However, the powerful
epic approach, seriousness and depth of Kabakov’s
albums place them among the best examples of contem-
porary Russian culture.

The manner in which these albums are presented,
resembling the first experimental shows of the Lumiére
brothers, is characteristic. After placing the book on a
lectern, the author himself turns the pages and reads the
text to the audience, which sits before him, as in an
auditorium. This performance lasts from two to four
hours, during which the audience passes through various
states of immersion in Kabakov’'s metaphysical values.
These values are based on paradoxes, which are often of
a prophetic or tragic character.

llya Kabakov’s work combines two attitudes opposed
to the official point of view in Russia at the present
time: a perception of Soviet reality as an absurd and in-
humane historical fact and, at the same time, moralizing
of a religio-philosophical character. In the non-conform-

ist art of Russia a quite strange phenomenon has emerg-
ed — a double opposition, whereby many artists, parti-
cularly those of the younger generation, have been
accused of lacking the necessary religious and spiritual
didacticism. ("’... They have not risen above the dark-
ness towards the light...””, ""... towards the authentic
spheres of the Supreme Spirit’’). It is curious that many
cultural figures, on leaving Russia, have transformed
their ideas in both the ideological and the stylistic senses
terming all this “a Slavophile masquerade” — "why,
even ikons, whatever they say there, came from abroad”’
(quotations from ""A-Ya'’). But for whom does such
spirituality appear a masquerade?

If we are to characterise the current Weltanschauung
in Moscow society, we must mention the attitude of
some artists towards the classic Russian avant-garde. The
older generation, the so-called flowers of a Stalinist
childhood, regard this phenomenon with extreme hostil-
ity as a hierarchy of bosses in a spiritual space whose
stock is falling. In the constant atmosphere of depres-

UN.Kabakos:
,,AnHa 3axapoena Kowkuna' 1972

l.Kabakov:
”Anga Zakharovna Koshkina”



B.baxvanAaH: JleHuH
V.Bakhchanyan: Lenin

nowen B OHGpPaTHOM HanNpaBfeHWu, AaB TONYOK OAHO-
BPEMEHHO U HOH-KOH(OPMMU3MY, 4acTO BbiPaXXEHHOMY
B TAXENOM KOHCEpPBaTUBHOM camoyrnybneHun c yTo-
NNYECKUM NPEACTABNEHUEM O HE3aBUCUMOCTU OT couwn-

yma.
"“"Koro Bo3bmyT B 6yayuwee?”’ (ewe oaHa rnobanbHan
npobnema ANA pPYCCKOro CO3HaHWA) — cnpawwsaeT

NnbA Kabakos untatenen xypHana "A-A" c 3akamyd-
NUPOBAHHOW OTKpOBEHHOCTbto. MpeacTasneHne o ce-
neKuun reHues, OUEHKa WX 3acnyr B Gyaywem — BOT
4TO NOCTOAHHO BONHYET PYCCKUX XYROXHUKOB, KaK
HOH-KOHOPMUCTOB, Nonyoduuuanos, TakK U HecmeT-
HOEe nonuuuie cNy>xxutene rocmy3ssi. Mo3Tomy 3aas-
neHne MOCKOBCKOrO CKynsnTopa o camom cebe spoae
cneayrowero: ... A 4yyBCcTBYtO ce6A oaHUM K3 nocnea-
HUX B PAAY BbIMUPAIOLWWX KNACCUKOB HaWero yxoAaa-
wero TbiCAYENeTUA’ MOXXHO paccMaTpuBaTh KakK TUNuy-
HOEe NPOABNEHUE HAKOMUBLIMXCA YYBCTB U Mbicnei. Oa-
HaKO »WU3Hb B NONHOW U30NAUUK AenaeT 3Ty cnacuTens:
HYI0 WAE0 BNONHE ONPaBAaHHON U 3aKOHOMEPHOMN.

Ho sepHemcA k neBuam camuspaTta.

Barpuy Baxuawan (p. 1938), asTop 60nbWOro Konu-
4ecTBa CamMoAenbHbiX KHWUM, rpacukn, menn-apTa, 6ein
n3secteH B MockBse eule M Kak HEUCTOLWUMBbIA WY THUK.
B Huo-Mopke B8 1979 r., ogeBwWUCb "XOARYMM arut-
NYHKTOM'', pPacNUCaHHbIA C HOF A0 FONOBbLI NO3YHramu
Tuna: "CtanuH — 310 JleHun ceroaHA’’, "OCTOPOXKHO,

3nan codaka'’, "Mouemy HeT BOAKW Ha JlyHe?"’, pa3ry-
nusan no 3any pycckoro asaHrapaa 8 my3see MoaepH
apT, Yem BbI3BaN pe3Koe HeaoBONLCTBO aAMUHUCTPa-
uun.

Bax, Kak BCe Ha3biBaT ero, 661N OAHUM U3 NEpPBbIX,
KTO CO3HaTeNbHO W METOAWYHO CTan pa3BuBaTb XXaHP
CaMmn3naTCKOW KHUMM KAaK XYAO>KEeCTBEHHOro ob6bekTa.
B 1963 r. oH caenan cBO NEPBYIO KHUMY, COCTOALLYO
N3 KONNaxxew, pUCYHKOB U TEKCTOB Ha 060oWHOW Hyma-
re U WHOCTpaHHbIX rasetrax. C camMoro Hauyana OH uc-
NoNb30Ban TeXHUKY 'Peau-menn’’, T.e. roToBbIX 06bEK-
ToB. Bax nwbut roBopuTts: ‘BaxHO He TO, 4TO aena-
ews, a Kak BbIbUpaews''. B kHure "100 oaHodamuns-
ues ComxkeHuubiHa'' 100 hpoTarkHbix NOPTNETOR NOA-

sion in the Soviet Union it is hard to overcome a feeling
of antagonism towards the one-time creative, idealistic
energy of Russian artists, of which there now remain
not the slightest trace. There is nothing anti-historical
in this either: it is sufficient to glance at a comparative
description of the cultures of, for example, the Roman
2rnpire or Byzantium, which ended in academic art and
decadence. During the formation of a new society crea-
tive individuals have always found themselves in har-
mony with it, while at the moment of disintegration the
most talented individuals have come out in opposition.
The same is happening now, too, in the period of dis-
solution of the "Third Rome’: the next generation
looks upon its precedessors from the conservative view-
point of “"post-modernism.”” But, as time passes, pheno-
mena are once again re-evaluated: all the same, we prefer
the Renaissance to mannerism. However paradoxical it
may seem, socialist society has, apart from state kitsch
(official art), an extremely wide-ranging mannerism of
its own: from pictures of the ideal tulip to speculative
late sots-art, especially as practiced by emigre imitators
of this trend. As an example we may cite the recently
organized eclectic group ‘‘Kasimir Passion,’”’ which drew
its first inspiration from the success of the political
artists Komar and Melamid and the group exhibition of
samizdat in art.

During the period of the classic Russian avant-garde
artists finally liberated themselves from a home-grown
philosophy formed amid conditions of unremitting so-
cial repression (see for example, the Peredvizhniki mo-
vement). Under Stalin the process went into reverse
while simultaneously providing the soil for non-conform-
ism, which was often expressed in a heavy, conservative
self-absorption combined with a utopian conception of
independence from the socialist cosmos.

“"Who will be taken into the future?’ (yet another
global problem for the Russian consciousness), llya
Kabakov asks readers the of “A-Ya' with camouflaged
frankness. The concept of genetic selection, the assess-
ment of their merits in future — this is what constantly
concerns Russian artists, whether non-conformists, semi-
official figures or the countless servants of the state
muse. For this reason the declaration of a Moscow
sculptor about himself ... | am conscious of myself as
one of the last in the line of nearly extinct classics of
our departing millenium’’ may be regarded as a typical
manifestation of accumulated thoughts and feelings.
However, life in complete isolation makes this redeem-
ing idea thoroughly justified and legitimate.

But let us return to the voices of samizdat in art.

Vagrich Bakhchanyan (born 1938) is the author of a
large number of handmade books, drawings and mail
art. He was also well known in Moscow as a tireless
joker. In 1979 in New York, dressed as a ""walking agit-
punkt (propaganda centre)’’, covered from head to foot
with slogans like ‘'Stalin is Lenin today,” ‘‘Beware,
savage dog’’ and ""Why is there no vodka on the moon?”’
he strolled about the Russian avant-garde room in the
Museum of Modern Art, much to the acute irritation of
the museum authorities.

Bakh, as everybody calls him, was one of the first to
consciously and methodically develop the genre of the
samizdat book as an art object. In 1963 he produced his
first book, which consisted of collages, drawings and
texts on wallpaper or foreign newspapers. From the very
beginning he used ready-made techniques. Bakh is fond
of saying: "How you choose, not what you do, is the
important thing.” In the book “Ore Hundred Name-
saces of Solzhenitsyn,”” one hundred frottage portraits
were signed with the same surname, but with different,
paradoxical first names. Similar research was conducted
by the artist with the names akes of Reagan.

Short, witty books reflect the character of the author
and his desire to realise the ideas and projects that occur
to him with lightning suddeness, many of which have
never come to fruition: for example, a tailored fur-coat
of lard, which would have been put over the naked
body, lard inside. During 1968-69 he made and distri-
buted to his friends a large number of mirror-image
books with frottage texts, which could only be read
through mirrors accompanying them. Each of this works
was unique, since Bakh, no ball of fire, "was not in a
position” to occupy himself with the tedious business
of copying. Anyway, almost all his well-known texts
had been retyped in Moscow, not by Bakh himself, but
by his friends.

In New York he has continued to produce his "syste-
matic pieces of nonsense’’, like a book of tobacco with
pages to which real tobacco is stuck, the newspaper
""Pravda-da’’, posters of Lenin and Stalin composed of
thirty-six minibooks, and so on. In 1981 he published
what he called a daily postcard magazine, ""Arm News"’,
with frottages of different arms. On his letters he al-
ways sticks a stamp ‘’Vagrich Bakhchanyan, adviser to
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nucaHbl OAHOW amunuen, HO pasHbIMW NApafo Kcanb-
HbIMK umeHamu. MNopo6Hoe ke wuccneposaHue 6bIN0
11pOBeAeHO n ¢ oaHodamunsuamm Peraxa.

KpaTkne OCTPOYMHbIE KHWUMM OTPAXKAKT xapaxKTep
aBTOPAa, ero XenaHue Kak MOXXHO BbICTpee peann3osaTh
CBOW BHE3aMNHbIE WAEN N NPOEKTbl, MHOrNE U3 KOTOPbIX
TaK W OCTanuUcb NPOEKTamMn, Kak, Hanpumep, hacoHHaA
wyba n3 cana, KOTOpaA AOMKHAE ObINa HaneBaTbCA H3
ronoe Teno canom BHYTpb. B Teuenne 1968-69 rr. on
caenan n pasfan ApPYy3bAM MHOXXECTBO 3epKanbHbIX
KHUT C (PPOTarKHLIMWN TEKCTaMUN, KOTOPbIE MOXHO bbl-
N0 NPOYECTb TOMbLKO 4Yepe3 NPUNararwmMeca K- KHUram
3epkana. Kaxxaaa n3 atux paboT 6b1na yHMKanbHoW, no-
ckonbky Bax no cBoe cKNOHHOCTM K neHwn ""6bin He
B COCTOAHUKN" 33HUMATLCA CKYYHOW PaboTON KONWUNO
BaHMA, 60nee TOro, NOYTW BCE €ro W3BECTHbIE TEKCTbI
6binn nepenevyaTaHbl B MockBe He UM camum, a ero
ApY3bAMMK.

B Hblo-Mlopke OH NpoaonxaeT NpoOAyuUMpBOaThL CBOU
cucTemaTtnueckne HOHCeHCbl” Tuna ''kHurn Tabaka'
CO CTpaHMuamn, o6KNeeHHbIMN peanbHbiM Tabakom, ra-
3eTbl '"HoBOe pycckoe cnoBO'’, COCTOAWEN TONbLKO N3
NOXOPOHHbIX O6bABNEHWA, rasets "'MpaBaa-aa’’, nna-
kaTtoB fleHnna n CtanuHa, cocTaBneHHbix M3 36 MUHK-
KHuxkedek n np. B 1981 r. o n3pasan exxeaHeBHbIA, NO
cnoBam aBTOPa, XKypHan oTKPbITOK "Apm-Hbtoc” (“Ho-
BOCTM pyK'') c dpoTaxamm pa3nuuHbix pyk. Ha ceoto

KOppecnoHAeHUN0 OH BCeraa HakneneaeT mapky ""Bar
puu BaxuaHAn, coBeTHUK Npe3naexTa Peiirana no menn-
apTy”. OH He NUWeT CTUXOB, OH NULWET MEeHK, NOXOo-
POHKMW, CHbl... KOpHuW nopo6HOro BOCNpUATUA MuUpa
MAYT ewe K 063pUyTam, Ybn naen TOTanbLHOW MppPaumno-
HaNbLHOCTU U UPOHUN B NUTepaType, TeaTpe U peanbHON
YKU3HN NPEABOCXNTUNM eBpONencKuin TeaTp abcypaa.

Cpean MOCKOBCKUX XYAOXHUKOB, ¢oTOorpacdos u
NO3TOB PacNpPOCTPaHEH TaK Ha3bIBAEMbIN KONNEKTUB-
HbIN METOA TBOpuYecTBa. Hemano NpumepoB n B KHUX-
HON NPOAYKUWWU: COBMECTHble paboTbl A. MoHacTbip-
ckoro — . Anexkceesa — H. NManntkosa — A. A6pamo-
Ba, . Py6uHwTtenna — B. Mepnosuna, rpynns! "Myxo-
mopsl”’, H. ABanakoson — A. Xuranosa, B. 3axaposa —
B. Ckepcuca v ap.

Mb1, aBTOpbI 3TOM cTaTbn (I"epnoBuHbLI) , HaYanu cBot
coBMecCTHY paboTy B 1972 roay ¢ NNacTUKOBLIX KHWU-
KeK B Buae uepenaxu n cepaua. MosaHee noAasunach
obwmnpHan cepuAa yTonuueckux ans6omos Tuna ''Ha-
yanbHble cBeaeHMA no doTorpacmMpoBaHNd CHOB',
""NcTopunA »n3Hn kamuen'’, "ToTanbHaA KoHcepBaumna'’,
a TaK)Ke CepUA TaKTUNMbHbLIX KHUF.

N3meHeHnA O6bLIYHON NepcneKTUBLI OroNAKT MeTa-
dunsnueckune ceAsn B mupe. NpoTeck, cO3AaOWNA yHN-
BepcanbHoe paBHOBECME BMECTO ObITOBOrO, NEXuT 8
ocHoBe MUGONOrNYecCKNx x040B NOCTPOeHuA paboT.
MapapokcanbHaAn NPOCTOTa B COYETAHUW C aHaNUTU3-
MOM, NUPUYECKON NPOHMEN n aTann3Mom OpraHunsy-
0T Kak 6bl cemuoTuuyeckyt cpeay yTtonun. Kak us-
BECTHO, 4YenoBevyeckoe CO3HaHWe, OCOGEHHO B WUCKYC-
cTBe, TArOTEeT K CO3A3HWI0 COBCTBEHHON MOAENU MU-
pa co cBOEN KOHUenuwen BpemMeHn W NPOCTPAHCTBA.

MepBble KHUrM Pummbl Gbinn B BUae NapTUTyp
(1972) anAa nonndOoHWYECKOro uYTeHnA, Hanpumep OA-
Ha U3 Hux 6bina Ha 5 cnaBAHCKNx A3bikax. CepuA no-
3M-Ky3uKOB Havanack ¢ 1974 r. Kaxaaa Ky60-noama
ABNAETCA anneropuyecKon eanHWUen BpemeHwn, Npo-
CTPaHCTBA WNWU 4eNOBEYECKOro xapakTepa, Kak Hanpu-
mep, KyBUK C HaANUCAMMW HA COOTBETCTBYIOWMUX rpa-
HAX "HaAO MHON — NOAO MHOW — Nepeao muon”. Unu:
"Aywa. He 0TKpPbIBaTb, @ TO yNeTuT’’ — ecnu »e oTKpo-
ewb Kybuk — yBuanws: "BoT wn ynetena...” pynno-

President Reagan on mail art.” He does not write poems
he writes menus, casualty notices, dreams... This percep-
tion of the world goes back to the Oberiuts, whose
ideas of total irrationality and irony an literature, thea-
tre and real life anticipated the European theatre of the
absurd.

Among Moscow’s artists, photographers and poets the
"collective’” method of work is wide-spread and there
are also many examples of this approach in making
books: the joint works of A.Monastyrsky —N.Alekseyev
--N.Panitkov—A.Abramov, L.Rubinshteyn—V.Gerlovin,
the “Toadstools” group, N.Abalakova—A.Zhigalov, Za-
kharov-V.Skersis and others.

The authors of this article began to work together in
1972 with plastic books in the form of a tortoise and a
heart. These were followed by an extensive series of
utopian albums such as "Initial information Concerning
the Photography of Dreams,’”” ‘A History of the Life of
Stones,” and "Total Conservation,” as well as a series
of tactile books.

Changing common perspective exposes the metaphy-
sical links in the world. The grotesque, which creates a
universal balance in place of an everyday one, lies at the
basis of the mythological actions involved in construct-
ing works. A paradoxical simplicity in combination with
an analytical approach, lyrical irony and fatalism organ-
ise, so to speak, the semiotic environment of utopia. As
we know, human consciousness, especially in art, is
drawn towards the creation of its own model of the
world with its own concept of time and space.

Rimma’s first books took the form of scores (1972)
for polyphonic reading: for example, one was in five
Slavonic languages. The series of cube-poems began in
1974. Each cube-poem is an allegorical unit of time,
space or human character — for example, a cube with
the inscriptions "“above me,” "‘under me’’ and "in front
of me’’ on the appropriate faces. Another cube is mark-
ed: "Soul. Do not open or it will fly away’’ — and when
the box is opened, you see ".There, it’s flown away..."
A group portrait of members of the Politburo (1975)
made up of cubes like a children’s game enabled an ar-
chetype of the Soviet leader to be created from six
familiar faces. At present the molecular cubic structure
has been arranged into large cube-poems. A two-metre
high man made of soft cubes with inscriptions covering
single concepts (from genius to lack of talent or from
saint to devil and so on) is formed by the viewer himself,
who thereby “writes” his own random poetry. This
series also includes a "Calendar for 100 years in the
Future” in the form of a dog-sphynx "'predicted’’ by the
viewer; "“"The Wandering Jew'' — a soft cube in the form
of a prostrate human figure studded with nails that
wanders across a map of the world; and "Man from
Babylon” in six languages.

This is the part of the authors’ work which may, to
some degree, be called literary. More recently we have
been working on a large series entitled ""Mosaics of
Ancient New York" (a view of the contemporary Baby-
lon from the future), which consists of a coloured mo-
saic of syringes mounted on paintings and constructions,
as well as photo-performances in conjunction with them.

The poet and sculptor Dmitry Prigov (born 1940)
combines verbal and plastic techniques in his work.
Many of his ironic creations make use of the methods of
visual and concrete poetry. The precise proportions and
cryptographic mastery of his work are particularly
arresting. His absurd telegrams, such as ‘'student tchk
killed an old woman tchk with an axe tchk he suffers
terrible torments tchk dostoevsky’ are stuck on the
pages of an eponymous book in the form of telegram
tapes. Prigov has published a whole series of booklets in
carbon copies, written in the astringent language charac-
teristic of the author, which was once called the poetry
of policemen and pompiers.

Beginning with two-dimensional visual compositions,
he moved on to three-dimensional compositions on cans:
the poetry of labels, one might say. For example, "'Pro-
phetic Can’’ has a meditative text printed on a cut-out
spiral strip of label that shrinks to a black dot. Piles of
n~ulti-coloured cans in his studio recall the windows of
provincial grocery shops in the Soviet Union. All his
later three-dimensional compositions are ultimately
rooted in his creative alter ego as a sculptor, and the
majority of his works are rich in political symbolism
and Soviet bureaucratic cliches.

Many Moscow poets and writers have produced hand-
made bindings for their own typewritten works. That
was how Lev Rubinshteyn (born 1947) began at the end
of the 1960s. Later he collaborated with the photo-
grapher Gosha Sandler to “publish’’ several original
photo-books, which were bound. ""First Book'* and ‘'Se-
cond Book’ (1972) consisted of surrealistic poems,
partly typed, partly handwritten, with parallel carbon
monoprints by Valery Gerlovin. Many of Lev’s con-



Bow nopTpeT uneHos Monut6opo (1975), cknaasbisato-
WnincA M3 KyBUKOB NO TUNY AETCKOW Mrpbl, Aasan BO3-
MOXHOCTb CO3AaTb M3 6 3HAKOMBbIX NUL apXxeTun coBeT-
CKOro pykosoauTena. B HacToAuiee BpemA moneky-
nApHaA Ky6uueckaAa CTPyKTypa BbiCTpounace 8 60nb-
wwue 'Ky60-noambl’’. [1BYXMETPOBbIN 4enoBeK M3 MAr-
KUx Ky6MKOB C HaANUCAMMW B ANaNa3oHe OAHOFO NOHA-
™A (OT reHnAa 4o 6e3a43pA MM OT CBATOrO A0 AbLABONA
W Np.) BbIKNAAbIBAETCA CAMUM 3pUTENem, KOTOpbLIA B
AAHHBIN MOMEHT ""‘NuweT’”’ cBOK COBCTBEHHYIO NO33UI0
waHca. B 3Ty ceputo BxOaAT Takxe: ‘‘'npeackasbiBae-
mbin’”’ 3putenem ‘‘KaneHpapb Ha 100 net Bnepea’’ 8 Bu-
ne cobaku-cchmHkca, 'BeuHbid )una' — MArkuiA Ky6uk,
CTPaHCTBYHOLWWIA NO KapTe MUpa B BUAE pacnpocTepTon
yenoseyeckon urypsl, yTbiKaHHOW reosaAamu, 'Yeno-
BeK u3 BaBunoHa'' Ha 6 A3biKax u apyrue Kybuueckune
noaun.

370 Ta 4acTb Hawero TBOPYECTBa, KOTOPYO B KaKOW-
TO CTENeHNn MOXKHO Ha3saTb nNuUTepaTypHou. B nocnea-
Hee BpemMA Mbl pa3pabaTbiBaem 60NbLWIYIO CEpuUo noa
Ha3BaHuem "‘Mosankun apesHero Heto-Mopka' (Barnaa
Ha ceroaHAWHWN Basunon na 6yaywero) v npeacrtas-
NAIOWYI0 UBETHYI MO3aUKY W3 WNPULOB Ha XXWBOMWC-
HbIX XONCTax W KOHCTPYKUUAX, a Takxe hoTo-nepctop-
MaHCOB C HUMMW.

NoaT n ckynentop Amutpun Npuros (p. 1940) o6b-
eAVuHAET B CBOEM TBOpYeCcTBe Bepb6anbHbie W NNacTu-
yeckune npuemsbl. Bo MHOrMx ero npoHuyeckux coumHe-
HWAX UCNONL30BaHbI METOAbI BU3YanbHON WU KOHKpPET-
HOW no33un. O6pawatoT Ha ce6A BHUMaHWe YeTKue Npo-
nopumMn wn Kpuntorpaduyeckoe macTtepctso. Ero a6-
CypAHble Tenerpammel TUNa: "'cTyaeHT TYK y6un ctapy-
XY TYK TONOPOM TYK MYYUTCA YIXKAacHO TYK AOCTOEB-
cKu Tyk'' B BuAe TenerpadHbiX NEHT HAKNEeHbl Ha
cTpaHuubl KHUrKU. MpUros BoINYCTUN LENYO CEPUID Ha-
neyaTaHHbIX NOA KONUPKY 6pOLWIOP, CO CBONCTBEHHOI
aBTOPY >XENYHOCTbIO, HA A3bIKE, Ha3BaHHOM OAHAKALI
no3asvent NONNLENCKUX N NOXXAPHUKOB.

HavaB KOrpa-1o ¢ AByxMepHbiX BU3yanbHbIX KOMO-
3uumn, oH ¢ 1978 r. nepewen K TPEXMEPHbIM COYUHE
HWAM Ha KOHCEPBHbIX 6aHKax, TaK CKa3aTb, K N033uun
3TukeTok. Hanpumep, "Banka npopouecTs’ ¢ meauTa-
TUBHBLIM TEKCTOM, KOHUEHTPUPYOWMUMCA K 4YepHOW
TOYKE Ha CNUPanbHO Bbipe3aHHOW 3TukeTke. pyabi
pa3HOUBETHbIX 6AHOK B €ro MacTepcKOW HaNOMWHAT
BUTPWHbI COBETCKWX MNPOBUHUWANbHbIX FACTPOHOMOB.
Bce ero nosaHue o6bemHbIE KOMNO3NUWWN YXOAART KOP-
HAMW KaK 6bl B ero TBopyecKkoe alter ego — mupoouty-
wieHue CKynbTNTOpPA.

BonbwuHcTBo pa6oT Amutpua Mpurosa HackiweHO
NONNTUYECKUMWU CUMBONAMU U COBETCKUMWU BOPOKpPa-
TU4ECKUMW LWwabnoHamu.

MHorue mockoBckune NoaTbl M NUCaTeNn aenanu pyu-
Hble NepenneTbl ANA CBOWX HaNeyaTaHHbIX Ha NULWY Wen
MawmnHKe counHeHun. Tak HaunHan u fNes Py6GuHiuTenn
(p. 1947) B xoHue 60-x rogos. MosaHee, B coapyxecT-
Be ¢ poTorpacdom Mowen Cananepom, oH ““nspan’’ He
CKONbKO OPUrMHanNbHbIX GOTOKHUT, CHPO LWLIPOBAHHbLIX
Tunorpadckum cnoco6om. ‘'Mepsana kHura'' n ""Bropan
kHura'” (1972) cocToAnNM M3 4acTUYHO HANEYaTaHHbLIX,
4aCTUYHO HaNWCaHHbIX aBTOPCKOW PYKOW CTUXOB CHOP-
PEanUCTUYECKOro NnaHa ¢ napannenbHbIMW Kap6OHO-
BbIMW MOHONpuHTamu Banepua [epnosuHa. MHorue
KOHCTPYKTUBHbIE uaen [flbBa aonroe BpemA OcCTaBa-
nuce B obnacTu haHTaszMn M3-3a NPUBA3AHHOCTU aBTOpPA
K TPaauuWOHHOW CTPYyKType. B paHHux pa6oTax yxe
Hamevyanacb UrpoBaA WMHTEPNpPeTaunA NNPUYECKUX CTKU-
X0B, Kak Hanpumep, B 1973 roay oH Hanucan Noamy Ha
6pyckax, Npu nepeBOpauyMBaHUM KOTOPbLIX 4uTaTenb
cB060AHO BapbMpOBan NOCNeAOBaTeNbHOCTbL MNO3TUYeEC-
KWX CTPOK. B HacToAuiee BpemA, NO ero cO6CTBEHHbIM
cnosam, OH ABNAETCA ''TOTanbHbIM CUCTEMATU3aTOPOM
noasun’’. Coaep>kaHue ero KOHUENTYanbHbIX KHUIM BCe-
rAa HOCUT TEOPETUYECKWWA, NMOYTU CTEPUNbHBLIN XapaK-
Tep, YTO PE2KO KOHCTPACTUPYET C ero AMYHOCTb (B
U3HU JleB PyBuHWTENH BeCbMa >XWMBOW WU COUMANbLHO
obwuTensHbi venosek). OaHako xapakTep asTopa
BpeMA OT BPEMEHU NPOPLIBAETCA B HanmeHee NpPeTeH-
UMO3HbIX U N306peTaTenbHbIX COMMHEHMAX Tuna 'KHu-
M OAHOrO COHeTa'’ — Harnyxo NepeBA3aHHON LWHYpP-
KOM, BHYTPW KOTOpPOW NOA KONUPOBaNbHyto Gymary
B 12 3k3emnnApax HaneyataH OAWH W TOT >Ke COHeT,
""HeynTabenbHbLIN'Y BNNOTL A0 NOCNEeAHEeN CTPaHWUbI.
Mo3aHne npounsseaeHnAa Tuna 'Katanor KomeamiHbix
noswecTB’”’ u ‘‘Mporpamma paboT’ npeacTasnAoT
co6o ero O6bIYHYI NUHFBUCTUYECKYH Pa3paboTky,
OTpa)kalwulyto CKYKY COBETCKOro 6t0poKpaTMyecKoro
6biTa.

Bcesonon Hexpacos (p. 1934) oauH n3 nyuwwux,
no Hawemy MHEHUID, COBPEMEeHHbIX No3ToB Poccuwm,
aBTOp CBOEO6PaA3HOro  ANPUKO-aAMUHUCTPATUBHOIO
CUHTaKcuca u TporaTenbHO-6naropoaHown Bepcuduka-
uMM Ha BapBapCcKOM A3bike ab6pesuatyp. Ero napa-
AArMaTUyecKue NpUembl COMeTarT ACHOCTL M '06beKT-

structive ideas remained in the area of phantasy for a
long time because of the author’s attachment to tradi-
tional structure. In his early works a playful interpreta-
tion of lyrical verses could already be seen: in 1973, for
example, he wrote a poem on wood blocks which could
be shuffled, enabling the reader to vary the sequence of
lines at will. At the present time he is, to quote his own
words, ‘‘a total systematizer of poetry’’. The content of
his conceptual books always has a theoretical, almost
sterile, character, which stands in sharp contrast to the
man, a convivial and extremely lively person in private
life. However, from time to time the author’s personal-
ity breaks through in less ambitious and inventive works
like the “Book of One Sonnet’, which is tightly bound
with a cord, within which are twelve carbon copies of
the same sonnet, ""'unreadable’’ until one reaches the last
page. Later works, like the ""Catalogue of Comedy No-
velties” and “Programme of Works'', represent his
customary elaboration of linguistic points reflecting the
boredom of Soviet bureaucratic existence.

Vsevolod Nekrasov (born 1934) is, in the opinion of
the authors, one of the best of Russia’s contemporary
poets, the creator of an original lyrical-administrative
syntax and of touchingly noble versification in the
barbarous language of abbreviations. His paradigmatic
devices combine clarity and "'purposefulness’” of thought
with the precision of metaphorical mini-forms.

Seva Nekrasov is a virtuoso reader of his sound-repre-

Bneped, k nobede kanutanusmal

sentational works, of which he has perfect recall, al-
though all his notes are in unbelievable disorcer.

From time to time Seva Nekrasov turns his attention
to the genre of textual objects: for example, a miniature
book of signs and words, which is strung on to a key
ring like a rosary. In another mini-book the word "‘paHo’’
{early’’) is gradually inverted, to be transformed on the
last of thirty-two pages into ‘"nopa’’ ("'it is time'’).

Vilen Barsky (born 1930) must also be mentioned.
This Kiev poet, now living in Germany, used to visit
Moscow occasionally, bringing his books with him. His
witty and penetrating verse-structures with their lyrical
philosophical symbols were cast in the same laconic,
representational style that was characteristic of the Mos-
cow group of poets. For example:

To da Syo (one thing and another) (a haiku)

tyodaso

tadosyo

todyosa

The political artists Vitaly Komar {born 1943) ancd
Alexander Melamid (born 1945) have made a concept-
ual transposition of their ideas into the form of a bock,
pasting articles about themselves in “The New York
Times’' into the last chapter of the Bible, thus testifying
to their desire to shock the public and to a certain de-
gree of egocentricity. In Moscow they ‘‘constructed’’
several book objects, the mest interesting of which was
a work in.an absurd language invented by the authors.

Although their output in the book genre is not large,
their viewpoint in art can be seen as an example of the
transformation of artists who work in the pure socialist
cosmos. The Moscow period in the work of Komar and
Melamid was marked by the richness and variety of their
ideas, which were then extremely topical. These founders
of sots-art {ixed a card to their door which read ''Famous
Artists of the 1970s.”” They were so deenlv involvad in
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Bpa2 nodcnywueaer.

B.Komap, A.Menamud:
lMnaxare!, 1980

V.Komar, A.Melamid:
Poster Series, 1980



HOCTL” MbiCNe ¢ TOYHOCTbIO METahopUUECKUX MUHU-
thopm.

CeBa Hekpacoe BUpPTYO3HO AeKnamMupyeT CBOW 3BYy-
KO-U306paiInTenbHble COYMHEHWA, KOTOpbIE OH NPeBoC-
XOAHO NOMHWUT Aa NamATL (NpU 3TOM BCe ero 3anucv
HaxOAATCA B HECycBeTHOM Hecnopaake) .

Ha uem cToAnu mbi

Ha uem mbi

Hacrtausanu

Ha yem 3aBapuBanu

Tosapuuwi CtanuhH

KuTanckuin yan

Mepuwoanueckn Cesa Hexkpacos o6pawaercA K xaHpy
TEKCTOBbIX O6BEKTOB, KaK Hanpumep, MWUHWaTIOPHaA
KHWXXKa 3HaKOB W CNOB, HaHW3aHHAA Ha KONbLUO ANA
KNOYen u HaNOMUHaWaA YeTkn. B apyron ero muHu-
KHWre CnoBo ''paHo’ MOCTENEeHHO CNYCKaeTCA CBepxy
BHW3 W K nocneaHen 32 cTpaHuue NpeBpawaeTcA B
cnoso ‘‘'nopa’’.

Henb3A He ynomMAHYTbL B 3TOW cTaTbe Bunexa bapcko-
ro (p. 1930), noata u3 Knuesa, HbiHe xusyuwero B [ep-
MaHuW, KOTOpbIN Nepuoaundecku npuesxan 8 Mocksy
CO CBOWMMU KHWramw. Ero ocTpoyMHble n NnpoHnuaTens:
Hble CTUXU-CTPYKTYPbI C NUPUKO-Prunocodpcknumu cum-
BOnNamMu 661NN BbIAEPIKAHBI B TOM K€ NaKOHWYHOM N30-
6pa3nTenbHOM CTune, CBONCTBEHHOM rpynne MOCKOB-
CKWX NO3TOB.

To na ce (xokky)

Tepaco

Tapoce

Toaeca

NonuTtuueckue xyao>xkHu K Bu tanun Komap (p. 1943)
v Anexcanpp Menamup (p. 1945) caenanu koHuenTty-
anbHOe nepenoXeHwe cBOWX uaen B (GOpMy KHUry,
BKnews cTaTen O cebe u3 "Huwo-Mopk Tamc’’ 8 nocnea-
Hio0 rnasy Bubnuu, 4TO ABHO cBUAETENLCTBYET O XKe-
NaHun WOKNPOoBaTb NYBGNUKY W HEKOTOPOM 3roueH-
Tpusme. B Mockse oHu ‘'cKOHCTpyupoBanu’ Heckons-
KO KHWXHbIX 06bEeKTOB, Cpean KOTOpbIx Haunbonee wH-
TepecHoW 6bina pabota Ha n3o06peTeHHOM umu abeypa-
HOM A3blIKeE.

HecMOTpA Ha TO, 4TO B KHWXHOM aHpe OHW paboTa-
N He TaK MHOrO, UMEeT CMbICN PAacCMOTPETb WX NO3N-
unio B UCKYCCTBE, KaK Npumep TpaHchOpmauwm xy-
[OXHWKOB, PaboTalwWwnx Ha COUNanbHOM maTepuane.
Mockosckuit nepnoa Teopuectea Komapa u Menamuaa
OTNNYAETCA HacCbIWEHHOCTLIO W pa3Hoo6pasvem waen,
4pe3BbIYaNHO aKTyanbHbIX ANA TOro BpemeHu. 'UssecT-
Hble XyaOXHUKKU 70-x roaos’’ — Takyw Tabnuuky no-
BECUNW Ha cBOeW ABepw OcHoBaTenw cou-apTa. OHu 6bi-
N HacTONbKO NOTPY>XeHbl B COBETCKUA COUUYM U NPO-
HU3NPOBaHWe Hal HUM, C NDGOBLIO W HEHABUCTLIO OA-
HOBPEMEHHO, YTO Pa3pbiB C ECTECTBEHHOW ANA HUX Cpe-
[ov okasan 60nbwoe BAWAHWE HA WX TBOPYECTBO W
83rnAabl. MonNbITKa caenaTh BbICTABKY HAa aMepyKaH-
CKOM nonuTuueckom matepwane B8 Huo-Mopke He
yBeH4Yanace ycnexom, xOTA 6bina A0BONBHO NOFUYHO
paccuvTana. B 310 BpemA No BCeMy Mupy NOAHMManacs
BONHa xusonucu, n Komap n Menamua pewuvnu o6ora-
. TWTb CBOK KOHUENUMI0 HOBbIMKU cpeacTBamu. Ux Bce-
rAa wHTepecoBana mMexaHWKa NOAHATWUA K cnase, 6yab
To npumep W. Ma3yHosa unu Boitca, unu theepryeckan
Kapbepa xyaoxHuKa cpeaHen pyku WrabenA. BepHys-
WNCb K POAHOW COBETCKOW TemMe, OHW Hauyanu NOAEHHO
napoavposBaTh 06pa3subl CTANMHCKOW KNAacCUYECKOWN xn-
Bonucu. BoictaBka pa6ot Komapa u Menamuaa npowna
c 6oNLWNM yCNexom, XOTA U 6bIN B HEM OTTEHOK NONN-
TMKO-3THOrpaduyeckoro csonctea. Kak 3amsun oauH
1“3 KpUTUKOB ""ApPT HbIOC'', HaM 3TO HPaBUTCA, NOTOMY
4TO 3TO NOHATHO. Bo Bpem~A Bce 60nee Bo3pacTaowero
vHTepeca aMepuKaHueB K NONUTUKE, UCKYCCTBO ABYX
PYCCKUX NPOHUUATENbHLIX XYAOXHUKOB BbIFNAANT
OpyUrnHanLHO Ha (hoHe A0BONBHO OAHOO6PA3HOrO Heo-
3KCNPECCMOHW3MA.

Komap v Menamua — xynoXHUKW KOHTEKCTa, TECHO
CBA3aHHbIE CO BPEMEHEM, MECTOM u cuTyauuen. OgHa-
KO, KaK NOKa3sbiBaeT UCTOPWA, Mbl OUEHNBAEM NPOU3-
BEAEHWA UCKYCCTBA UMEHHO MO UX BHEBPEMEHHbIM Ka-
4ecTBaMm, Ha KOTOPbLIX W OCHOBLIBAETCA apxeTunuuec-
KaA CBA3b YeNOBeYeCKOW KynbTypbl. Ux 6nu3kuin apyr
v kpuTuk foxkemmu MNambpen nuwet o Hux: "'... B cBo-
el HEeNOBTOPUMOW AWANEKTUYECKOW MaHepe OHW 30BYT
K U3YYeHUI0 1 NOCTYIKEHWUIO UCTOPUK, @ HE K 6e3ayMHO-
6apaHbemy nosTopeHuto ee (...) OHW He NpuKpbIBaOT-
cA o6HOCKamu mogepHu3ma..."”

B nocneaHue roasl B8 Mockee nonyuunu pacnpocTpa-
HeHWe TaK Ha3bIBaeMble KHUru-nepOpPMaHcsl, KOTO-
pble B TOW WNW WHOW Mepe ABNAKOTCA AO0KYMeHTaunen
nposeaeHHbIX akuuwn. lMepsble paboTel Takoro poaa
6binn caenaHbl 8 1964 r. OpraHW3aTopom rpynnel
"AswxeHve” INMosom Hycbeprom (p. 1937). B 1981 r.
smecTe ¢ MNanuHon Monosel ko OH NOAroTOBUN HEO6bIY-
Hoe n3pnaHve, Bce 150 ak3emMNNApPOB KOTOPOro 6biNu
caenaHbl BpyuHyw. HassiBanacs 31a KHUra ‘"3 Heony6-

the Soviet world, so wrapped up in an ironic, love-hate
commentary upon it, that the break with their native
enrivonment had a powerful effect on their work and
views. An attempt to put together an exhibition in New
York using American political material was not success-
ful, although it was quite logically designed. At that
time the wave of painting was running through the
whole world and Komar and Melamid decided to broad-
en their conception with fresh resources. They have al-
ways been exercised by the materialist basis for achiev-
ing fame, whether in terms of the example set by llya
Glazunov or Joseph Beuys or the sky-rocket career of
a middle-ranking artist such as Schnabel. Reverting to
their native, Soviet subject, they have begun laboriously
to parody the models of Stalinist classical painting, but
quite without the same zest or technical perfection
(either by chance or consciously). As a former member
of the board of sculptors of MOSKh observed authori-
tatively, an artistic commission would not accept work
of this quality. Nevertheless, Komar and Melamid'’s exhi-
bition was highly successful, although with a hint of a
political-ethnographic quality. As a critic of ""Art News'’
declared, ""we like it because we understand it.”” At a
time when American interest in politics is growing, the
art of two sharp-eyed Russian artists looks original
against the background of monotonous neo-expression-
ism.

Ma 30pascrsyror BoopymerHsbie cunsi!

linked to time, place and situation. However, as history
shows, works of art are rated by their extratemporal
qualities, upon which the archetypical links of human
culture are also based. Their close friend and critic
Jamie Gambrell writes of them that in their uniquely
dialectical manner they call for the study and compre-
hension of history, not for an unthinking, sheep-like
repetition of it. They do not take cover in the cast-offs
of modernism, she observes.

in recent years so-called book-performances have been
circulated in Moscow. These represent, to a greater or
lesser extent, documentary records of actions that have
been carried out. The first works of this type were made
in 1964 by the organiser of the group ‘'"Movement,” Lev
Nussberg (born 1937). In 1981, together with Galina
Goloveyko, he put together an unusual publication of
150 handmade copies. This was ‘'From the Unpublished
Letters of K.S. Malevich (1878—1935) to L.V. Nussberg
(1937—1998),”" an imaginary correspondence with Male-
vich together with drawings and designs. Despite the
range of new printing technology available in the West,
where Nussberg has lived since 1976, he has chosen a
traditional method of samizdat, affirming this conti-
nuing vital influence on Russian artists.

The Moscow “Group of Collective Actions’” (Andrei
Monastyrsky, Nikita Alekseyev, Nikolai Panitkov and
Goga Kizevalter) also uses books for its performance. In
the winter of 1979 they organised a happening with
Andrei Abramov in which the audience laid outbrightly-
coloured pages on snowdrifts, thus creating a vivid com-
position in a snow-covered field near Moscow. Each
spectator-participant took an original book away with
him. For the international exhibition "“The New Child-
ren’s Book'' in Warsaw, Monastyrsky and Abramov pro-
duced a folder of sixteen sealed envelopes with the
instructions "Open in the first year’”, ... in the second

Cnaea amepuxkaHcKum ghepmepam!



nukoBaHHbIx Nucem K.C. Manesuua (1978-1935) «
N.B. Hyc6epry (1937-1998) w 6bina coctaBneHa w3
nceBaoKoppecnoHaeHumn c¢ Manesuuem, puUCYHKOB
npoexkToB. HecMOTpA Ha A4OCTyN KO Bcem nonurpacm-
yeckum HoBwecTBam 3anaaa, rae Hycbepr HaxoanTcA
c 1976 rona, oH BbI6GPaN TPAaANUMOHHbLIN METOA camns-
f[aTta, 4TO NOLTBEP>KA3ET XKUMBY4YECTb ero BAWAHWA HA
PYCCKUX XYAOIKHNKOB.

Mockosckaa ,,Ipynna KoONNekTUBHbIX Aenctevin’
(Anppeit MoHacToipckumn, Hukuta Anexcees, Hukonan
MNauntkos, ora KusesanbTep) Takke WCNONb3yIOT
KHUrW anA ceoux nepdopmarHcos. 3umoin 1979 r. sme-
cte ¢ AHapeem AHpamoBbIM OHW NPOBENN aKuwwo, B
KOTOPOW 3pUTENWU PacKNaabiBanu ApKWEe CTPaHWuUbl Ha
cyrpob6ax, cO34aBaA KPACO4HYD KOMMO3NUWMIO HA 3a-
CHEXXEHHOM NOAMOCKOBHOM none. Kaxabil 3putens:
YYaCTHUK yHec ¢ coboi no opuruHanbHow kHure. AnaA
WHTCPHAUMOHANbHOW BbiCTaBkW 'HoBaA AETCKaAR KHU-
ra’’ B Bapwase MoHacTeipckuin 1 Abpamos caenanv
nanky v3 16 3aKNeeHHbIX KOHBEPTOB C MHCTPYKUWen:
"BckpbiTe B 1 roa’”, ... B 2 roaa’” v Tak panee ao 18.
Kpome rpynnoBeix paboT Bce y4acTHUKW ‘‘n3naoT’’
CBOW CaMOCTOATENbHbIE KHUTN-06BEKTbI.

AHnppen MoHacTeipckun (p. 1949, noanuHHaa damu-
nuA — CymHuH) Hauan B8 60-e roabl c croppeanucTuuec-
KOW NO23uu, CONPOBOXXAAEMON ero co6CcTBEHHbIMU UA-
NIOCTPaUMAMY, UMKN KOTOpOW oH 3asepwwun B 'Becko-
HEYHOM uTeHuun'', rae nNepBOHauanbHO cobwupanca onu-
caTb BCIHO CBOO OCTABLWYKCA XU3Hb. [0AOM NO3Xe Mbl
oKkasanucb cBuaeTenAMu TpaHchopmauum ero npo-
NOHrMpoOBaHHOW (OPMbI TBOPYECTBA B KpaTKue CTUXu
W NUHrBUCTUYECKWE IKCNEPUMEHTbI, BbIMUBLWWECA B
cepuio rpacvuecKux KOHUENTyanbHbIXx KHWr. MNo3saHee
OH cTan aenatbh 06BbEKTbI, PACCYNTAHHbIE HA MaHUNYNsa
uvo umu 3putenamu. B 1975 r. MoHacTeipckui “'co-
3pan’’ ""3nemenTapHyto noasmo: Kyuy'' — KonnexkTtus-
HOe TBOpYECTBO 3puTenein. ABTOp e CO CBOeh CTOPO-
Hbl NPUNOXKWUA MHCTPYKUMWIO, KaK " KOPMUTb Kydy'' pas-
NAUYHBLIMM 06BEKTaMK, 3aNUCbIBAaA HEO6XO0AWMbIE AaH-
HblE B NPUNAraloWyocA amBapHyt0 KHUTY.

BakHbIM xaHpoM TBOpuecTBa MOHaAcTbIPCKOro cTanm
pasHOro poaa NPOCTPaHHO-3IK30Tepuyeckne KOMMEHTa-
PUN K TaKUM K€ MHOIO3HaunTeNnbHbIM NeoopMaHcam.
Byayum no xapakTepy apTUCTU4HLIM U O6WNTENbHBIM
uenosekoMm, MoHR (ero uma cpeavw apysew) Bceraa
pacnono>keH nocdwunocodcTeoBaTts, Npu 3TOM ero Ta-
NAaHTANBbLIN IBEHTYaNbHbLIW A3bIK 33a4aCTyl0 COBeEpLUeH-
Hee 3aByanupOBaHHbIX naeni. B MOCKOBCKOW XyaoxecT-
BEHHOW cpeae OH WrpaeT, Ha Haw B3rfAA, BaXKHYHO
ponb. Bnaroagapa Nu4HOMY 06aAHUIO, CNOCOBHOCTAM K
06WeHNt0, Xya0XecTBEHHOMY Nto6ONLITCTBY U ADKOMY
TanaHTy, OH 06beavHAeT BOKPYr cebA onpeaeneHHyo
rpyNny xyAno»ecTBeHHOW UHTeNNUreHunu.

Khurn Hukuter Anexceesa (p. 1953) oTnuuaotcA
KOHCTPYKTUBHOW dopmon. Tak, Hanpumep, oaHa w3
HWUX MO BbICOTE CTONKW CTPaHWUL, AOCTUraeT NONymeTpa,
APYFaA — UNNIOCTPUPOBAHHAA UCTOPUA NPUAYMAHHOIO
WM NepcoHa)ka, HanucaHa Ha 30-meTposBom pynoHe by-
marv. Mudonoruvecknin repon Hukutel Anexkceesa
BapbUPYETCA B €r0 CEPUN KHUT-aNnbbOMOB C TEKCTaMu v
pyUcyHKamu.

Envsasera Muauakanosa (p. 1922), 6b1BLWIKI MY3bI-
KanbHbIN KPUTUK, B Hauyane 70-x paspaboTana nonudo-
HUYECKYI0 CUCTEMY 3aNNUCKU CBOEW "'NPOH3UTENBHO-XKEH-
cKOW'' NUpVKKW. DNeraHTHbIe PYKONWUCHbIE KHWUTW C a6-
CTPAaKTHBLIMW NAacTeNbHLIMWU PUCYHKaAMW, KaK Npasvno,
caenaHbl B 0A4HOM 3K3emnnApe. Ee HaapbIBHaA Nupuka
B cTune, 6biToBaBwem B KOHUe 60-x cpean MHOrMx Mo-
noabix NOITOB, NO3TW HE NpPETepnenNa HNKaKux n3meHe-
Hu. Havmbonee ueHHbIM HOBwecTBOM MHauakaHoBOM,
Ha Haw B3rnNAa, ABNAETCA MY3blKanbHaA KOHCTPYKUWA
CTUxa, OTPaKalwWaA MHOrOronNoCHOe X0 aBTOPCKOrO
ronoca. HecMOTpA Ha BM3yanbHY10 HECXOXECTb 3anucen
ee CTUXOB C NapTUTypamu, NPU YTeHUN nx BO3HWKaeT
owyuweHne NPOCTPAHCTBEHHO-BPEMEHHbIX OTHOWEHWNA,
CBOWCTBEHHbLIX HOTHOMY NUCbMY.

Wrops Makapesuny (p. 1943), xyaoxHuk u ¢oTo-
rpac, BHEC B KHWXKHbI XXaHp anemMeHTbl Buaeo. Ero
packnaaHan KHura 'Beibop uenu’” (1976) npeacrtasna-
eT cobov ceputo hOTO-MyTauu rapanbHOM KOCTH, NPO-
TUBONOCTABAEHHbIX W3MEHEHWAM B rpynnoson ¢oTo-
rpavm MOCKOBCKUX XyAOxHWKOB. lMNpwn nocneaosa-
TENbHOM PacCMOTPEHWUU CTPaHWL BO3HWKAaeT Bnewatne-
Hue cTton-kaapa. B 1979 r. ata cepuA 6bina BbicTaBneHa
B NapvkcKom ueHTpe Momnuay.

Komnosuuun ckynbntopa AHatonua Ypa npeacTas-
NAOT cobOW CBOEro poAa TeaTp KHWXHOW NOAKW —
NPOMEXYTOUHbIN XaHP MEeXAYy KHWUFOW W TeaTpanbHOW
aexopauven. Hanpumep, makeT, BbIKNEeHHbIW U3 raseT
"MpaBaa’” v “"Heo-Nopk Tanmc’’, ¢ BymaxHbIM ueno-
BEYKOM C NMUOM aBTOPa, CUAALUMM CPEAN BOPOXA KHUT
v raseT, BbIFAAAMT NevanbHO-60pokpaTuueckun. 'KHura
ANA pa3pe3aHnA N pa3pbiBaHWA'® C HOXXHUUAMW W COOT-
BETCTBYIOWNMIN aBTOPCKUMU KOMMEH TAapUAMM NpeaHa-

year’” and so on up to sixteen. In acdition to group
works, all the members "publish” their own indepen-
dent book-objects.

Andrei Monastyrsky (born 1949, né Sumnin) began
in the 1960s with a cycle of surrealistic poetry accom-
panied by his own illustrations called "Endless Reading."’
Originally he intended to write this for the rest of his
life. A year later his extended form of work was trans-
formed into short poems and linguistic experiments,
which developed into a series of graphic conceptual
books. Subsequently he began to make objects designed
to be manipulated by spectators. In 1975 Monastyrsky
"created”” ""Elementary Poetry No. 9 — A Heap"”, a col-
lective work by the audience. The author included in-
structions on how ‘"to feed the pile’” with different ob-
jects, writing down the necessary data in an accompany-
ing ledger.

Spatial-exoteric commentaries of all kinds to similar
significant performances have become an important
genre in Monastyrsky's work. By nature artistic and con-
vivial, Monya (as his friends call him) is always ready to
discuss any thing under the sun, his gifted language often
more perfect than the ideas underlying it. In the authors’
view, he plays an important part in Moscow's artistic
world. His personal charm, gift for communication,
artistic curiosity and vivid talent make him the centre of
a definite group of the artistic intelligentsia.

Books by Nikita Alekseyev (born 1953) are marked by
their constructivist form: one, for example, is composed
of a stack of pages half a metre thick, while another, an
illustrated history of a character imagined by the author,
is written on a thirty-metre-long roll of paper. Nikita
Alerkeyev’'s mythological hero varies throughout the
author’s series of book-albums, which contain texts and
«irawings.

Yelizaveta Mnatsakanova (born 1922) is a former
music critic who developed a polyphonic system of
notation for her "piercingly female” lyrics at the begin-
ning of the 1970s. The elegant manuscript books with
abstract pastel drawings are, as a rule, produced in one

copy only. Her highly charged, emotional lyrics, written
in a style current at the end of the 1960s among many
young poets, have scarcely changed at all. Mnatsakano-
va’s most valuable innovation is the musical structure of
her verse, which reflects the polyphonic echo of the
poet’s voice. Despite the visual dissimilarity between the
written records of her poetry and musical scores, a sen-
sation of space-time relations akin to that of musical
notation does arise when they are read.

Igor Makarevich (born 1943), an artist and photo-
grapher, introduced the elements of video into the book
genre. His fold-out book “Choice of Aim" (1976) is a
series of photo-mutations of a fortune-telling bone,
which are contrasted with changes in a group photo-
graph of Moscow artists. Looking at the pages in se-
quence gives the impression of freeze-frames. In 1979
this book was exhibited at the Pompidou Centre in the
video section.

Compositions by the sculptor Anatoly Ur represent a
kind of bookshelf theatre — an intermediate genre bet-
ween book and theatrical set design. For example, a
model stuck together from copies of "Pravda’ and the
“"New York Times” includes a paper model with the

A.Mownacteipckul: Kenka
A.Monastirsky: A Cap

A.Mowacrsipckul, H.Anekcees,
H.Manurkos, M.Aeopckud, I.Ku-
3eeansrep:

lMepghopmarc ,,Kaprursr”
Cyxanasc, 11 gheepana 1979 2.

A.Monastirsky, N.Alexeev,
lPanitkov, l.Javorsky, G.Kizevalter:
“’Pictures’ performance
Sukhanovo, 11-2-1979



A.Mpuzos: bauku, 1978-79
D.Prigov: Tins, 1978-79

lMepgopmaric ,,KapTuHb!”
“Pictures” performance

P.lepnosura
R. Gee’-JrIovin

ZX darxoe: Nudwax,

.Khudyakov: Veste, ‘1980

B.lepnosuH: Mo3auku dpesHezo
Hsro-Wopka, 1984. MMurcbype.

V.Gerlovin: Ancient New York
Mosaics, 1984. Pittsburg.



M.pobmar u 2pynna Jlesuaghar’':

Aedcrsue ,,Benemup XnebHu-
Kkoe — 100”
Tens-Asus, 9-11-85

M.Grobman and"Leviathan’ group:

Performance **Velemir
Khlebnikov — 100"
Tel Aviv, 9-11-85

3HayeHa Ha pacnpasy 3pUTENAM WU CBUAETENbLCTBYET He
TONbKO 06 aBTOPCKOM 6€3pa3nuuun K TeKCTy, HO un
NOACO3HATENbHOW TATE K Pa3pyLEHUo.

Muxann YepHubiwos (p. 1945) npoponxaet Tpagnuum
PYCCKOro aBaHrapaa He TONbKO B )aHpe »XUBOMNUCK, HO
M KHUru. TOYHOE U KOHCTPYKTUBHOE COOTHOWEHUE Nu-
HUA 1M nATed B 'OnosHaBaTenwHbix 3Hakax'' (1981),
KHUre B (opme Kpyra; usoulpeHHble rpaduyeckne
npuemMsbl B CO4ETaHUN C TOHUPOBAHHOW Gymaron B anb-
6ome "Muuybnwn—Kasacakn—Hakaama'' — xapakTep-
Hble YepTbl TBOpYecTBa YepHbIwoBa.

MockoBcKkaA rpynna mMonoabix XyaoxHukos "Myxo-
mopsl”’ (Ceen Mynanax, Cepret u Bnapumup Mupoxen-
ko, KoHcTtantuH 3Be3pouetoB u Anexcent KameHcku#n
— BCEe yYacTHUKW poaunuce B koHue 50-x rr.) paboTa-
10T B CaMblX PAa3HOOBPAa3HbIX »KaHPax, BKMIOYAA N KHU-
ry. Ux pykogensHble KHUIM-06bEKTLI CAENaHbl C AeT-
CKOW N306peTaTenbHOCTLI0 U NEerKoCTbiO: 3TO packna
AYWKW, NPOpe3aHHble HAacKBO3b KHWKKW, BymarkHble
NNacTuHKKW, abcypaHblie AHEBHUKW, BCEBO3MOXKHbIE NO-
3yHMW U NOAENKW NCEBAO-arMTNPONOBCKOrO xapaKTepa.
MoapobHO 06 Mx TBOpuYeCTBE Mbl NUCanu B CBOeW Cia-
Tee "Myxomopsl” B "A-A" (N°3,1981r.).

OAHOBPEMEHHO C CaMOAENnbHbIMU KHUFamMW B KOHUE
60-x ronoB cTanu NOABNATLCA U CAMOAEATENbHbIE XKYP-
Hanbl, Kak NPaBUNO B OAHOM 3K3eMNNApe B OTNuuue
OT Pa3MHOXEHHbIX Ha NUWYULEN MaWWHKe NONUTUYeC-
KUX AMcCUAEHTCKUX cBopHukoB. OpurnHansHoe Kon-
nexkTuBHOoe u3gaHue ‘‘Bosayxonnasanue’’ (1973 r.),
noarotoeneHHoe H. AnexceeBbiM, [epnoBuHbIMU, A.
MoHacTeipckum 1 f1. PyBuHWTEAHOM, COCTOANO U3
paboT noaen cambix pasnuUuHbIX Npodeccun n Bo3lpac-
ToB. Temol cneayrowero Homepa ctan “"MuBoTHbIN
mup'’.

C 1975 r. xyaoxHuk B.F. Hayan BbinycKaTb perynap-
HbI camoaenbHbIM ypHan “"MetTku’ B KonuuecTBe OT
5 no 10 3k3emnnApoB. 3aeck Ny6NMKOBaNMCL KpUTuU-
4YecKWe CTaTbW, UHTEPBLIO C XYAOXKHUKAMUN WHbOpma-
UMA O 3aNagHOM MUCKYCCTBE, NO33MK, My3blKe, macca
doTorpacduid, NOANUHHBIX PUCYHKOB W PYiKOMUCHBIX
ctuxos. B 1976 r. Mbl cobpanu marepuan agnA HOBOro
»KypHana u NONHOCTbI NOArOTOBUNM MaKeT, HO pewwuns,
4TO M3paTenbCckan paboTa OTHUMAET y Hac CNUWKOM
MHOrO BPEMEHWU, Mbl OTAANW BECb OTNEYaTaHHbIW HOMeEpP
(8 aksemnnaApos) B.I., koTopbIM caenan ero TpeTbum
HOMeEpOM xypHana "‘Metku''. Ctoaa BOWNU UHTEPBLIO C
xynoxHukamu l0pnem Cobonesbim u ¢ Komapom n Me-
namunaom, packaapoBka ''noanonsHOro’’ xyaoxecTeeH
HOoro dunema Anuka Kucenesa, Bu3yanbHble CTUXW
Bcesonona HekpacoBa, Hawa TeopeTuyeckan CTaTbA C
doTorpahmAamMu, maHudecT My3bIKanbHOW rpynnbl
Kkomnos3ntopa B. Aptemosa.

Muxann 'po6man, npoxxusaowmn Teneps B U3paune,
BbINYCKAaeT PYCCKY TUPAKUPOBaAHHYK raseTy no uc-
KyccTBy ""JleBuadan’’, BCe TEKCTbl KOTOPOW HaNUCaHb!
OT pyKMU.

B Hwuio-Mopke, Bmecte ¢ Barpuuem BaxuaHaHnom, ¢
1981 r. Mbl Hayanu n3naBaTb PYKOTBOPHbLIN UHTEPHa-
unoHaneHLIM xypHan 'KonnexktusHaa depma’’ (100
3K3eMNNAPOB) , COCTOAWMWA U3 NEpenneTeHHbIX B KHU-
ry KOHBEPTOB, KaXAb U3 KOTOPbIX CNY>XWUT Kak Bbl
MUHU-ranepeen ANA OTAENLHOrO XYAOXHMKA. B »ypHa-
ne UCNONL30BaH cNOCO6 UBETHOW MOHONe4YaTn ¢ NOMO-
Wb KONWMPOBaNbLHOW 6Gymaru, KCepoKCbl, OpUruHanL:
Hble PUCYHKWU, NewaTku u konnaxu. epBbd HOmep
("Konxo3''), NOAroTOBNEHHbIN PacLUMPEHHON peaak-
umen, COCTOAN n3 paboT TONbKO PYCCKUX XYAOXHU-
KOB; BCe nocneaytouwime BbiNyCKU 6bINn MHTEpHaUWO-
HanbHbIiMu: N° 2 — ""Mucema 8 CCCP"’, N° 3 — ""Oben B
nouytoBom oTtaeneHnn’’, N° 4 — "ByHaepkuHabl”, no-
cneaHWin, CAENaHHbLIW AETBMU XYAOXKHUKOB, LUENUKOM
COCTOUT M3 OPUrMHaNbHLIX PUCYHKOB. B HacToAuwiee
BPEMA >KYPHaN, KaK peaKoe W3faHue, HaxOoAWTCA BO
MHOMMX KONNEKUMAX KHUI XYAOXHWKOB, BKNIOYaA
my3ei MoaepH ApT B Hbro-Mopke.

B 3TOW cTaTbe Mbl KOCHYNUCb UCTOPUU KHUM-O6beK-
TOB COBPEMEHHbLIX XYAOXHWKOB W no3toB Mockasel,
rnaBHOro KyneTypHoro ueHtpa Poccun. B 3aknioueHne
HEO6X0AMMO OTMETUTL pasnuune Mexay nonuTuuec-
KWUM CamMU3aaToOM, KPUTUKYIOWNUM COBETCKUA pexum,
W NUTepaTypHO-XYAOXKECTBEHHbIM, LENbI0 KOTOPOro AB-
NAGTCA HE KpUTUUM3M, @ OTpaxeHue AyXOBHbIX NpoO-
6nem U ueHHOCTen. B coumanbHOM N KynbTy pHOM Knn-
maTe CTpaHbl B CUNY CBOEro HeoduumnanbHOro craTyca
W HOH-KOHMOPMU3IMA, NUTEePaTypPHO-XYAOKECTBEHHbLIN
€ammn3aaTt HOCUT NONUTUYECKUA OTTEHOK.

CeroaHAWHNE KHUXHbIE XYA0KHUKYN Ha 3anane TAro-
TeloT Bce 6onee K TunorpacdCKOmMy NPOU3BOACTBY, C
uenslo caenath 3TM KHuru Gonee AOCTYMHLIMW LWWPO-
Kkon nybnuke. B penpeccuBHon o6ctaHoBke CCCP atoT
NyTb HEBO3MOXKEH, NOITOMY OPUrNHanNbHble KHWKHbIE
06bEKTbI OCTAKOTCA UEHHbIMU NPON3BEAEHUAMU UCKYC-
cTBa, 0CO6EHHO Ha oHe 6e3NMKON MacCOBOW KHUX-
HOW NPOAYKUUW.

face of the author, sitting amid a pile of books and
newspapers, looking sadly bureaucratic. A book for
cutting up and tearing apart,” complete with scissors
and appropriate authorial commentaries, is placed at the
disposal of the audience and testifies not only to the
author’s indifference to the text, but also to the sub-
conscious yen for destruction.

Mikhail Chernyshov (born 1945) carries on the tradi-
tions of the Russian avant-garde in both painting and
books. ““Landmarks” (1981), a book in the form of a
circle, displays a precise and constructivist correlation
of lines and dots. Subtle graphic devices in combination
with tinted paper in the album ""Mitsubishi-Kawasaki-
Nakayama'' are characteristic features of Chernyshov’s
work.

The Moscow group of young artists called "' The Toads-
tools” — Sven Gundlakh, Sergei and Vladimir Mironen-
ko, Konstantin Zvezdochetov and Aleksei Kamensky —
all of whom were born at the end of the 1950s, work in
the most varied genres, including books. Their hand-
made book-objects are produced with child-like inven-
tiveness and ease: fold-out books, books cut all the way
through; sheets of card; absurd diaries; slogans of all
kinds and objects of a pseudo-agitprop character. The
authors wrote of their work in detail in an article entitl-
ed “The Toadstools" in "A-Ya"’, No. 3, 1981.

At the end of the 1960s handmade books began to be
paralleled by home-made magazines, produced, as a
rule, in a single copy, unlike the collections of dissident
articles, which were typed out. "'Gliding”’ (1973), an
original collective publication prepared by Nikita Alek-
seyev, the Gerlovins, Andrei Monastyrsky and Lev Ru-
binshteyn, consisted of works by people with the most
varied professional pursuits and ages. The theme of the
next issue was “‘The Animal Kingdom''.

In 1975 the artist V.G. began to put out a regular
handmade journal called “"Marks’ with a circulation of
between five and ten copies. The contents included cri-
tical articles, interviews with artists, information on
Western art, poetry and music, many photographs,
original drawings and manuscript poems. In 1976 the
authors collected material for a new magazine and pre-
pared a complete mock-up. However, they decided that
the work of putting it out would require too much time
and so handed over the entire issue (eight copies) in
typescript to V.G., who made it the third issue of
“Mark.” The issue included interviews with the artists
Yury Sobolev and Komar and Melamid, a collection of
stills from a film by Alik Kiselev, visual poems by Vse-
volod Nekrasov, a theoretical article by the authors
with photographs and the manifesto of the composer
V. Artemov’s musical group.

Mikhail Grobman, who now lives in Israel, publishes
a Russian newspaper on art called ""Leviathan’’, all the
texts of which are written by hand.

In 1981 in New York the authors, together with Va-
grich Bakhchanyan, began to produce a handmade in-
ternational journal called "Kolkhoz" (‘’Collective
Farm") in one hundred copies, consisting of envelopes
bound into a book, each of which formed a kind of
mini-gallery for an individual artist. The journal makes
use of the colour mono-print method with the aid of
Russian carbon copies, Xerox copies, original drawings,
prints and collages. The first issue ("Kolkhoz"), prepar-
ed by an expanded editorial staff, consisted of works by
Russian artists alone; all subsequent issues — No. 2,
"Letters to the USSR.” No. 3, “Lunch at the Post Of-
fice,” and No. 4, "Wunderkinder’ -- were international
in character. The last was produced by the children of
artists and consists entirely of original drawings. The
journal now figures as a vanity in many collections of
books by artists, including that of the Museum of Mo-
dern Art in New York.

In this article the authors have dealt with the history
of book-objects made by contemporary artists and poets
in Moscow, the principal cultural centre of Russia. To
conclude, a distinction should always be drawn between
political samizdat, which criticises the Soviet regime,
and literary and artistic samizdat, which aims not at
criticism but at reflecting spiritual problems and values.
In the social and cultural climate of the country literary
and artistic samizdat is lent a political flavour by virtue
of its unofficial status, non-conformism and thoroughly
disapproving position in official life.

The trend among today’s Western book artists is in-
creasingly towards the use of printing techniques with
the object of making these books more accessible to a
wide public. In the repressive situation of the USSR
this course is out of the question and original book ob-
jects remain rare, valuable works of art, especially when
seen against the background of faceless Soviet mass
book production.

Translated by K.G. Hammond



ivan chuikov
WBAH YYWUKOB

HoBaa cepua paboT W.YyiikoBa npeacTtasnAeT
coboi npexxpe Bcero rny6okoe v apekBaTHoe
BbIpaXKeHWE CUTYaUun XYAOXKHUKA B COBPEMEH-
HOoMm mupe. B Hawe BpemA, Kak HUKOrAaa paHee,
XYAOXKHUK CTOMT nepea MHOroobpasuem ctunen
W HanpasneHui, Tpaguuui U NPeTeH3ni Ha HOBa-
TopcTBO. OT Hero TpebyeTcA camoonpeaenuTLCA
nepea NUUOM 3TOr0 MHOroo6pasvA, HanTtu
»,CBoe nuuo’’. Camo 3TO pacxorkee BbipakeHue
y>Xe Bbi3blBaeT HeAOyMeHue: cO34aeTcA Bnevart-
NeHve, YTO KaXAbIM XYAOXKHUK KaK-TO YXe C
€CamMoro Hayana yxuTpunca 3TO NWLO NOTEPATbH.
INo3yHr coBpemeHHOro UcKyccTBa, — Kak U BO-
obue coBpemMeHHOro Mupa — ,,CTaHb CaMUM CO-
601"’ — KpaitHe npobnematuueH. B atom nosyn-
re peyb naet, cKopee, O NOUCKE eule He peanu-
30BaHHOW BO3MOX>XHOCTU WU Takum o6pa3om 06
06BEKTUBHOM NONOXKEHUN Aen B UCKYCCTBE, KO-
TOpoe K TOW WNU WHOW KOHKPETHOW WHAMBUAY-
anbHOCTU XYAOXXHUKA UMeeT Mano OTHOLUEHWA.
Boobuwe ,,AenaHve KynbTypbl'' Kyaa No cyuiecT-
By cBoemy 6onee TeXHWYHO M COLMANLHO MOTH-
BWPOBAHHO, 4eM camu ,,AeATeNn KynbTypsbl'’ 3TO
CKNOHHbI Npu3HaBaTb. B pe3synbTate, maccobl
XYAOXHUKOB, Nucatenen n T. A. MeYyTCA cenyac
no BCEMY MUpY B NOMUCKax NOAXOAALLENA Opuru-
HaNbHOM MACcKK, KOTOPYH MOXHO 6biN0 6bl 06b-
ABUTL ,,cBoMM nuuom’’. Koraa >ke oHu ee Haxo-
AAT, TO HUKTO HEe XOYeT Ha Hee CMOTpeThb, NOTO-
MY 4TO MWUp ycTan oT pa3Hoo6pasua. Macca cos-
DaHHON KynbTypbl BbITECHAET XYAOXKHWUKA BO
Bce 6onee GecnnogHbie NyCTbiHW, OTKyAa YyXe
Mano WaHCOB NPUHECTU Ha3aj HeyTo AuKoe,
nepBO3AaHHOE, a NOAAENKWU NOA AETCKOCTb YXKe
CTanu KynbTYPHbIM PUTYanom.

B cBoein HoBoOW cepun YyikoB Kak 6bl 3aAB-
nAeT, 4TO OH OTKa3biBaeTCA BUAETbL B CBOWX
coBpaThAX-XYAOXKHUKAX BParoB U KOHKYPEHTOB
B 6opbbe 3a opurmHanbHocTb. OH OcBanBaeT nx
paboTbl kak cBOe COBCTBEHHOE, OH YCTaHaBNu-
BaeT obuwee mexay HUMK, Kak 6bl He »kenanA 3a-
MeyaTb TOro, Y¥TO OHM OCO3HaBanu ce6A B3aUMHO
HecoBMecTUMbiMU. CBOIO pONb OH BUAWUT He B
yXecToYeHun conepHuyecTBa, a BO Bceobuwem
npumunpeHnn. YynkoB He rkenaet 6biTb 3arHaH-
HbIM B reTTO COOCTBEHHOro CTUNA M B TO >Ke
BpeMA fAenaeTt XKecT — B 3TOM >KecTe U COCTOUT
TBOpYeckun nacoc ero pabotebl, — 4TOGLI BbiBE-
CTWU U ApYrux u3 TOro reTTo, B KOTOPOE OHU ce-
6A camu 3aTounnu.

BuTreHwTeH Kak-To npouvnnlcTpupoBan B
cBOeM AHeBHUKeE cBOW hrnocodckui meTon cne-
AylOWUM 3amevaHnem: ,, A yacto nosun ceba Ha
TOM, YTO €CNY HaxoAuN ANA KapTUHbI yAauYHYHO
pamMy vunu Bewan ee Ha noaxoaAllee MecTo, TO
6biBan Bcerpa Tak ropa, kKak 6yato cam 3Ty
KapTuHy Hanucan. 3To, BNpoyem, He COBCEM
TOYHO: He TakK ropa, kak 6yato A cam ee Hanu-
can, a Tak ropa, Kak 6yaTo A, Tak ckasaTtb, Ha-
nucan ee Hebonbwyto vacTh”. Korpa A ysuaen
HOBYI cepuio YyilikoBa, MHe Cpa3y BCMNOMHMU-
nuce 3TM cnoea ButreHwrenina. Tem, uto Yyn-
KOB HaxoauT ANA 4y>XoW paboTel MecTo B onpe-
[eNeHHOM pAfdy, OH Kak 6bl co3paeT 3Ty paboTy
3aHOBO, M60 Kak yxe 6bINo ckazaHo, MecTo pa-
60Tbl B OnNpeaeneHHoOM pAAy — 3TO U ecTb, CO6-
CTBEHHO, cama 3Ta paboTa, U eCcTb TO, paau Yero
XYAOXHUK ee co3nan. Hantu ana paboTsl mecTo
B APYroMm, Tak ckasaTb, ,,cy6beKTUBHOM'' pAaay,
TO-eCTb HEe B TOM, B KOTOpPOM BuAaen ee Co3aa-

I. Chuikov's new series of works is, first and
foremost, a profound and faithful expression of
the artist’s situation in the modern world. The
artist today is confronted by an unprecedented
multiplicity of styles and trends, traditions and
claims to innovation. He is required to define
himself in face of this variety, to "find himself".
This well-worn expression is, in itself, a cause of
bewilderment: it would seem that each artist has
somehow contrived from the very outset to lose
himself. The watchword of modern art, as of the
modern world itself, is problematic in the ex-
treme — ""become yourself’’. This refers for the

most part to the search for still unrealised op-
portunity and thus to the objective state of af-
fairs in art, which bears little relation to the par-
ticular, individual artist. Generally speaking,
"culture making’’ is, essentially, far more tech-
nically and socially motivated than the "'culture
makers’’ themselves are inclined to acknowledge.
As a result, a great many artists, writers, and
others now rush about the world in search of a
suitable original mask which they can declare
to be “"themselves’’. When they do find it, no
one wants to look at it, for the world is tired of
variety. The great mass of created culture pushes
the artist out into ever more sterile deserts, from
which there is little chance of bringing back
anything wild and primeval, and faking savagery
has already become a cultural ritual.

In his new series Chuikov declares, as it were.
that he refuses to see his artist confréres as ene-
mies and rivals in the struggle for originality. He
assimilates their work as his own and presents
what they have in common, as if unwilling to
notice their acknowledgement of mutual incom-

Podunca e 1935 2. Xuser u pa
6oraer 8 Mockee.

Born in 1935. He resides and
works in Moscow.






N3 cepuu,, ®pazmentoi”, N°4, 1982
®pazmeHT PpyT60NLHOU apuwu

opaanur, amans
180 x 260

From the series”’Fragments’’ No. 4
198.

Detail of a Football Advertising,”

enamel on masonite
180 x 260

Tenb M B KOTOPOM OH NPOXXUA €e KaK Bbipake-
HWe CBOEeN ,,MHAMBUAYANLHOCTW'S — 3HAauUT OTO-
6paTb y apyroro 3ty paboTy, otobpaTb y Hero
€ro UHANBMAYaNbLHOCTb, 0BHAPYKUB ee B KauecT-
Be npoctoil macku. YyikoB 3anpewiaer cebe,
OflHaKO, 3TO TOTaNbHOE HAcUnWe Hag YyXoW WH-
AVMBUAYaNbHOCTLIO, CTONb XapaKTepHoe ANA MC-
KyccTBa ,,3penoro KoHuentTyanusma'’, oH orpa-
HuumBaetca ,,Hebonbwon uvacTb'’, dparmeH-
TOM, pAenaa TakMM 06pa3om Kak 6bl ABONHOW
YKECT NPUMUpPEHNA.

Ha dparmente, koTopbii BbiGUpaeT Yyikos,
06bIYHO BMAHA B NEPBYIO O4Yepeab XUBOMUCHL
KaK TakosaAa. Ceiiuac Ha 3anape 6onbuioe yBne-
YeHUne XMBONUCHIO B AYXE 3KCNPECCMOHU3MA NAn
nckyccrea , uHdopmens’” 50-b1x ropnos. Bos-
poxaaetca U durypatmeusm, npuyem ynop ae-

o

patibility. He sees his role not in the further in-
tensification of rivalry, but in general reconcilia-
tion. Chuikov does not want to be driven into
the ghetto of his own style and, at the same time,
he does want to make a gesture. It is in this
gesture that the creative spirit of his work lies,
drawing others, too, out of that ghetto in which
they have placed themselves.

Wittgenstein once illustrated his philosophical
method by the following observation in his
dairy: “If | found a frame that suited a picture or
hung it in a suitable place, | often caught myself
feeling always as proud as if | had painted the
picture myself. But that is not quite accurate:
not ‘as proud as if | had painted it myself’, but as
proud as if | had, so to speak, painted a small
part of it”. When | saw Chuikov’s new series |

U3 cepuu,, ®pazmentsr”, N°1,1982
%ZMGHT KapTuHbl XyOOMHUKE

ylikoea ,,OkHo XIX"
opeaanur, amans
130 x 180

From the series ’Fragments’’
No.1, 1982

Detail of I.Chuikov’s picture
“Window XIX**

enamel on masonite

130 x 180

U3 cepuu ,,Opazmenter”’, N° 3, 1982
®PpazmenT penpodyKyuu KapTuHs!
A.Marucca ,,Monvyanue & domax”’
op2anur, smMans

130 x 180 130 x 180

naetcA Ha CUMBONMYECKMWE, HacbIWeHHble ac-
coumaumamMmn obpasbl. XyAOXKHUKU OXOTHO Wr-
palT C uMTaTaMu U3 4y>Kux paboT, HO Npu 3TOM
norpyxarT MX B HEKYH >XUBOMUCHYIO , Hepac-
uyneHeHKY'’, B HEKOE MEeCMBO, AONKEHCTBYoLLee
nm3obpaxkaTtb Cy6bEKTUBHOCTb XYyAOXHWKa. B
20-omM BeKe AaBHO YXXe NPUWAK K BbIBOAY, YTO
nucatb Cy6beKTUBHO O3HauaeT nucatb MNNOXO.
ABaHrapa oTkasanca OoT KputepueB MacTepcTBa

From the series ’Fragments’’, No. 3, 1982
Detail of the reproduction from A. Matisse
picture “Silence in the Houses**

enamel on masonite

immediately recalled Wittgenstein's words. By
finding a place in a definite ranking for others’
work, Chuikov ““creates’’ this work afresh since,
as has already been stated, the place of a work in
a definite ranking is, in fact, the work itself and
what the artist created it for. To find a place for
a work in another, “subjective’’ ranking — that is,
not where its creator saw it and in which he lived
it as an expression of his "'individuality’’ — means






Aea gppazmerra, 1983
opeanut, Imans
73 x 89

Two Fragments, 1983
enamel on masonite
73 x 89

U3 cepuu,, OpazmenTsr”’, N°5, 1982

ﬁoaeMeﬂr KapTuHbl XyO0XHUKAE
.Makcumosa, Cawka-TpakTopuct’

opaanurt, ImMans

130 x 180

From the series “’Fragments”
No. 5, 1982

Detail of K.Maximov’s picture
“"Sashka — the Tractor Driver”
enamel on masonite

130 x 180

U3 cepuu ,,Ppaementsr’”’, N°7, 1982
PpazmMeHT KapTUHbI XyOOHUKAE
N.Yyidkoea , OpazmeHT N°1”
op2anurt, IMans

130 x 180

From the series “Fragments”
No.7, 1982

Detail of I.Chuikov’s picture
“’Fragment No. 1”

enamel on masonite

130 x 180

M pewun Takum ob6pa3om 3aBoeBbIBaTb CyHbeK-
TUBHOCTb. Tenepb e NpUWNN K BbIBOAY, Y4TO
TONbLKO XXNBONUCL NO 06pa3uam MoxkeT bbITb NO-
HacTOAWEMY NNOXON: rae HeT KpUTepues, Tam 1
Henb3A caenaTb HUYEro NNOXoro.

Ona Yynkosa, 0aHaKO, XKMBONUCb— He BO3MOXX-
HOCTb ANA CY6bEKTUBHOW WUrpbl, a HeKDe BCe-
obuiee 1, B M3BECTHOM CMbICnE, UEXOBOE, NPO-
checcMoHanbHOe W3MEPEHWE XYAOXKECTBEHHOrO
akTa. O6wuri BLIBOA M3 €r0 CEPUN MOXHO Cae-
natb Takomn: Kem 6bl HM BbIN XYAOXKHUK, Kakue
6b) co3HaTenbHble 3apaun OH nepen cobon He
CTaBuA, NAOXON OH UK XOPOLUMI, HO OH BKIIHO-
YeH B Marvi0 MCKYCCTBa, B Maruw Kpacku wu
no3aTomy, 4To 6bl OH HW aenan — 3TO Bceraa npe-
KpacHo. B cBoe BpemA rnagHbIM ANA XyAOXKHU-
Ka cyuMTanocb yBWAETb KpacoTy B npupoge. Ho
YynKoB caenan B CBOEN CepuUM HEYTO ropaspo
6onbliee — OH yBUAeNn KpacoTy B uUckyccree. Y
YyhkoBa BooObuWie eCTb yaAMBUTENbHOE AapoBa-
HWe BWUAETb KpacoTy — BeCcbMa PeAKOCTHOe B
Haww BpemeHa. B Hawe BpemAa noav vyt
€IMHCTBa M rapMOHMN MUpa OBLIYHO NyTem yT-
BEPXAEHUA: BCe rOBHO. YynKOB wweT ee yT-
BepxkaeHvem: Bce npekpacHo. OH yTBepxkaa-
eT MUp, paayeTca U NPUMUPAET C HUM.

BbiBaoT BpemeHa, Koraa UCKYCcCTBO XO4eT Co-
30aTb HEYTO coBepleHHO 0b6pa3uoBoe, OTPAX-
HYTb CO CBOMX HOF Npax BCEro OTHOCUTENbLHOro
M yxe 6biBWEro u ot ,,N0a0bun’’, ¢ KOTOpbLIMMK
Mbl UMEEM AeNo B Hallem 3eMHOM OnbiTe, Bbll-
TM K HebecHbIM ,,npoobpasam’’. Manesuy — ap-
Kui ToMy npumep. A 6biBalOT BpemeHa, Koraa
MCKYCCTBO X04YeT NPE0AONeTb BCAKUE NPETEH3UN
Ha WCKMIOYUTENBHOCTbL — TOrAa OHO OTpuuaeT
npaBo 3a o6pasuamu npeacTaBnATbL ,,AYXOB-
HOCTb' M CTPEMUTCA K MUCTUHECKOMY NEPEXU-
BaHMIO eAMHCTBa BCEro cyuwero 6e3 nepapxvi u
paHroB, B6upaa B ceba HeBecHble 03apeHnA Ha
npaeax NuLWb 4acTM eAMHOro uenoro. 3To Kak
BbIAOX W BAOX.

Bnpouem, Takue MmaHudecTaumnn Bceobuiero
eVHCTBA TOXXe B CBOeM pofae 06pa3uoBbl. Y1 oHU
TOXeE, B CBOK OvYepeab, MOryT 6bITb OCBOEHbI,
0oCnopeHsbl U NpuBeaeHbl B HOBOE €AMHCTBO. YTO
>ke octaetcA? OcTaeTcA MMeHHO Bce — W TO,
M 3TO, U X cuHTe3 Toxe. KTo B MCKyccTBO
nonan — TOT 6Onblue yXe U3 Hero HUKypAa He
[leHeTCA, XO4eT OH 3TOro MUNK HeT.

Bopuc MPOINC

taxing this work away from someone else, taking
away his individuality and revealing it as simply
a mask. Chuikov, however, does not commit this
total violence against another’s individuality,
which is so characteristic of the art of “‘mature
concepturalism’, but limits himself to "“a small
part”, a fragment, thus making, so to speak, a
dual gesture of reconciliation.

In the fragment that Chuikov selects, painting
as painting is usually the most prominant feature.
A great deal of enthusiasm is currently being
shown in the West for painting in the spirit of
expressionism or the “informal” art of the
1950s. Figurativism is also being resurrected,
furthermore with the stress laid on symbolic
images heavy with associations. Artists are not
reluctant to play with quotations from others’
works, but in doing so they submerge them in a
kind of artistic ""pot-pourri’’, a kind of mish-
mash intended to represent the artist’s subjectiv-
ity. Long ago the conclusion was reached that to
paint in the 20th century subjectively means to
paint badly. The avant-garde renounced the
standards of high art and thus resolved to con-
quer subjectivity. Now it has been concluded
that only painting which follows a model is bad:
where standards are absent, nothing bad can be
done.

However, painting for Chuikov is not an op-
portunity for subjective play, but a kind of uni-
versal and, in a certain sense, professional dimen-
sion of the artistic act. The following general
conclusion may be drawn from this series: who-
ever an artist is, whatever conscious objectives
he sets himself, whether he is a good artist or a
bad one, nevertheless he is included in the magic
of art, the magic of paint and, therefore, what-
ever he does is always beautiful. Once it was
considered most important for an artist to see
the beauty in nature. But Chuikov has done
something much greater in his series — he has
seen the beauty in art. Indeed, Chuikov has a
remarkable gift for seeing beauty, something
extremely rare in our time. People today usually
seek unity and harmony in the world by affirm-
ing that everything is shit. Chuikov seeks it
through the affirmation that everything is beau-
tiful. He affirms the world, takes joy in itand is a
reconciling force.

There are times when art wants to create some-
thing utterly exemplary, to shake from its feet
the dust of everything similar and everything
that has already been, done and to leave behind
the "'similarities”” with which we deal in our
earthly experience towards heavenly ‘proto-
types’”’. Malevich is a shining example of this.
And there are times when art wants to overcome
all claims to being exclusive — then it denies the
right of a model to represent "’spiritual qualities’
and strives towards a mystical experiencing of
the unity of all existence without hierarchy or
ranks, taking into itself heavenly illuminations
as just a part of the united whole. This alterna-
tion is like breathing out and breathing in.

Furthermore, such manifestations of universal
unity are also exemplary in their own way. And
they, too, in their turn, can be assimilated, dis-
puted and brought to a new unity. What, then, is
left? What is left is just everything — this and
that and their synthesis as well. He who has
found his way into art will never get out of it
again, whether he wants to or not.

B. GROYS
Translated by K.G. Hammond



vitaly komar-alexandr melamid
BUTANMUN KOMap-aneKkCaHApP MenamMmuA

Al HauHy C 3aKOHOB NEpPCNeKTUBbLI, CO 3pUTENLb-
Hou namATu. A ckyuyan no Mockse B Mepycanu-
me. A B JToHAOHe A Havan ckyyvaTtb no WUepycanu-
My. MoTom no Heto-Mopky. A B Heto-Nopke cTan,
Bnepsble, CKyyaTb NO JloHAoOHY. B 3TuX nepene-
Tax HocTanbrva no MockBe OKOHuYaTenbHO 3aTe-
pAnace. A BCNOMUHaN CBOMX MOCKOBCKWX ApPY-
3eil, HO He ropof, OTAeNbHble Pa3roBopbl, HO He
COBETCKYl0 BNacTb Kak TakoBylo. A He ckyuan
no Hev B pasnyke. [Noka He ymep BpexHes. U3-
33 ero KOHYUHbI A BAPYr BHOBb OLWLYTWUN YAUBU-
TenbHoe, 3abbiToe 6GbINO, YyBCTBO: yHWUKanNbLHOe
ouwlyuleHve Toro, YTo Tbl — COBETCKUMN YenoBsek.
Al BHOBbL MCNbITAaN HOCTanNbLr UKD NO CBOEMY COBET-
CKOMY npownomy. 3Ta cnagkaAa BONHa HOCTan.-
rum obvACHAETCA He 4yBCTBOM bBnaropaapHoctu
Neonnay Unbnuy, xotAa nmeHHo BpexHeB papo-
Ban MHe cBo6oay, AaB paspelleHue Ha 3Murpa-
umio. O6bACHARTCA 3TOT HaNMbIB HOCTanbruyec-
KUWX Y4yBCTB YUCTO 3penuuiHbiM MOMEHTOM: BMNep-
Bble 33 BocemMb neT npebbiBaHMA Ha 3anage A
ysugen uneHoB Monutbiopo KpynHbIM nnaHom
Ha TpubyHax Mas3onea. U A axHyn. AxHyn oT
HEeNnoBTOPUMOCTM 3Toro 3penuvwa. M wucnbitan
ropaocTb OT TOro, Y4TO A CaM — 4acTb 3TOW He-
NOBTOPUMOW KYNbTYpbl: HE PYCCKOW, 8, UMEHHO,
COBETCKOM, MaB30NeNHOW KYNbTYPbl.

lne, B KaKoW 4acTn M1pa, B KaKOW eLle CTpaHe,
PYyKOBOAMTENM HApOAa NO TOPXKECTBEHHbIM Cny-
yaAM 3abupaloTcA Ha Nnupamuay cdapaoHoBOW ap-
XUTEKTYPbl U MawyT NPUBETCTBEHHO PYKOW,
cTOoA, COBCTBEHHO, Hafl CKNenomMm ¢ Mymuen?
MpeacTtaBbTe cebe 3TOT cknen ¢ Mymuen J1eHWHa,
CTyneHyaTbI Kapkac Mas3onea v uneHos Monurt-
6t0po, npeacTasbTe cebe 3Ty UAEONOrMYECKYH
nupamMuay Y1cTo BU3yanbLHO, U Bbl NOMMeETE YHU-
KanbHOCTbL coBeTckoro mupa. Korpa A »un B
MockBe, A ymMen Tak HaTpeHWpPOBaTbL CBOe 3pe-
HWe, 4TO MHe Kasanocb: A Mag3onew ¢ Monut-
6t0po B rnasa He BUXY. YBUAEB 3TO 3penuuie no
NOHAOHCKOMY TeneBWAEHWI0, A NOHAM, YTO 3TOT
Mas3oneit — 3anevatneH 8 moem cepaue. A ero
Kak 6bl BCNOMHUN. BcnomHun 10, 4TO XOpPOLWO
3Han, HO AaBHO NbiTancA 3abbITb. U TYT A NOHAN,
4YTO HEKOTOpPble BeuM HEBO3MOXHO 3abbITb: OHU
OTNeYaTbIBAlOTCA B CO3HaHUU U OCTAlOTCA Tam A0
CMepPTU — Jaxke ecnu Tbl UCNbITbIBaeWb K HUM
oTeBpaweHue. BoiacHAeTcA, YTO NamMATL — amo-
pansbHa. MamATL — OHa KaK NPUPOAA U CKNOHHa,
ckopee, KO 3Ny, yeM K Aob6py; oHa 3noBpeaHa,
NOTOMY YTO HaKannuBaeT TO, Yero Tbl Cam — TBOW
AYX? TBOW yM? — TepneTb HE MOXelUb U BCEMU
cunamu oTeepraews. W Tak ycTpoeHb! cemenHble
OTHOLUEHUA MEeXAY AYXOM U NpUpoaoNn, Mexay
HaWWMKU MO3ramu U NamATbIO, YTO KOraa Mol BU-
AVM BHOBb HEYTO HEMOBTOPUMOE, OAHAaXAb! 3a-
naswee B NaMATb, Mbl UCNbITbIBaEM PAafOCTb, BHE
3aBMCMMOCTU OT TOr0, KaKOW MOpanbHOW CTOpo-
HOM NOBOPaYMBaeTCA K HaM 3TO BOCMOMUHAHUeE.

Mlioan NpuMBLIKAN CYnTaTbL, YTO Yy NPUPOAbLI, Y
naHawadTa Het csoen uaeonoruun. Mpupona —
anonuTuyHa. Mo3aTomMy oTAbIXaTL OT TPEBONHEHUN
>KVU3HW Nyulle BCEro y MOPA Wnv B ropax: oKono
aHTN-NAE0NOrMYeCKNX NPUPOAHLIX KPaNHOCTEN.
Npeonorua noAasnAeTcA B naHAwadTe NUwWb Ha
nonoTHe XyAOXHWKA, Ha KapTuHe — B Nen3ax
OHa NPUBHOCUTCA Hamu camumun. Tak Mbl nona-
ranu. Tak oHo, BuauMO, 1 6bino. [lo CoseTckon
snactu. [lo Pesontounn, po CranuHa. CtanmHnsm
3aBepLnn HeYTO HeCNbIXaHHOe U HEeBUAAHHOE: OH

I'll begin with the laws of perspective, with
visual memory. In Jerusalem | pined for Moscow.
In London | began to pine for Jerusalem. Then
New York. And in New York, for the first time,
| began to miss London. Nostalgia for Moscow
got lost altogether in these flights. | remembered
my Moscow friends but not the city, remember-
ed verious conversations but not Soviet power as
such. | didn’t miss it — until Brezhnev died. At
his passing | suddenly experienced a surprising
feeling | thought I'd forgotten : that unique sen-
sation of being a Soviet person. | experienced
anew a nostalgia for my Soviet past. This sweet
wave of homesickness can not be explained out
of gratitude to Leonid llyich, although it was in
fact Brezhnev who granted me feeedom, by
permitting emigration. The source of this influx
of nostalgic feelings lies in a single moment of
visual spectacle. For the first time in 8 years of
living in the West | saw close-ups of the Polit-
buro members on the tribune of the Mausoleum.
And | was amazed. Amazed by the uniqueness of
this spectacle. | felt a sense of pride in the fact
that | myself am a part of this unique culture —-
not of Russian culture, that is, but of Soviet
mausoleum culture.

Where else, in what part of the world, in what
other country, do the people’s leaders appear on

solemn occasion atop a Pharaonic pyramid, wav-
ing in greeting while standing, strictly speaking,
over a crypt containing a mummy? Imagine this
crypt with Lenin’s mummy, the stepped carcass
of the Mausoleum and the members of the Polit-
buro. Imagine this ideological pyramid visuallyé
and you will understand the uniqueness of the
Soviet world. When | lived in Moscow | knew
how to train my vision so that it seemed to me |
didn’t really see the Mausoleum and the Polit-
buro. Imagine this ideological pyramid visually
sion | realized that the Mausoleum is imprinted
on my heart. In a sense, | remembered it. | re-
membered something | knew well, but had long
ago tried to forget. And then | realized that some
things are impossible to forget. They are stamped
on the consciousness and remain there until

B. Komap podunca e 1943 2. e
Mockee. A. Menamud podunca 8
1945 2. 8 Mockee. B 1977 2. 06a
3amuzpuposanu 8 Mapauns. C
1978 2. wueyT u paboraror e
Hbio-Aopke.

V. Komar was born in Moscow in
1943. A. Melamid was born in
Moscow in 1945. Both of them
emigrated to Israel in 1977. They
have been living and working in
New York since 1978.



nwaeonorusmposan npupoay. Kyaa Hu ornaxerca
COBETCKWI 4eNnoBeK, OH Be3/ie YyBCTBYET COYHYIO
YKWBOMUCHYIO KUCTb, KOTOPOM COBETCKanA BNAcTb
npeo6pa3una u packpacuna npupoay. Hanpumep,
KONbIWALLNECA NONA MWEHULbI HANOMWHAIOT HaM
0 KOMX03aX, TO ecTb O KONNeK TUBU3aLun 1 pac-
KynaunBaHun KpecTbAHCTBa. Bua 3aBoaos TBep-
AUT pabounmun ryakamu O NATUNETHEM NnaHe.
[axe nec ¢ NONAHON B3blBaeT K Ham NaTpuoTu-
YyecKuMun NosyHramn. Y1o TyT roBopuTh 0 ropoa-
CKOW ynuue, rae Kaxasih KBaapaTHbIA MeTp 3a-
NONHeH WAEONOTUYECKUMU NnakaTamu-no3yHra-
MK, noptpetamun uneHoB Monut6i0po 1 BooGWE
NapTUitHBIMKU NPU3bIBaMK, NPeAyNpPexXAeHNAMU
¥ HacTasneHnAamMuU. Hy n, KOHEYHO e, He BbI3bl-
BaeT HUKaKWUX COMHEHWA MaeonoruyHocTs Mas-
3oneA n npecnosyTtoin KpacHoi nnowaau. Noka-
»ute nobomy venoBeky KpacHyio nnowaab —
oH TyT e BcnomHuT KI'B 1 Monut6iopo. TouHo
TaK xe ,KaK npu Buae noHpoHckoro bur-bBena
TYT >Ke BCNMOMWHAETCA aHrNUIMcKaa Koponesa u
MapnamenT. CoBeTcKkaA BNAacTb Hayyuna Hac Bu-
AeTb UAEONOTUI0 U NONUTUKY B NPUPOAHOM, OHa
Hapenuna naHAawadgT NapTUHON COBECTLIO.

CoBeTckana BnacTb, Kopoue roBopsa, nepeaensi-
BaeT AeNCTBUTENLHOCTb, Npupoay, naHawadT
NoA KapTUHKY, COrNacHoO CBOEMYy WAeonoruyec-
KOMY peuenTy, KoHuenuuu. Tak npoucxoaut ¢
noboin PeBONHOLNOHHO-YTONUYECKOW UAEoNoru-
eil: OHa HaBewMWBaeT Ha Hee cBow ApNbikw. Mpu-
poaHOe — aMOpanbHO, aHTUMAEONOTUYHO U NO3-
TOMY eCTb NOTeHUuManbHbIA Bpar yTONUYEeCKOW
MECCMAHCKON KOHUenuuu u, CcneaoBaTentbHo,
nonNXHO 6bITe NepeBocnuTaHo. HyxxHo nepesoc-
nutaTth, 06paTUTL B CBOK PENUruio He TONbLKO
noaen, HO ¥ ynuuy, nec, ropbl, PpeKu u MopA.
CrtpoutensctBo bBenomopkaHana — cTpomnka
KomMmyHu3ma, a He npocTo BoaHoro nytu. Cra-
nuH — conHue (Kak, Bnpoyem, u JlyHa, v apyrue
KOCMUYECKWNe CBeTUNa — NOCKONbKY OH He cnan
no Houam) Hawei PoauHbl. Ha Hawwux rnasax
NPOUCXOANT TOTanbHaA MAEONOrN3aunA peanbHo-

death — even if you loathe them. It turns out
that memory is amoral. Memory, like nature, is
inclined more to evil than to good; it’s pernicious
because it stores up what you yourself — your
soul? your mind? — cannot abide and reject
with all your might. And such are the family
ties between the soul and nature, between our
brain and memory, that when we see something
unique that was once imprinted on our memory,
we experience joy, regardless of which side of
morality the memory is on.

People are used to thinking that nature, the
landscape, doesn’t have it’s own ideology. Nature
is apolitical. For this reason the seashore or the
mountains, nonideological, natural regions, are
the best places to escape life’s agitation. Ideology
appears only in the landscape on canvas, in the
picture; we ourselves introduce it. Or so we
thought. And so it apparently used to be. Before
Soviet power. Before the Revolution, before Sta-
lin. Stalinism accomplished something previously
unheard of and unseen: it ideologized nature.
Wherever a Soviet person casts his glance, he feels
the lush, painterly brush with which Soviet
power has transformed and colored nature. For
example, swaying fields of grain remind one of
collective farms, that is, collectivization and the
dispossession of the peasants. A view of factories
shrieks with the whistles of the five-year plan.
Even a forest clearing exhorts us with patriotic
slogans. This is not even to mention city streets
where every square meter is filled with ideologi-
cal posters, saying, portraits of Politburo mem-
bers and various Party slogans, warnings and ad-
monitions. And of course there can be no doubt
about the ideological nature of the Mausoleum
or infamous Red Square. Show Red Square to
anyone and he will immediately think of the
KGB and the Politburo, just as a view of Lon-
don’s Big Ben reminds us of the English Queen
and Parliament. Soviet power has taught us to
see ideology and politics in the natural; it has

Yr1o denarv?, 1982-83.
XoncT, Macno
183 x 183

What is to be done?, 1982-83
oil on canvas
183 x 183



CTW, ee MapTuMhHaA TpaHcdhopmauvA, Kaxkabli
npeamMeTt nofnyyaet napTuhHbIN 6GuneTt un Gecnap-
TURHBLIX BCE MeHble M MeHble. Bce meHble m
MeHbLUE a3 MOMHAT AOPEBOMIOUMOHHYIO KapTu-
TUHY NPUPOAbLI, ee A0-COBETCKMUI BUA.

Mbl 6bINnn poXkaeHbl B 3MOXY OKOHYaTeNbLHOM
nobeabl cTanvHM3ma Ha Hawen poavHe. O Tom,
KaK BbIrfAgena npupoaa v »usHb ao CranuHa,
Mbl y3HaBanu nNuwWwb NO clyxam, a nosxke — u3
3anpeuleHHbIX KHUT. U y3HaB — y>kacHynuch ceep-
wuswemycAa. N npucoeamHunnce K MHoromun-
INOHHOW TONMNe COBETCKUX rPakAaH, KOTopsble

JleHuH nposo3znawaet nobedy pesonroyuu
{no xapture B. Ceposa), 1981-82

XoncT, Macno

183 x 137

Lenin declares the Victory of the Revolution
(after the painting by V.Serov), 1981-82

oil on canvas

183 x 137

[OSKHBI BblYYATBLCA XXWUTb, CO3HaBaA, 4ToO Tbl —
Y4acTb HEHaBUCTHOW KapTWHbI, BNpaBneHHOW B
TAXeNy 6areToByld pamMy COBETCKUX rpaHul.
B cTpemneHnn ocBO60AMTLCA OT 3TOW BKIIKOYEH-
HOCTM, COY4YacTUA B COUMANUCTMYECKOM 3aKase,
NPUHUMAIOTCA Pa3HOro poja MOMbITKWU: Hanpwu-
Mep, NPOCTO XOAWUTbL C 3aKPbITbIMU rnasamum —
cTaTb CBOEro poAa OTWENbHUKOM; WUnu, Hanpu-
mep, NPOTUBONOCTaBUTL HeHaBucTHoMY Masso-

endowed the landscape with a Party conscience.

In short, Soviet power remakes reality, nature,
the landscape, into an imitation of a picture,
in accordance with its own ideological recipe,
its own concepts. This process occurs with any
revolutionary-utopian ideology : it animates
natures, ideologizes it, hangs its own labels on
nature. That which is natural — is amoral, non-
ideological and therefore, potentially the enemy
of any utopian, messianic scheme. Consequently,
it must be re-educated. Not only people, but
streets, forests, mountains, rivers and seas must
be re-educated, converted to your religion. The
construction of the White Sea Canal is the
construction of Communism, and not simply of
a waterway. Stalin is the Sun (and, by the way,
the Moon and other heavenly bodies since he
didn’t sleep at night) of our Motherland. A total
ideologization of reality takes place right before
our very eyes, a Party transformation : each
object receives its Party card and there are fewer
and fewer non-Party members. Fewer and fewer
eyes remember the pre-revolutionary picture of
nature, what it looked like before Soviet power.

We were born into the epoch of Stalinism'’s
final triumph over our homeland. What nature
and life looked like before Stalin was something
we found out only by rumors — and later from
forbidden books. When we did find out we were
horrified by what had transpired. We joined the
crowd of millions of Soviet citizens who have
had to learn to live with the awareness that
each of us is a part of the hateful picture, set in
the heavy, ornate frame of Soviet state borders.
Different strategies are attempted in the struggle
to be free of this inclusion, of complicity in the
great Socialist Realist contract. For example,
you can simply walk around with your eyes
closed — become a sort of recluse. Or, to give
another example, you could counter the hated
Mausoleum with the demolished Church of
Christ the Savoir, as the "'Derevenshchiki’’ (village)
writers and artists have done. However, even re-
cluse-anchorites must show up at compulsory
meetings, and a contemporary religious believer
may soon find himself signed up and registered
in the Patriotic-Party camp; one way or another
he ends up within the same heavy, ornate frame.
Dissent of this sort — including attempts to go
over lock, stock and barrel to Western avant-
gardism on Russian soil — is just bad stylization,
a cheap imitation, like a tattoo of a mermaid
and palm tress on the chest of a criminal in the
camp barracks.

But there is yet another way of relating inter-
nally to the all-encompassing doctrine into which
your existence has been converted. This is the
path of self-parody, which in Russia has been
traditionally related to the concept of the "holy
fool” and buffoonery. This is an attempt to
speak about Soviet power in its very own lan-
guage, an attempt to parody the doctrine with its
own doctrinaireness. The constant, absurd con-
trast between words and actions, between the
present and the past (since the past is always
being rewritten in line with the present) is al-
ready sufficiently dramatic in and of itself, and
a simple reproduction of this phenomenon — is
already something of a catharsis. Let's say that
a fifty-year-old issue of the newspaper '"Pravda”
(which is strictly forbidden and kept in special
archives) were published in the Soviet Union
today — it would be a best seller. The film Oath,
in which Stalin was the main character, would be
sold out. Komar and Melamid’s double self-



Uzpa 8 mxmypku, 1982-83
XO07CT, Macno
183x 119

Blindman’s Buff, 1982-83
oil on canvas
183 x 119

Cmeprb Tupara, 1982-83

XO/CT, Macrno
183 x119

Stroke (ca. 3 March 1953), 1982-83

oil on canvas
183x 119

neto — cHeceHHbIn Xpam Xpucta Cnacutens, Kak
3TO NPOU3OLLAO C NUCATENAMU U XYAOKHUKaMKN
,.AepeseHwmkamu’’. OaHako NwboN oTeNbHUK-
aHaxopeT AOMKeH MpPUCYTCTBOBaTb Ha cobpaHu-
AX ¢ 0bA3aTeNbHOW ABKOW, a COBPEMEHHOrO pe-
nuruosHnkKa 6bICTPO MOryT 3anpuxoaosBath B
NapTUAHO-NAaTPUOTUYECKWUIA narepb, OH TaK WK
WHaJYe OKa3biBaeTCA B TOW e WAEONOruYecKomn
6aretosoi pame. [luccMaeHTCTBO Takoro poaa —
BKNIOYaA MNONbLITKKW YATU C FrONOBOW U C NOTPO-
Xamu B 3anafHbIi aBaHrapa Ha pyccKow no4se —
3TO AypHOEe CTUNU3aToOpCcTBO, AeleBan UMUTa-
uuA, KaK TaTyMpoBKa C PyCcankon 1 NanbMon Ha
rpyav y yronosHuka B narepHom bapake.

Ho ecTb ele oavH NyTb OTHOLWEHUA U3HYTPU K
TOTanbHOW AOKTpWHE, B KOTOpyk ob6paTtunoch
TBOE CywecTBoBaHWe. 3TO NyTb Camo-napoaunu,
TPaAVMUMOHHO CBA3aHHbIM B Poccun co wkonon
IOPOACTBA M WYTOBCTBA. JTO NOMNbLITKA rOBOPUTL
O COBETCKOW BNAacTW Ha A3blKe COBETCKOW Bna-
CcTW, NOMbLITKA NepeapasHUTb AOKTPUHY ee Xe
CcO6CTBEHHBIM AOKTPUHEPCTBOM. floCTOAHHBIN U
Henenbih KOHTPAcT MexXAay CNOBOM U Aenom,
MeXAY HAcTOAWMM W MpownbiM (NOCKONbLKY
npoLwnoe Bce BpeMA nepenucbiBaeTcA Noa HacTo-
Alee) y>ke cam no cebe apamaTtuueH, U Npocran

portrait in the style of a Lenin-Stalin mosaic
from the Moscow subway was made possible by
the self-parodying nature of Soviet culture. Ko-
mar and Melamid have accomplished in painting
what prose writers such as Veniamin Erofeev or
Alexander Zinoviev have done in literature. They
decided to accept the Party spirit of the Soviet
landscape as reality. They decided to take words
as images, slogans as actual deeds. They decided
to accept wooden nickels as valid currency, and
exhibit all this for general review. A scandal
ensued, because however zealous and orthodox
the Party ideologue may be, he knows with a
hidden instinct that Soviet ideology cannot be
interpreted literally. Literal interpretation turns
it into a self parody, pompous nonsense. Into
the mockery of ’Sots-Art.”

That's how ""Sots-Art’’ seemed to us in there, in
Moscow. Just another way to make fun of Soviet
power. We thought we were Pushkins and Vol-
taires, that with our epigrams and parodies, our
free conversations and irresponsible deeds, we
had placed ourselves above everyday existence,
which was drenched in Soviet ideology, like
sardines in oil. Sots-Art seemed like a dissident
joke there; but here it suddenly turns out that it






penpoayKuUMA camMoro 3Toro geHomeHa — yxxe
kaTtapcuc. Ckaxem, cerogHa B CoBetckom Coto-
3e ny6nukaumAa Homepa rasetol ,,Mpaspa’ nATkH-
DecCATUNETHEN NaBHOCTW (CTpoxkalle 3anpeLueH-
HOW W XpaHAWEWCA B cneuxpaHax) 6bina 6bl
6ectcennepom. Kak wen 6bl aHWNArom, cKa>kem,
dunem ,,Knatea’’ co CtanuHbiM B rnaBHON ponu.

BnaropapAa camo-napoavu coBeTCKOW KynbTypbl
W CTan BO3MOXHbIM aABoWHOM nopTpeT Komapa-
Menamuaa nop dpecky JleHnHa-CtanuHa u3 Be-
cTMboNA MOCKOBCKOro metpononuteHa. Komap
v Menamua caenanu B XMBONUCKU TO, 4TO B NUTe-
paType 6bIN0 cAeNnaHO TaKMMU NPO3auKamMu Kak
BeHbAamuH EpodeeB nnu AnexkcaHap 3uHOBbLEB.
Bcto mapTuiiHOCTL coBeTcKoro naHawadta oHu
pewunn NpUHATL Kak peanbHOCTb. OHKM pewmnu
BOCNPUHMMATL cnoBa Kak 06pasbl, NO3yHru —
KaK CBEpWWBLUMECA AEAHUA, PELWMNN BblAATb
dhanbwmBble AEHLIYM 3a YACTYIO MOHETY W Bbl-
CTaBUTL BCe 3TO Ha Bceobuiee 0603peHue. Mpoun-
30wWen ckaHaan, NOTOMy 4TO KakuM Bbl pbAHLIM
1 OPTOAOKCANbHbIM HY BbIN NAPTUAHBLIM AEONOr,
OH CKpPbITbIM 4yTbEM 3HAET, YTO Henb3A COBeT-
CKYI0 WAEONOrni0 WUCTONKOBLIBaTL ByKBanbHO.
BbykBanbHOe uctonkoBaHue o6patuaeT ee B NOM-
ne3Hyo HenenocTb. B n3nesarensckuii,,cou-apt’’.

TakoBbIM 1 KasancA Ham cou-apT Tam B Moc-
kBe. Kak ewe oauH cnoco6 nousaeBaTbCA Haa
COBETCKOW BnacTeto. Ham Kasanoch, 4TO Mbl
NYLWKWHbI U BONLTEPLI, 4TO CBOUMU 3NUrpamma-
MW U NapoavAMMK, CBOMMW BOMbHLIMUW pPa3roBo-
pamu 1 6e30TBETCTBEHHbLIMU NOCTYNKaMn Mbl
cTaBuM cebA Bbiwe 6bITa, NPONUTAHHOIO COBeT-
CKOW upaeonorver, Kak KWNbKW B MapuHaae.
Cou-apT Tam Ka3sancA WyTKOW AUCCUAEHTCTBA; a
30ecb BAPYr BbIACHWNOCHL, YTO 3TO BUAEHWE —
€AVHCTBEHHOE AOCTYNHOE HaM NOHUMaHue CoBeT-
CKOro nNpowsnoro, KoTopbiIM Mbl, Kak U Bce, ec-
TeCTBEHHO AOpPOXXUM. YT0 ke npousowno? MNpo-
n3owna amurpauma. Ml yBuaenu coBeTCcKyto
BNacTb NO Ty CTOPOHY 3epKana, No Ty CTOPOHY
»KenesHoro 3aHaBeca, Mbl yBUAeNW ee BO BCel
4ynOBULLHOW ee Kpace, KaK Ha cueHe, U NOHANW,
4TO coBeTckaA BnacTb — 370 Mud. He B cmbicne
ee athemepHOCTU, MUbUYHOCTH, a B ByKBansHOM
cmbicne: mud Kak mudonorua, Takaa ke, Kak
ApeBHerpeyeckaA MuGonorMA wuan, CKaxem,
erunetkaa. He wpeonoruAa, nopadyepkuBaw, a
muconorva. [peBHue rpeku Moravm CKonbko
Bne3eT OCTpUTbL Haa pa3bywesaBwmmcA 3eBCoMm,
M TeM He MeHee, 3eBC B UX CO3HaHWW OcTaBancAa
rpoMoOBep>LEM — OH OCTaBancCA 4acTbio mMudgo-
norun cosHanuA. OTcloaa, u3 amMurpaumm, Mox-
HO CKONbKO YroAHO OCTPUTbL Haa BUAOM YNEHOB
Monut6lopo, NPUBETCTBYHOWMUX TONMNbLI AEMOHCT-
paHTOB C NbeaecTana, BO3BEAEHHOrO Haa My MUEN
JleHvHa, HO 3TOT BMA CTan 4acTbio Hawero co3Ha-
HuA. Kak 1 ynbiGarowminea ms-noa ycos oTuoB-
ckon ynbibkown CtanuH. KoToporo mbl ¢ aetcrea
o60oxxanu n xotenn ybutb. Y Hac B OTHOLIEHUWN
CranvHa — 3amMnoB kKomnnekc. CBA3aHHbLIN, ouve-
BUAHO, ¢ mudom o nuoHepe Nasnuke Mopo3sose,
KOTOpbI BblAan CBOEro OTua-Kynaka aKTUBUC-
TaMm KonnekTususaumu. Kak, Bnpouem, cBA3aH-
HbI U C ApYrUMU Mudamu O KePTBEHHOCTU U O
nobene Han Bparom. HaxopAck Tam, BHYTpY Mu-
cha, Mbl Nonaranu, YTo BCe 3TU COBETCKUE NereH-
Abl — NUWL MXWBaA MNponaraHaa, B KOTOPYH
DaBHO HWKTO He BepuT, NponaraHAa, BblAyMaH-
HaA KYYKOW BRacToniobuBbIX akKTUBUCTOB, TO
ecTb NapTuen 60NbLWEBUKOB, YCTaHOBUBLUEN AN-
KTaTOPCKUI peXXum Ha MHOrOMUNANOHHOW Mac-
co ceobopombicnAwmx poccuaH. OTciopa, w3
3IMUrpaumm, CTaHOBUTCA NOHATHO, YTO BCE 3TW
nereHAbl — 3TO 4acTb HAWEro CO3HaHWA, 4acTb Ha-

is a vision — the only way of understanding
the Soviet past (and like people everywhere, we
are naturally fond of the past) that is accessible
to us.

What happened? Emigration. We have seen
Soviet power on the other side of the mirror, on
this side of the Iron Curtain. We have seen it in
all its monstrosity, painted as if on stage and we
have realized that Soviet power is a mith. Not
in the sense of its ephemeralness, its mystifica-
tion, but in the literal sense: a myth as in mytho-
logy, just like Greek or Egyptian mythology. It
is not an ideology, but, | repeat, a mythology.
The ancient Greeks could make fun of Zeus's
rages but nevertheless, Zeus remained the Thun-

derer in their consciousness — he remained part of
the mythology of the consciousness. From here,
in emigration, we can joke as much as we like
about the members of the Politburo greeting
demonstrators from their pedestal erected above
Lenin’s mummy. But this image has become part
of our consciousness. As has that of Stalin smil-
ing from beneath his mustache. The Stalin that
we've simultaneously adored and wanted to
murder since childhood. We all have an Oedipus
complex with relationship to Stalin. It's obviously
connected to the myth about the Pioneer Pavlik
Morozov, who betraved his kulak father to col-
lectivization activists. Just as it’s also connected
to other myths of sacrifice and victory over the
enemy. Living there, inside the myth, we suppos-
ed that all those Soviet legends were simply
lying propagande in which no one believed any
more, propaganda invented by a bunch of power-
loving activists — that is, by the Bolshevik party
— who imposed a dictatorial regime on millions
of free-thinking Russians. But from this vantage
point, from emigration, it becomes clear that all
those legends are a part of our consciousness,
a part of our past, from which we will never
escape. A return to this past — even in the form

Cryk e dsepb, 1983
xoncr, macno
183 x 127

A Knock at the Door, 1983
oil on canvas
183 x 127



Wwero nNpoLwnoro, oT KOTOPOro HUKyaa He Y-
Aewb; W BO3BpalleHWe K 3TOMY NPownomy —
AaXKe B BUAe TenepenopTaka 0 BpexkHeBCKUX no-
XOpOHax No 3anagHoOMy TeNneBUAEHWUID — CynuT
6naxkeHCTBO, KaK BO3BpalleHWe B POAHOW AOM,
B poAHON mMud, K UCTOKaM COBCTBEHHOro CO3-
HaHuA. CoseTckaA MuUdONOruA ectb Maeonoru-
3auuA Hawew NamMATU, OKaWuMAEHHaA yXe He Co-
BETCKUMMU rocyAapCTBEHHbIMY FpaHULaMK, 3 An-
cTaHuwuel BpeMmeHW. He XY A0>KHUKY OCY>KAaTh 3Ty
MUONOrniD ¢ MopansbHbIX NO3nunii. ATy Mudo-
noruio n BoccosaalT KapTuHel Komapa n Me-
namuaa.

3unosuint SAHUK

of a news report on Brezhnev’s funeral seen on
Western television — promises some sort of bliss,
like returning home, to your native myth, to the
source of your own consciousness. Soviet mytho-
logy is the ideologization of our memory, our na-
ture — no longer delineated by Soviet Govern-
ment borders, but by the distance of time. It
isn't up to the artist to judge this mythology
from a moral point of view. It is this mythology
that Komar and Melamid’s paintings recreate.

Zinovy ZINIK

Translated by Jamey Gambrell

Cow3zHurxu,1984-85
CMEeWaHHaA TEXHUKA
34 x 201

Allies, 1984-85
mixed media
34 x 201

“buozpagua’, derans, 1973

odepeso, Macno

Detail from ""Biography
oil on wood

1973



mikhail shvartsman
MUXaun wBapLumaH

U uckycctBo 1 nuuHocTh Muxauna Wsapumana
oKasanu rnybokoe BNWAHWE Ha MHOMMX MoOC-
KOBCKUX M NEHUHrpaacKux XyAaOXHWKOB, NO-
3T0B ¥ hnnocotoB, KOTOPLIX NPUHATO NpUYUC-
NATL KO ,,BTOpoW KynbType''. Mexay Tem, 3a
npeaenamu onpeaeneHHoOro Kpyra ero umMA cpas-
HUTENLHO Mano M3BECTHO W ero paboTbl peako
penpoayuupytotcA. OTyactM 3TO BbI3BAHO He-
no60BLIO CAMOr0 XYAOXKHWKA K obuiecTBeHHO-
MYy LIYMY, @ OTY4aCTV WHEPTHOCTbIO Ny6nuKn —
ecnu Boo6Ule, KOHEYHO, MOXHO rOBOPUTL ©
ny6nvke B NpumMeHeHUn Ko ,,BTOPOW KynbType'’.

Pa6oTe!l WBapumaHa, KOTOpble OH CaM Ha3biBa-
eT ,uepatypamu’’, couetaloT B cebe ayx yTonu-
YyecKoro npoekTa, Npucywmin, ckaxxkem, Manesu-
4y, cO cTpemneHvem Bob6paTtb B cebAa Bce cos3-
NaHHOEe MUPOBOMN KynbTypown. 3Tn paboTel obpa-
LeHbl OAHOBPEMEHHO W B Gyayuiee, n B NpoLu-
noe — n 3To NpuaaeT UM ocoboe HanpAXXeHWe n
opuruHanbHocTb. llBapumaHoBckue wepaTypsbl
KOHCTPYKTUBHbI, N CaM XYAOXXHWUK BOCMPUHU-
MaeT UX He TONbLKO KaK aBTOHOMHblE Npou3Be-
NEHNA UCKYCCTBA, HO M KaK NpoeKTbl HOBOW ap-
XUTEKTYpbI, ,,HOBOW cpeabl 06uTaHmna' — cxoa-
ctBo ¢ ManeBnuem 3aecb oueBuaHO. B TO ke
BpemA lllBapumaH He cTpemuTcA, noao6Ho Ma-
nesuuy, co3natb HeuTo abCONTHO HOBOE, PBY-
wee Bce CBA3W ¢ npownsim. HanpoTtus, weapu-
MaHOBCKMVe unepaTypbl NOCTOAHHO Npob6y>kaatoT
Yy 3puTena accouuauuu C y>xe BUAEHHbIM, NOCTO-
AHHO HameKalT Ha cxoactea. PaboTtel LBapu-
MaHa No3TOMY KOHCTPYKTUBHSI, ,,MPOEKTUBHbI"
M B TO Xe BPEMA, CUMBONWUYHLI, PETPOCNEKTUB-
Hbl. LIBapumMaH NOCTOAHHO McNONb3yeT B CBOEM
WUCKYyCCTBe cakpanbHble o6pa3bl npownoro —
MUCTUYECKME 3HAKW, TOTeMbl, hUrypsl MAONOB,
ouepTaHmAa xpamos. HapAaay c cynpemaTtuuec-
KuM BnuAHWEM B uckyccTtse llBapumana noct-
AHHO NPUCYTCTBYET 3NEMEHT CUMBONUYECKON
urpsel B ayxe, ckaxem, Knee un muctuueckue
o6pasbl, oTchiNnatowme, Hanpumep, K PunNoHoBYy.

WWeapumaHoBCcKOE UCKYCCTBO pa3penAeT C Cy-
npemMaTusmMom ero npespeHve Ko Bcemy O6bI-
NEHHOMY W NpexoAAlleMy, ero cTpemneHue ne-
PECTPOUTL CO3HaHWE M XU3Hb NO €AUHBIM U BeY-
HbIM 3aKkoHam. B To >xe BpemA, aBaHrapavim
ManeBuua oTTankuBaet lliBapumaHa cBoen unucto
4enoBeYecKOW NPON3BONBLHOCTLIO, CBOEN UCTOPU-
YeCKOW HeyKOopeHeHHOocTbio. [lencreurtensHo,
4enoBEeYECTBO HAKOMWUMO yxe 6Gonbwon mMuctu-
4UecKu onbIT, BbIpasueLuMin cebA Tak>ke B onpe-
DeneHHbIX BU3YanbHbiXx 06pa3ax, Henb3A NPOCTO
OTPWHYTb 3TOT ONbIT, 3aMEHUB €ro ,4epHbIM
kBaapaTtoM’’. MopoBHLIN aKT, XOTA M BblAaeT
cebA 3a Kakoe-TO onpeaeneHHoe OTKPOBEHUe,
BCE e WMEHHO B CUNy CBOEN HOBW3HLI, CBOEN
OpUrMHaNbLHOCTU NpeacTaBnNAeTCA MNOBEPXHOCT-
HbIM, HaAyMaHHbLIM — KakKWM-TO NOCMNEeLLIHbIM
COTBOpEHWEM HOBOro uaona. BeuHble 06pas3bl
LOMKHBLI NO3TOMY, No Mbicnu WiBapumaHa, 6b1Tb
He BblAlyMaHbl, @ PaCKPbITbl C ONOPOWA Ha NpoLu-
NbIA MUCTHMYECKUI oNbIT. 3aeck HaxoaunT cebe
Bblpa)keHve obwaA Hento60Bb K YyTONUU U Kynb-
Ty 6yaywero, xapakTepHaA ANA NOCNeCTanuH-
CKOW COBETCKOM UHTENNUIeHUMUN.

Ota Henwo60Bb HaxoauT cebe cooTBeTCTBME B
ABWXEHWUU ,,NOCTMOAEPHU3MA'’, OXBaTUBLUEM
ceiivac uckyccteo 3anaga. Urpa ¢ muctuuecku-
MU cuMBONaMu NPOLUNOro NPUCYTCTBYeT NOB-
cloay B coBpeMeHHOW xusonucu. CoBpemeHHan

Both through his art and through his personal-
ity Mikhail Shvartsman has exercised a profound
influence on many of the Moscow and Leningrad
artists, poets and philosophers customarily num-
bered among representatives of the “second cul-
turell. However, his name is comparatively little
known outside a limited circle and his works are
rarely reproduced. In part this is the result of the
artist’s own distaste for publicity, in part the re-
sult of public inertia — that is, of course, if one
can speak of the public at all in relation to the
""second culture’’.

Shvartsman’s works, which he calls ""hieratures’’
combine the spirit of a utopian design — charac-
teristic, shall we say, of Malevich — with the urge
to embrace everything that has been created by
world culture. These works are directed simultan-

I.4.Kocrakuu
M. lWeapymar

G.D.Kostaki ana
M. Shvartsman

eously to the future and the past, which lends
them a particular tension and originality. Shvarts-
man’s hieratures are constructive and the artist
himself perceives them, not only as autonomous
works of art, but also as designs for a new ar-
chitecture, "a new habitational environment’’
(here the similarity with Malevich is obvious).
At the same time Shvartsman does not strive,
like Malevich, to create something absolutely
new that severs all links with the past. On the
contrary, Shvartsman’s hieratures constantly
arouse associations in the viewer with what has
already been seen, constantly hint at similarities.
For this reason Shvartsman’s works are construc-
tive, "'projective’” and, at the same time, symbol-
ic and retrospective. Shvartsman makes use of
the sacred images of the past — mystic signs,
totems, the figures of idols, the outlines of tem-
ples. In Shvartsman’s art we see the suprematist
influence together with an element of symbolic
play in the spirit of, say, Klee, and mystical ima-
ges which refer fo Filonov.

Shvartsman's art shares suprematism'’s scorn for
everything that is commonplace and transitory
and its desire to rebuild consciousness and life
according to unified and eternal laws. But Male-
vich's avant-garde approach repels Shvartsman by
its purely human arbitrariness, its lack of histor-
ical roots. Indeed, mankind has already accumu-
lated a great deal of mystical experience, which
has also found expression in definite visual ima-
ges. This experience cannot simply be rejected
and replaced with a “’black square”. To Shvarts-
man, such an act, although presented as some
kind of extreme revelation, nevertheless, by vir-
tue of its very novelty and originality, appears as
the superficial, forced, somehow hasty creation
of a new idol. Eternal images must, therefore,

Podunca e 1927 2. Xueer.u pabo-
Taer.@ Mockese.

Born in 1927. He resides and works
in Moscow.



Ee3 nazeanun, 1973-76
6ymaza, KapaHoaw

38 x 28

N3 konnexyuu I 4. Kocraku

Without Title, 1973-76
pencil on paper

X
Kostaki’s collection

apxuTeKTypa CTana 3KNeKTUYHOU U peTpocnek-
TUBHOW, HameKalouied Ha TO, 4YTO MNOCTPOEHO
paHee, U Npu TOM ,,3Havallen’’, To-eCTb OTCbiNa-
lowen K onpeaeneHHsIM accouvauunam. B aton
HOBOW apxXuTeKType MOXHO 6bino 6bl BUAETL
peanu3aumio TOro, Y4TO COCTaBnAeT CyLIecTBO
WBapUMaHOBCKOro NpoekTa, ecnu 6b1 He Npucy-
WKW el AyX Urpbl U NoaYepkHyTo 6HesoTBeTCT-
BEHHOro npoussona. XoTA, KaK Y»e rosopu-

according to Shvartsman’s thinking, not be
invented, but brought to light, revealed, with
their fulcrum resting on past mystical experience,
a general antipathy to utopia and the cult of the
future, which is characteristic of the post- Stalin
Soviet intelligentsia, finds its expression here.

This antipathy is paralleled in the post-modern-
ist movement which has now embraced Western
art. Games played with the mystical symbols of



NoCb, 3NeMeHT Urpbl NPUCYL, WBAPUMaHOBCKO-
MY WCKYCCTBY, NO CylleCTBY CBOEMY OHO BCe
e rny6oko cepbesHo. Bonee Toro, oHo u BO3-
HWUKanNo B W3BECTHOW cTeneHn u3 nacgoca HoOBOW
CEpbE3HOCTU.

CoBeTckoe HeouumnanbHoe UCKYCCTBO 3NOXW
,otTenenn’ 6bINO yBne4eHO naeen UHAMBUAY-
anbHOCTH, ,,CaMOBbIpaXKeHUA'' U KynbTOM reHn-
anbHOCTW, YTO ABNANOCH MOHATHOW peaKumnen Ha

the past can be seen everywhere in contemporary
painting. Modern architecture has become eclec-
tic and retrospective, hinting at what was built
before and ““meaningful’’ to boot: that is, evok-
ing specific associations. In this new architec-
ture we could see the realisation of the essence
of Shvartsman’s project, although not the spirit
of play and emphatically irresponsible arbitrari-
ness that is inherent in this architecture.

S ——

Ee3 nazeaHuA, 1967-76
6ymaza, KapaHdéaw

N3 konnexyuu I 4. Kocraku

Wirhgut Title, 1967-76
pencil.on paper

37x 28

Kostaki’s collection



cTanuHcKyto obe3nuuky. B 1O e BpemaA, He-
CMOTPA Ha BCE NPETEH3UN Ha OPUrMHaNbLHOCTS,
XYAOXKHUKUK TOW 3noxu B obwem un uenom cne-
NOBanNyM 3anagHon XyAO>KeCTBEHHOW MoAe W Npu-
TOM C Hen36eXXHbIM 3HaYNTENbHbIM OTCTaBaHNEM.
310 06CTOATENLCTBO NOPOXAANO ABYCMbICNEH-
HOCTb U KOH(NUKT MeXAy NpeTeH3uAMU U dakx-
TamMK, YTO CUNBHO OTPaBNANO O6GCTaHOBKY W
noapsiBano Bepy B cebAa. B aton cutyauum ort-
ka3 llBapumMaHa OT NOroHu 3a BpemeHem umen
WUCKNIOYUTENBHO BaXXHOE 3HayeHWe AyXOBHOro
npumepa. Bmecto Toro, 4tobbl yyBCTBOBaTL Ce-
6A Ha 060YNHE UCTOPUN, XYAOXHUK OKa3anca B
CaMOM LeHTpe HaanucTopuyeckoro metacmaunyec-
KOro mupa, 6eCKOHEYHO NpPeBOCXOAAWLEro Mo
CBOEMY 3HauyeHWo KaKyt Bbl TO HU BbINO Xypo-
»ecTBeHHyto moay. AnAa WBapumaHa ero kom-
no3nunMM He ABNAKOTCA NPOWU3BONBHOW WUrpPown C
CMMBONaMK, yTpaTMBLUMMKW cBOe 3HauveHue. Ha-
NpoOTUB, OHN O3HavalT BO3BeAeHNe BCEro B Mu-
pe K OKOH4YaTenbHoW chopmyne BHYTPWU HeKoen
eMHOW AyXOBHOW ,MepaTuyeckon’’ nepapxum —
oTCloAa Ha3BaHWe 3TUX KOMMO3uuun — , uepaTy-
pbl’”’. 3T OKOHuYaTenbHble hOPMYNbI-3HaKK Be-
wen BOCNPUHUMAIOTCA XYAOXHUKOM Kak Wx
BeuHble 06pa3bl NO Ty cTopoHy cmepTn. OTclona
NpAMan CBA3b MEXAY nepaTypamu n UKOHON —
mepaTypbl CyTb Kak 6bl HOBblE MKOHbI, OTKPbI-
BalOWMECA BHYTPEHHEMY B30pYy XyAOXHWKa. B
CBOE BPEMA WKOHbI POXKAANUCb U3 BUAEHWI CBA-
TbiXx. AnA TOro, 4to6bl BMAEHMA XYAOXKHWKA
661N BHYTPEHHe OonpaBAaHbl, ero obpas Kn3Hn
[OMKeH npubnukatbeA K cBATOCTU. W pencreu-
TensHo, 06pa3 xun3Hu llBapymaHa BecbMa panek
oT Toro 6oremHoro o6pasa, KOTOpbI 4acTo ac-
counnpyeTtcA ¢ MuomMm 0 XyaoxHWKe B coBpe-
MEHHOW KynbType.

WBapumaHOBCKOe BO3BbILWEHHOE MNpeacTasne-
HWe 06 NCKyccTBe OKasano, B NepBylo ouyepeab,
rnybokoe BO3AeNCTBUME Ha TBOPYECKYI WHTEN-
NUreHUMIO U B TOM YuUCne Aaxe Ha Tex, KTO He
cknoHeH 6bin pa3penATo Bepy lWBapumaHa B
BO3MOXHOCTb ANA XYAOXKHWKA BbINTU 3a npeae-
nel ceoen uHameuayansbHoctu. Ckopee, Hao6o-
poT, uckyccreo liBapumaHa, a TaKxe Tex, KTo
BCNnea 3a HUM WK NapanenbHO C HUM yTBeEPXKAa-
Nn cakpanbHOe 3Ha4YeHWe CBOero UCKyccTBa, no-
POANNO Y HEKOTOPbIX XYAOXKHUKOB HOBYIO, eLle
6onee BbLICOKYIO OUEHKY COBCTBEHHON Cybbek-
TMBHOCTU. Peub naet o cnocobHOCTM 3TON Cy6b-
eKTUBHOCTW TaK CcKasaTb ,,cakpanuauposaTs’’
BCE, C YeM OHa conpuKacaetcA, U TEM CaMbIM
cTepeTb rpaHb MeXay ,,AOCTOWHbIM” 1 ,.Heno-
CTOWHbLIM'', MeXAay BO3BbIWEHHbBIM U HU3MEH-
HbIM, a, criefAoBaTenbHO, U BbLIUTWU 33 Npeaensbl
onpeaeneHHoro U ucTtopuyeckun 3admKcmposaH-
Horo peneptyapa o6pa3os. Takow BbIXOA, OA4-
Hako, 661N 6bl HEBO3MOXeEH, ecnn Bbl cakpanb-
HOe 3HayeHWe UCKycCTBa He 6b1N0 Hbl NPU3HAHO
1 nepexuto. Pazymeertca, urpa B UCKycctse — n
Tem 6onee urpa, BAOXHOBNEHHAA MPUATHBLIM Me-
peXxxnBaHnemM OT KOLLYHCTBEHHOro obpauieHua ¢
Tpaguumen N ee cakpanbHbIM 3HaYeHWEM, — HU-
Koraa He npekpatutca. Ho 3Tta wrpa Ttpebyer,
4yTOBLI NpeaHa3HavyeHne UCKYCCTBa MOHMMAaNOChb
KaK nouctuHe Bbicokoe. N 3to obcToATENbCTBO
Aenaet 3HaveHwe nuyHow nosuuumu WliBapumana —
NOMWUMO TOrO, Y4TO OH MPOCTO OYEHb XOPOLLWWA
XYAOXHUK — 0cobeHHO BaxkHbIM. M6O uckyc-
ctBo lWlBapumaHa — 3TO 0AWH U3 HEMHOIUX U3-
BECTHbIX MHE W3 UCTOPUM HACTOAWMX YPOKOB
TOro, Y4em MOXeT 6bITb NICKYCCTBO WNK, TOUHee,
YyeM OHO MOXKeT XOTeTb BbITb.

Bopuc FPONC

Although, as has already been stated, the ele-
ment of play is characteristic of Shvartsman’s art,
it is nevertheless profoundly serious in essence,
springing, indeed, to some extent from the pa-
thos of this new seriousness.

Soviet unofficial art of the ""thaw’’ was caught
up by the idea of individuality, "’self-expression’’,
and the cult of genius in an understandable
reaction to Stalininst facelessness. At the same
time, despite all their claims to originality, the
artists of that period as a whole followed West-
ern artistic fashion, but with an inevitable and
considerable lag. This circumstance led to ambi-
guity and a conflict between claim and fact,
which did a great deal to sour the position of the
artist and undermine the artist’s faith in himself.
In this situation Shvartsman’s refusal to chase
after time had exceptional importance as a spir-
itual example. Instead of feeling on the fringe of
history, the artist proved to be at the very centre
of a suprahistorical metaphysical world whose
importance infinitely surpassed any artistic
fashion. Shvartsman’s compositions are not an
arbitrary game with symbols that have lost their
meaning. On the contrary, they mean the raising
of everything in the world to a final formula
within a kind of unified spiritual ""hieratic”
hierarchy — whence the name of these composi-
tions. These definitive formulae-signs of things
are perceived by the artist as their eternal images
on the other side of death. Hence the direct link
between hieratures and the ikon — the former
are, in essence, new ’ikons’’, revealed to the
inner eye of the artist. Ikons were born from the
visions of saints. For the visions of the artist to
be inwardly justified, his image of life must ap-
proach sanctity. And indeed, Shvartsman’s image
of life is very far from that bohemian model
frequently associated with the artist in contem-
porary culture.

Shvartsman'’s elevated conception of art has had
in the first place, a profound effect on the creat-
ive intelligentsia, including even those disinclin-
ed to share his belief in the artist’s ability to go
beyond the bounds of his individuality. On the
contrary, Shvartsman’s art and the art of those
who, following him or concurrently with him,
have affirmed the sacred significance of their art,
has given rise in certain artists to a new, even
higher estimation of creative subjectivity. This
concerns the ability of this subjectivity to
"sanctify’’, so to speak, everything it comes into
contact with and thereby erase the boundary
between the “worthy’”” and the ""unworthy”,
the elevated and the low and, consequently, to
go beyond the bounds of a definite, historically
fixed repertoire of images. However, such a de-
parture would be impossible if the sacred signi-
ficance of art were not recognised and experienc-
ed. Of course, play in art — and especially play
inspired by a pleasant frisson derived from the
blasphemous treatment of tradition and its
sacred significance — will never end. But this
play requires that the purpose for which art is
intended should be understood as truly lofty.
And that circumstance makes the significance of
Shvartsman’s personal position — over and above
being a very good artist — particularly great. For
the art of Shvartsman is one of the few genuine
lessons from history known to this author on
what art can be or, more precisely, what it can
want to be.

B. GROYS
Translated by K.G. Hammond



leonid lamm
NEeOHUA namm

He cTaHy onucbiBaTb HU pycckoro kadrtaHa AH-
aApwana [poxoposa, HW €BpPONEMCKOro HapAaa
AKynuHbl wn [lapbn, OTCTynaR 8 cem cnyyae OT
06b14aA, NPUHATOFO HbIHEWHUMWU POMAHNCTaMK.

A. NMywkuH ,,MpoboswuK”.

B 1961 roay Neonna Nlamm xun 8 Mockee Bo3ne metpo Maa-
KoBckaA. MaMATHUMK B UEHTPe NNolWaan 3anevatnesaeT noaTa,
3acTbIBLUEro B NCEBAOKNACCMYECKON No3e — He B 06pa3se pesosnto-
uvoHepa-pyTypucta, a B BuAe Ha3upaTensHoro obpasua anA
HbIHELWHEro W rpAAylWero NokKoneHwid coupeanuctos. Byayun
HecornacHbIM ¢ NOA06HON TPaKTOBKOW MOHYMeHTa, ITamm pewmn
neicTBOBaTbL B MaHepe, KOTOpY1o, NO-BMANMOMY, 0406pun 6bl n
cam MaAKoBCKWWA: B 0auH M3 6e3NnoaHbIX BevepoB HECKONbLKO
6YTbINOK C KpacHOW Kpackow 6bino 6poleHO B HanpaBneHun
renna. Petuposaswmce HesameuveHHbIM, Jlamm nosaHee sep-
HYNCA K NaMATHWKY, rae O6Hapy»Xun nokapHbix, cockabnu-
BaBLWMX ¢ 6HPOH3bI 3aCOXLIYI0 KPACKY.

JTa pUCKOBaHHAA aKUMWA, CPaBHUMaA C TeM, YTO B CBOe BpemA
caenan Tonu Wadpasu c nukaccoeckon ,,MepHukon’’, He npusena
HU K HEeMeAneHHOMY apecTy, HU K APYrUM OCNOXHEHVAM B XW3-
HW XyAO>KHUKaA. Boamesame npuwno Tonbko CNycTA WeCTb neT,
Kkorpaa Jlamm 6biIn apecToBaH M penpeccupoBaH B CBA3W C APYTon,
ropa3ao 6onee MMpPHOW aKuWen, a UMEHHO — NPKU NONbITKE NONY-
4nTb pa3peweHue Ha Bble3a ns CCCP.

BawwuHrToHckan BbicTaBka oTpaxaeT nepuog ¢ 1973 no 1976 rr.
(cpok 3akntoueHnA, B TeyeHWe KOTOPOoro 6bina BbINONHeEHa cepuA
aKsapenei v 3apuMCOBOK TIOPEMHOMW >KWM3HM), Nnloc ABa roaa B
Huto-Mopke, rae nyTeM MHKOPNOPUPOBaHWA ByTbIPCKOro W na-
repHoro 6araxa B paboTbl nocneaHero BpemeHun Jlamm ocyuect-
BWA UMK XNBONUCHLIX 06bEKTOB NoA 06wKm HaseaHuem ,,BOC-
NOMUHAHWA O CYMPAYHOW 30HE". B 3Tom uukne namAaThL
XYAO0XKHWKA urpaet Ty >ke ponsb, kakyto Beprunun urpan ana
DanTe, 6yayum npoBoaHnkom aeTopa ,,boxecteeHHon komeann'’
npu cxoxxaeHun B8 Aa.

N3 co3BYyYHbIX Beluer COBPEMEHHbIX XYAOXKHUKOB NPUXOAUT Ha
yM u3BecTHaa pabota XaHca Xaake noa Hassauuem ,U.S.
Isolation Box, Grenada, 1983”. B aton pabote Xaake
3KcnnyaTUpyeT TaK Ha3blBaemylto ,,3CTETUYECKYIO CTpaTeruto an-
nponpwuauuun’’, B3AB 3a OCHOBY hopmManucTckue Alwmnkn loHansaa
Oxapna kak moaens Tex N30NALMOHHBIX Kamep, B KOTOPbIX ame-
PUKAHCKWE CONAaTbl AepXXanu NneHHbix rpeHagues. Kopobku
Xaake-[>kanaa nmenu KpoLweyHble 0TBEPCTUA, DYHKLMeN KOTOo-
pbiX 66110 APAMaTM3NPOBATL OLLY L EeHMe HecnpoCBETHOCTU U U30-
NUPOBAHHOCTU BHYTPU Kamepsbl.

Crpaterna Jlamma — Ta >ke annponpuauma, ¢ 0AHOW TONbKO pas-
HUUe: 3TO aNNPONPWALLMA He Yy>KOW, a ero cobcTBeHHON apT-Npo-
AYKUMKM (CueHbl U3 TIOPEMHOMN KW3HW, K NpuMepy) B pamkax
HOBOro mMupoouwyuieHna. Ncxoaa 3 nocneagnero, Jllammy 6onee
He KakeTcA, ByATO CUMBONU3M YepHOW AbIPbl CAMOAOCTATOUEH
ANA WHTErpaunmn onbITa 3aKNOYeHWA, ONbITa U30NAUUK, K, cne-
[OBaTeNLHO, CPEACTBa peanu3auuu y Hero (T. e. )XMBOMUCHbIe,
rpacuyeckune u apyrve npuemol) 60nee KOHBEHUUOHANbHbI, YeM
y Xaake. [Togo5Hoe pa3nuune Npu onpeaeneHHON CXOXKeCTu cTpa-
Ternni CBA3aHO C TeMm, YTO XaakKe HUKOrAa He CMAEN HU B rpeHaa-
Ckon Kamepe, H¥M B AwmKe [>xaana; AnA Hero 310 nnatdopma
ANA KOHUenTyanbHoW pednekcuM u NOBOA K NONMUTUYECKOMY
ecTy. Jlamm e, HaNPOTUB, NPUNAKOCHYT K CO6CTBEHHON NamA-

1928 2. — podunca 8 Mockee. 1944-47 22. — Mockoeckul apxuTeKTypHbIl
uHcTuTyT. CTyOdeHT AKoea YepHuroea. 1949-54 22. — Mockoeckuii nonu-
2pagpuyeckuli UHCTUTYT, XyOdoxecTeeHHO-2paduyeckuli pakynsrer. Yyure-
nAa A.lonvapos, A.Cudopos. 3axkonyun e 1954 2.

1964-82 — ynen Coro3a XydowrHuxkoe CCCP. [Tpuxan yvactue & 6onee 100
3xecnosuyuAax 8 CCCP u dpyzux cTpanax. B 1973 2. apectoeaH yepe3 Tpu
Hedenu nocne nodayu 0OKYMeHTo8 Ha IMu2payuto. Tpu 200a HaxodurncA 8
3aK1I0YeHUU 8 COBETCKUX TopbmMax u nazepAax. OceobowdeH e 1976 a.
1978 2.— nepconansHan esicTagxka e LUAPN (Mockea) .

1982 — smuzpayua e CUA. 1982-85 — npuHAn yvactue & NATU 8bICTa8-
Kax, Hanucan u onybnukoean PAO crared No COBPEMEHHOMY UCKYycCT8Y
(e coasropcree ¢ WN. fleexoeod-Jlamm). 1985 2. — nepcoHansHan ebl-
craska 8 Firebird Gallery, BawurartoH, CUIA.

| shall not begin to describe either the Russian
kaftan of Adrian Prokhorovich nor the European
clothes of Akulina or Darya — differing in that

respect from the usual notions of recent novelists.
“The Undertaker” by Alexander Pushkin

In 1967 Leonid Lamm lived in Moscow near Vladimir Mayakov-
sky square. A statue in the center of the square portrayed Maya-
kovsky, the poet, in a pseudoclassical stance, not as a revolution-
ary futurist but as a role model for Socialist Realists. Lamm
decided to assault this misrepresentation by acting in the manner
which most likely would have been approved by Mayakovsky
himself. In the dark, the artist and a friend came to the statue
carrying bottles of red paint which they hastily threw at the
poet’s bronze body and then fled. At dawn they returned to see
the result and discovered firemen busily scrubbing off the dried
paint. This truly dangerous action, comparable with Tony Shaf-

razi's attack of Picasso’s Guernica at the Museum of Modern Art,
did not immediately result in Lamm’s arrest. The punishment for
this “crime’” came six years later when the artist was arrested
while peacefully applying for a visa to emigrate.

This exhibition represents a period in Lamm’s ceuvre, beginning
in 1973 when he was arrested, coritinuing througt three years of
imprisonment during which he produced a series of washes and
sketches of prison life, aind cumulating in his recent years in New
York where, by incorporating those prison works into newer
ones, he creates a series of mixed media objects united under the
title Recollections From the Twilight Zone. This series is based

1928 — Born in Moscow.

1944-47 — Moscow. Architecture Institute; student of Yakov Chernikov.
1949-54 — Moscow. Graphics Institute; student of A. Goncharov and
A. Sidorov. Graduated 1954.

1964-82 — Member Union of Soviet Artists. More than 100 group exhibitions
in URSS and different countries.

1973 — Arrested three weeks after applying for emigration from the USSR
and spent 3 years in Soviet prisons and labor camp. Released in 1976.

1978 - Solo Retrospective Exhibition, Central Artists’ House, Moscow.
1982 — Emigration to USA.

1982-85 — 5 group exhibition in USA. Wrote and published series of articles
about modern art (co-author I.Levkova-Lamm).

1985 — Solo Exhibition, Firebird Gallery, Washington, USA.



TWU, B KOTOPOW ewe cBexxu 06pasbl peanbHbiX cObLITUA U OT KO-
TOpoOW OH xoTen 6bl OTCTPAaHWTLCA NyTeM accumMunAuuKu ee B
cthepe 3cTeTUYECKOTO.

Haxoanack B 3aknwoueHun, flamm ocywectTsun ABe CTUANCTUYEC-
KV NONAPHbIE Cepun: NepBaA BmewlaeT B cebA pUcyHKU, ukcu-
pylowme PyTUHHOCTbL narepHoro 6b1Ta, CTaTUYHOCTL OBUTaHNA B
Kamepe. OTU Bewwy BbINONHeHbl 6e3 Kakon-nMBo counanbHoRn
ApamaTtuzauuu, U No3vuMA aBTopa B 3TOM CMbICNe MOXeT 6biTb
oxapaKTepu3oBaHa Kak ,,nonuTuyeckun anonutusm’’. NocneaHee
03HavaeT, YTo XOTA paboTbl caenaHbl BHYTPU NONUTUYECKOrO UH-
BalepMeHTa, OHW He 3aHWMAlOT NO OTHOLUEHUID K HEMY OTuYyX-
NEeHHO-OUEHOYHOW no3uuuu. PasobnaunTenbHbIi pakypc obpera-

on the artist’s recollection of his life in the prison cell, conjuring
up a Dantesque descent to Inferno where the artist is led by his
memory, as was the great poet by Virgil.

Among contemporary works, the series may be compared with
the notorious object by Hans Haacke called U.S. /solation Box,
Grenada, 1983. In it Haacke uses the ‘‘aesthetic strategy of appro-
priation’’ of Donald Judd’s boxes to depict a cell like those used
by the U.S. soldiers to isolate Grenadian captives. Haacke's box
has small openings which exist only to draw the viewer into the
darkness and thus further intensify its omnious meaning. Lamm’s
strategy is also appropriation of his past art production (scenes
from prison life) in an entirely new framework. He does not think



Kamepa N° 319, byTbipckana Tropbma, 1975, akeapens, bymaza, 24 x 34
Cell No. 319, Butyrka prison, 1975, watercolour on paper, 24 x 34

€TCA UMW TONbKO NpuU NepecevyeHnn meTaopruyecknx rpaHul, Tio-
PEeMHOro ,,Mmuponopaaka’’.

BTopaAa cepuA paboT COCTOUT U3 aKBapenbHbIX KOMMNO3UUWA C
6MOMOpPHBIMU U KOCMUYECKUMU (hOpMaMK — cnep HOCTanbrum
NO OTKPbLITOMY NPOCTPAHCTBY — a Takxke haHTasum, abcTparu-
pOBaHHbIE OT KOHKPETHOro cyuwecteoBaHvA (KaHaWHCKWIA Has-
Ban 6bl 3TO NOUCKOM AYXOBHOro cnaceHuns) . Y Xaake nogobHsle
KaTeropum obopaumsatTcA ,,ab6CTPaKTHO-IKCNPECCUOHUCTUYEC-
KWMM BoONnemM” MNeHeHHOro rpeHaaua U3 AxaaaoBovM MUHUManNu-
CTMYECKOM KOpPO6KW, BOMNew OBCTOATENLCTB €ANHCTBEHHO-AO-
CTYNHbIA MOMIUTUYECKUIN YKECT CO CTOPOHbLI y3Huka. CooTeeTcT-
BeHHO, 06 abCTPaKTHbLIX, @ He urypaTuBHbIX paboTax Jlamma
MO>XHO FOBOPWUTL B TePMWHAX NOMUTUYECKOro UCKyccTsBa, No-
CKOMbKY WMEHHO OHW NpeacTaBnAlT cobon copmy npotecrta u
BMA NOTEHUWanLHOW ONacHOCTM AnNA pexuma. Beab cornacHo
KOMMYHUCTUYECKON AOKTPUHE ,,abCTpaKTHOE MCKYCCTBO, Kak
nnopa Boobpa>keHNA cuaAwero B 6awHe U3 CNOHOBOW KOCTH, He
nMmeeT peanbHOW CBA3M C obuwecTBOM’', B AaHHOM cnyuae, nNpu-
4aCTHOCTb K NOAOBGHOW 3cTeTuKe Heo6xo0anMMo npueena 6bl K co-
30aHNI0 naeonorvyeckoro 6apbepa Mexxay XyAOXKHUKOM U ero
cokamepHukamu. U HanpoTtue, durypatmeHasa npoaykuma flam-
ma (T.e. nepsas cepwA), B 0COBEHHOCTW, NOPTPETHLI 3aKIKOUYEH-
HbIX U TIOPEMHOro NepcoHana, 6bina UCKNKYNTENLHO NONYNAPHa,
CHUCKaB yBaXXeHWe W Haa3upaTenen, U NOAHAA30PHbLIX.

B onpepeneHHOM cMmbicne — NOANTUYHOCTL abeTpakuuin Jlamma
BbIXOAWT 3a Npeaenbl MIOKaNbHOrO KOHTEKCTa, BbIABMNAACL Ha
ypoBHe cnopa 6onee WMpOKOro, Yem B3rnAQ U3HYTPWU, CBOUCT-
BEHHbIN COBETCKOMY BOCMPUATUIO 3CTETUMECKWUX OTKNOHeHWN. B
1937 roay Meiep Wanupo 8 pabote ,,CywHOCTs aBCTPaKTHOrO
ncKkyccTea'’ yTBep)kaan, uto ,,abcTpakTHOE WUCKYCCTBO, KakK M
noboe apyroe, He m3beraeTt counanLHOro npeaonpeaeneHna’’ un
uTO ,,cOuManbLHOE COCTOAHWE XYAOXXHUKA BKYyNe C ero peakuuven
Ha 06WecTBEeHHYH XWN3Hb OTPaXaeTCA B ero UCKYCCTBe, AaXe ec-
nv oHo (3To nckyccteo) aberpakTHoe' . Takum obpa3om, peans-
HOCTb, NPOCTYNaLWaA CKBO3b NPOU3BEAEHNA WCKYCCTBa, a OT-
HIOAb He hopManbHble KayecTsa, AenaeT UX counanbHO HalNeKT-
pu30BaHHbLIMK (B 0COBEHHOCTW, KOraa peanbHOCTb MOANTM3NPO-
BaHa, Kak B cnyuvae ¢ Jlammom unu Bo BpemMeHa pyccKoro aBaH-
rapaa 20-b1x ronos) .

Bbinaa Ha ceBoBoay (1976r.), Jlamm nepeHec cBov abCTpakTHbIE
KOMMO3NUUWN HA XONCTbl. ATO M COCTAaBUIIO €ro OCHOBHOM Barax,
Koraa oH, HakoHeu, amurpuposan 8 CLIA 8 1982 roay. To, c uem
XYAOXHMK cToNKHyncA B Hblo-Mopke, 6b1no — 1 He ToNbKO AnA
Hero — NOBOAOM ANA PasAyMuiA M NPOCTpaunn: abCcTpakTHoOe uc-
KYCCTBO Y>Ke He ABMANOCL (DPOHTANOM XyA0XKECTBEHHOW XXU3HW.
Byayuv peayumpoBaHHbLIM B 061acTb AEKOPATUBHOMO, OHO CTano
3CTeTUYECKUM CEepBUCOM WCTabnuwMmeHTa, T.e. wWanupoBcKana
anonoruAa couManbHOM 3HAaYMMOCTU B AAHHOM criyyae ob6epHy-
nacb cBOen TeHeBOW CTOPOHON. U xoTa HedmnrypaTusBHbie paboTsi
Jlamma AencTBUTENLHO yXO0AUNW ,,KOPHAMU B COUMAanNbHY Nou-
BY, YNaBnunBasa CeMCMOSIOr M0 COLManbHbIX KOHMAMKTOB U NPOTH-

that the symbolism of the black hole is sufficient to convey his
experience as a prisoner, and his means of representation, such as-
painting, drawings and mixed media objects are more conven-
tional. This different realization of the same concept has to do
with the fact that Haacke did not directly experience the event.
His is a conceptual response as an active political artist. Lamm,
however, is directly confronted by his memory and the arsenal of
its images, which he is willing to consume by aesthetic means.

While in prison the artist made two stylistically diverse sets of
works. The first one includes handsome washes and pencil sket-
ches concerning the quotidian routine of prison inhabitants. The
majority are dedicated to the static existence within the cell it-
self. These are serene drawings, and Lamm’s execution of them
may be defined as ""a political apoliticism.” That is, although they
are conceived in a political environment, they do not alienate
themselves from this environment. They acquire the role of a
denunciator only after trespassing the metaphoric boundaries of
the prison world.

The second set of small works produced during his confinement
consists of watercolor compositions with biomorphic and cosmic
shapes in which the artist conveys his struggle for an open space
and fantasies about a free and open existence. (Vasily Kandinsky
would call this the search for spiritual salvation). In the frame-
work of Haacke’s concept this translates into the ""abstract ex-

pressionist’’ scream of the Grenadian from Judd’s minimalist box
(under the circumstances the only available political gesture on
the part of the ceptive). It is in these abstract compositions that
Lamm makes his political statement because they, and not his
figurative drawings, almost documentary in their painstaking
execution, pose a potential threat in the minds of the author-
ities. According to the communist doctrine, "abstract art (is)
the product of an ivory tower, bearing no relation to society
and preoccupation with such aesthetics can only create ""an ideo-
logical barrier’ between the artist and his fellow prisoners. As op-
posed to this negative atmosphere, Lamm’s figurative production,
especially the portrayals of prisoners and prison personnel, were
highly popular, winning the respect of both jailer and jailed.
However, the politicality of Lamm’s abstractions goes beyond
the Soviet perception of it and manifests itself within a broader
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Bopeuuit’”’, B noctmoaepHucTkom Heto-Mlopke onn nepeknuka-
NNCb C NOKanLHOW MOAEPHUCTCKOW MpoAyKuwen, Yen n3bbITok
6bIN ABHO He B naay CO CNPOCOM.

K Tomy BpemeHu Hoto-MlopK y>ke aaanTmposan naeto, COCTOALLYO
B TOM, 4TO BU3yanbHble 06pa3bl MOBUNbHBI, YTO OHW MOFYT NyTe-
wecTBoBaTh 6€3 rmaa Mnu nepeBoAYMKa, O3HavaA Npu 3TOM pas-
Hble BEWMW B pa3HbIX MecTax. B cnyvae Jlamma takon ,,nepesoau-
moi 6e3 cnosapa’’ 06pa3HOCTLI0 OKasanacb AOKYMEHTauMA Tio-
pemHon xu3Hun. Bce 310, HayaB 03HauaThb ,, Apyrue Bewwn' 3a npe-
Aenamu poAHbIX NeHaT, TeM He mMeHee Tauno B ce6e anpUOPHbIV
noTeHumnan, HeObXoANMBIN XYAOXKHUKY, 4TOObI NpodeccnoHans-
HO BbIKWUTb B KOHTEKCTE COBEPLUEHHO WHbIX 3CTETUYECKUX pea-
nuin. Jlamm NoHUMaeT, 4TO ecnv ero amepuKaHcKue Konnerm uc-
NoNb3ylT WUCKYCCTBO APYrMX XYOAOXHWKOB (Kak, Hanpumep,
Xaake nocTynun ¢ kopobkamu [ikaana), To eMy He rpex annpo-
6mpoBaTh ero >ke CO6CTBEHHbIN Baraxk TIOPEMHOro pPUCOBaHWA.
Kpome TOro, Kak okasanoch, umnepaTve 6biTb COBPEMEHHbIM
NNOC CNOCOBHOCTL MEHATLCA B COOTBETCTBUWN C N3MEHEHVNEM VH-
BalepMeHTa, He TONbKO He UCKNIoYaeT aKTUBHOMO Amanora c na-
MATbIO, HO BO MHOrMxX cny4yaax o6opaymBaeTcA GOpMon ANFrnTn-
Mauuu NPoOLWNOro B pamMKax Hactoaulero.

,,.BOCMNOMUWHAHWA O CYMEPEYHOW 30HE" cocToAT u3 pa-
60T, BbINONHEHbIX B CMELIAHHOW TexHUKe, pa3buTbix Ha cekuun
C HEe3aBMCMMbIMM Ha3BaHAMU. B HUX Mbl HaxoAWM He NOBECTBO-
BaHWe NeaaHTa, a ckopee dparmMeHTauUlO MNaMATU XYAOXHWKaA,
MaTepuanu3oBaHHY0 Kak B BU3yanbHbIX, Tak 1 B BepbanbHbIx
obpasax. B ,,Ha cBoboay c uncToi coBecTbto”’ (No3yHr Tiopem-
HOM BOCMUTaTeNbHON NporpamMmmel) Jlamm ctankusaeT 3puTenAa ¢
TemMu ,,pasapaxutenamu’’, ¢ KOTOpPbLIMKM OH UMeN Aeno B narepe.
3710 ero BepcuA, ero moaens ,,USSR. Isolation Box’,  u3o-
6pakaeMaA W3HYTpPW, a He NOpHWpyemaA, Kak y Xaake u3BHe;
3TO — paKypcC peanLHOCTWU, He TONbKO HaBA3aHHOW, HO U HaBA3-
YMBOW, NO NPUYMHE HENPepPbLIBHOrO MOArNAALIBAHWA, MOACNYLWN-
BaHWA 1 apyrux ¢opm Haasopa. B ,,okoHHOM’' nopTpeTe Haa3wn-
paTenA, rMNHOTU3MPYELLEro 3pMTena TOTanbLHOW NYCTOTON B3rNAa-
aa, Jlamm HamepeHHO rmnep6onNn3npyeT 3HaYeHne Mupa cero: Kak
M XXU3Hb Ha cBOBOAE, XXN3Hb B Kamepe obnaaaet ceoen cybopan-
HaUMOHHOW WKanown, CBOMM PUTMOM, CBOeN, XOTA 1 6e3nnKown, Ho
TOYHO OTNAXXEHHON MEeXaHWKON B3auMooTHoweHuin. Kak 6b1 nn-
NOCTPUPYA 3TOT TE3UC, XYAOXKHUK >XXUBONUCYET TO YHUTa3, TO
6ayok ANA Mycopa B OAHOM MKOHOCTace ¢ NnopTpeTamu yronos-

argument and is quite contrary to the Soviet view, of the relation-
ship between abstract art and society. In 1937 Meyer Shapiro in
his Nature of Abstract Art wrote, ""abstract art, like all other art,
is socially conditioned” and "“the artist’s social conditioning and
perceptions of the social situation find their way into his artistic
work, even if it is abstract.” Thus it is the reality penetrating
those works, rather than their formal qualities, which makes them
politically charget (assuming that concition are political, as in
the case of Lamm or with the art of the Russian avant-garde).

When the artist was freed in 1976, he began to transfer these
small abstract compositions onto large canvases which formed his
primary artistic "‘baggage” upon arrival in New York City in
1982. What he faced here was unexpected and hence frustrating:
abstract art was no longer on the frontiers of the city’s art world
and Shapiro’s claim of its social meaningfulness was long over-
shadowed by its mere service to the decorative. Although Lamm’s
oils were indeed “"rooted in the social fabric, responding to social
conflicts and contradictions” (his imprisonment), in post-Mo-
dernist New York they resembled the local Modernist production
already in surplus.

New York was adopting a prevailing attitude that 'images are
portable’” and can ""travel anywhere without translation, although
they mean different things in different places.” In Lamm’s
case such “portable” images were his recordings of the prison
environment which began to mean "different things' outside his
native milieu and seemed to carry an initial potential for him to
survive as an artist within entirely new aesthetic values. He began
to realize that if his New York colleagues incorporated other
artists’ images (like Haacke, for example, did with Judd’s boxes)
then he could appropriate his own battery of prison drawings.
However, this commitment to be contemporary and able to
change when faced by a new artistic context in the process of
his work turns into a vital dialogue with his memory or know-
ledge and becomes a way of legitimizing his past within the con-
text of a new present.

Recollections From the Twilight Zone consists of mixed media
works broken into separate groups and presented under separate
titles. One does not find in them a diary-like narrative, but rather
a fragmentation of Lamm’s memory materialized in visual and
verbal images. In To Freedom With a Clear Conscience — in actual
slogan of the prison’s educational orientation program — Lamm
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Colonel Podrez,

HWKOB, BbINONHEHHLIMUW 33 PELIETKOW W Tenepb yAOCTOEHHbLIMU
NOYeTHOro MecTa B 3KCNO3ULUK.

[pyraa yacTb 3KCNo3uuuu, HaseaHHaAa ,,MATL"’, BKNtovaeT B ce-
6a Tpn nopTpeTta cyaebHOro v TIOpeMHOro nepcoHana, HanucaH-
HbIX NOCT-haKTyM C NOANVUHHBIX 3CKWU30B, NIOC aBTONOPTPET Xy-
poxHuka. CepuAa, 0HAKO, HaYMHaeTCA TOTanbHO KPAacHbIM XOn-
CTOM, NPEABOCXULLAWNM YNOMAHYTbIE NOPTPeTbl, B KOTOPbIX
HaNPAXXeHHOCTb KpacHoro ocnabesaet OT BewMu K Bewu, BNNOTb
00 NONHOW ero HeTpanusauum B agTonopTpeTe — B 6yKBansHOM
CMbICNe CNOBa BbINaaaroWmUmM 13 pambl. ITOT dKHaANbLHBLIN XecT,
CUMBONU3NPYIOWNIA 0CBOBOXKAEHWE U3 TIOPbMbI, aKKOMMOHWNPO-
BaH cneAamu HOT Ha CTeHe, Beayluen K Bbixoay. B cepun ,,Mats”,
6oratoi hopmanbHbIMU yxuwpeHuamu, Jlamm HarnagHo dopmy-
nMpyeT aHTUTe3y M3BECTHOMY BbiCKa3biBaHUo BepTpaHa Paccena
no NoOBOAY TOro, YTO ,, NyYle 6bITb KPacHbIM, YemM MepTBbIM'': pe-
AYUMPYA NPOH3UTENLHOCTL hOHA, XY AOXKHUK ,,BbiKKBaeT'' B Npo-
TUBOCTOAHWUM BNAcTWU KPacHOro, Urpatowero CToNb MUCTUYECK YO
pons B hopMUpOBaHUM CTEPEOTUNOB MAcCOBOW NponaraHabl.
Ecnu B ,,Ha cBOGoAy C unctou coectbto’’ unu B ,,MNATH' nosecr-
ByeTCA O »akae csoboasl, To ,,Aaam u EBa’’, amntnx — Hano-
MUHaeT O ee OTHocuTenbHOCTW. B nepsoi yacTn aunTuxa xypox-
HUK M306parkaeT NepBbIX BKyCUTenen 3anpeTHOro Nnoaa, UMeHy-

'hief of Butyrka Prison, 1975-85, oil on canvas, 100 x 100

confronts the viewer with the images which intimidated him in
the cell. This is his version of the ""USSR Isolation Box'' depicted
internally rather than externally. It is about the psychological
torture of the artist deprived of the artistic experience and over-
whelmed by the persistend reality of being watched, overheard or
intimidated by his inmates. The artist hyperbolizes the significance
of the guard, who regularly appears behind the cell’s door, by
painting his separate portrait powerful in its enduring and blank
gaze. Like the world outside, the cell has its rhythm of life with
its own hierarchy and mundane but precise structure. Lamm con-
veys that atmosphere in the separate paintings of a urinal and a
garbage can or in the impasto canvas with ready-made portraits of
the inmates respectfully enclosed in real gilded frames and hung
in a horizontal row on the painting’s field.

Another series, entitled Five, includes three portraits of court
and prison authorities, painted from the original sketches, and a
self-portrait. It begins, however, with an entirely red canvas fol-
lowed by the portraits in which the degree of red color in the
background varies until it almost disappears in the self-portrait
protruding out of the picture frame. This last gesture towards
escape is fully realized by concluding the entire composition
with the artist’s diminishing footprints already painted on a wall



emMoro cBo6001, 3aKNTHOYEHHbLIX B KONOAKW, C HABUCLWIMMW Haj,
WX ronosamu nos3yHrom — ,,cBo604a — 0CO3HaHHaA Heobxoaw-
mocTb’’. CloeT — anneropvAa KOMMYyHUCTUYecKoro daema, rae
nobas anbTepHaTMBHAA KoHuenuuA csoboabl — rpex. [pyraa
YacTb AMNTUXa — XONCT (MHOro mMeHbLIe NepBOro), KOHCTaTUpY-
OWMA 3K3aNbTauMIo rpewHnKa No nosoay ,M3rHaHua’’ n3 ote-
4ecTBEHHOro pas. 3aecb CBanMBAOTCA B OAHY Kyuy pa3Hoobpas-
Hble getanu n atpubyTbl, OKasaswwnecAa ,,0TX04aMu NPon3BOa-
ctBa’’ npwm Hanucauuu ,,Apama u Esbl” (parmeHTsl, opurmuHans-
Hble HaBpOCKW, rBO3AN, KPbLIWKW OT KOHCEPBHbLIX BaHOK 1 Npo-
unit Mycop) . Bce 3To ckaueT ranonom no AvaroHanu xoncta e co-
NPOBOXAEHUIN IKCKOPTa CNOB W BOCKNUuaHui tuna ,,Heto-Mopk”’,
,,Mocksea’’, ,,Bot ato aa!”, ,Hy nwny”, ,Bp-p-p” v T.n. B Takon
maHepe Jlamm BbipaxkaeT ceon (noutn pebaunii) BocTopr B CBA3N
C UCXO0I0M M3 Jaema 0CO3HAHHOW HEOBXO0AMMOCTH, PaBHO Kak n
npunbsLITMEM B ,,Ka3eHHbIW 4oM’’ cBoboaHOro BbIGOpa.

Bo Bscex paboTax, BoweawnNx B 3KCNO3NUMIO BbICTaBKY, flamm
€ 3aBMAHLIM YNOPCTBOM NoABepraeT Ntoboi BU3yanbHbI maTepu-
an u3MepeHMAM, 3K3aMeHyA ero C NMoMOLbLI MaTemMaTU4eCcKmnx
thopmyn n ypasHeHunin. OH MOTUBUPYET 3apoxaeHune 3Toro dop-
MansLHOro NpuemMa Heo6xX0ANMOCTbIO CO3A4aBaTh,,CcTaHAapThl’’ ana
‘"Bcero’’; 4to, B CBOH Ouvepenb, CONPAXKEHO CO cTepeoTunamun
BOCMPUATUA OKpYyXKatowen peansHoctu. MopobHo TOoMy, Kak
eMy yaanoch COBEpLUNTL NepeoueHKy ceoero npowrnoro, flamm
y>Xe He B COCTOAHMM NpeogoneTb cobnasH nepeonpeaeneHnAa un
peKkanbKynAunn KOOpAWHAT M pa3MepoB KaXKAOW 4acTuubl BCe-
NeHHON, NyTewecTByOWeEN BO BpemMeHn n npocTpaHctee. Noaob-
HaA 0epPXXNMOCTb aKTOM M3MepeHnA, No BCel BUANMOCTK, — No-
604HbLIV 3hheKT MUrpaunn u3 3HaKOMOro UHBaepmaHTa B He-
3HaKoMbIN. Beab 4TO6bI HauaTb agexBaTHO (hyHKUMOHWPOBATL B
4yoM Mupe, TpebyeTcA CMNCOK MHCTPYKLUUIN, cUCTEMa OpUEHTH-
poB, BpOAe Tex, YTDO NCNONbL3YITCA B WKOMe ANA CNenbiX U B KO-
TOPbIX AeTanbHO O6BACHEHO, CKOMBKO WAaros U B KaKOM Hanpas-
NeHUn HY>KHO caenatb, aabel Ao6paTheA U3 NyHKTa ,, A" B NYHKT
,,B”. Mpeasnaa NoTeHuManbHY BO3MOXXHOCTb Ae30pueHTaumu,
Namm npeanaraet ceoemy 3puUTento NyTegoouTeNs, MOMOTato WA
He NOTepATLCA B HE3HAKOMOW AnA Hero cymepeyHou 30He. Jln-
HUM M3MEpEeHWA W CTpenKku, NepeceKaroline XWBONWUCHble 0b6-
pa3sbl, OT XOMCTa K XOJNCTY CTAHOBATCA HUTbIO ApuaaHbl, NpoTAa-
HYTOM K HaM CKBO3b NaGUPUHT NAaMATU XYAOXKHUKA.

Mapraputa TYNMULbLIHA
MNepesopa ¢ aHrnuickoro Buktopa TynuusiHa.

of the exhibition space. In Five, rich with formalist tricks, Lamm
convincingly expresses his deep opposition to the famous state-
ment of Bertrand Russell — "better red than dead.” Here he flees
from the mystical power of the color red which plays a significant
role in the creation of the various stereotypes in his native coun-
try.

If To Freedom with a Clear Conscience and Five are about the
yearning for freedom, the Adam and Eve, a diptych, is about the
relativity of freedom. In one panel, a large canvas, the artist
depicts the first tasters of the "“forbidden fruit” — freedom —
enclosed in a wooden yoke and captioned by a Soviet sophism
"Freedom is Recognized Necessity.” This in an allegory for the
communist Garden of Eden where any concept of freedom beyond
that which is pre-defined by the local authorities is a sin. The
other panel, a canvas much smaller in size, represents the emo-
tional outburst of the artist who was able to break away from the
unbearable "'safety’’ of the communist heaven. The artist lumps
the details of the Adam and Eve canvas (original sketches, tops of
cans used for collage and other detritus) into a think impasto,
swift in its diagonal movement toward the edge of the picture.
Phrases like "New York", ""Moscow’’ and exclamation like ""Wow"’
and ""Yak' are inscribed over the field of the canvas. The artist
expresses almost a childish excitement over his recent exodus from
the Garden of "recognized necessity’’ and his belated initiation
into the ""prison-house’’ of free choice.

Lamm persistently imposes on all his visual material measure-
ments and mathematical quantities. He explains the conception
of this formal device as a result of the necessity to create standards
for everything, thereby apprehending the surrounding reality. Just
as he had to remeasure his own past he must now precalculate any
particle of the universe floating in time and space. This obsession
with the act of measuring is the side-effect of his transformation
from familiar (East) into unfamiliar (West) spase. To function
adequately in an alien world one initially needs a list of instructions,
as in a school for the blind, precisely telling how many steps and
in what direction one needs to make in order to get from AtoB.
Being aware of this feeling of disorientation, Lamm offers guidelines
to the viewer when he takes him on a trip into the familiar (for him)
twilight zone. The lines crossing the artist’s images become like a
constinuous "thread of Ariadne’ stretching though the labyrinth
of his memory.

Margarita TUPITSYN

A, b1, 0H, oHa, 1971, xoncr, macno, 79 x 144
Me, You, He and She, oil on canvas, 79 x 144



Y.Vinkovetsky: PAINTING AS PROCESS AND RESULT
A. BunbkoBeukuin: XXNBOIMNCb KAK MNPOLECC W PE3YABTAT

B 1984 2. 8 XbtocTOHE TpazuyecKu no2ub Xy 0OMHUK U
2eonoe Akoe BuHbkoseykud. Pa3HocTopoHHe 00apeH-
HbIU, OH 061a0an TaKMe He3aypAOHbIM NUTEPATYPHLIM
TaNaHTOM U NPUHAONexan K Karezopuu Xy O0MHUKOS,
CTPEMAWUXCA K aHanuTu4yecKoMy OCMbICNIeHUt0 cobCT-
B8EHHO20 TBOPYECTBA U UCKYCCT8a 8006WeE.

Bor 4TO nucan o Hem u3B8ecTHbIU aMeEPUKAHCKUU Kpu-
Tuk Lwon Boynr: ,,BuHbkoseykuld 2nyboko eepun 8
yenuTensHyr cuny uckyccrea. Kak 3aKoHYeHHan Kap-
TUHa, TaK U cam XyOowecTeeHHbIU npoyecc bbinu Ona
HE20 HEeobbIYalHO B8aX(Hbl, CUMS0MU3UPOBaNnU CKoOpee
aKT COTEOPEHUA, 4eM NPOCTOE 80 CNPOU3BEOEHUE, huno-
coghckoe NPOHUKHOBEHUE, HO HE NaccusHoe pa3esneye-
Hue. ...Hu 00HO20 cepbe3Ho20 pa32080pa ¢ HUM He 06-
xoounoch 6e3 3arpazueaHuA Tex TEeM, KOTOPbIE OH 3a-
wuwan u 06cywdan ¢ TaKkum naghocom U IHTYy3Ua3MOM.
3HaveHue uckyccTea, cyOdbbbi TOTanuTapHo20 u c60600-
HO20 obuwecTea, cnocoBHOCTb UCKYCCT8a 8bIPaX@Th Xy-
O0MECTBEHHYIO NTUYHOCTb U, 4TO 6b110 0COBEHHO XapaK-
TEPHO OnA BuHbKOBEYKO020, — CNOCOBHOCTH UCKYCCT8a
80cx00uTh K McToYHUKY 03apeHuA”.

Husce mbi npodonxaem (Havano cm. ,,A-A° I°3) ny6-
nuKkayuo 2nas u3 KHuau A.BuHskoeseykoezo ,,Kusonuce

In 1984 Yakov Vinkovetsky perished tragically in
Houston, U.S.A. The range of his achievements covered
a remarkable variety of fields: art, geology, writing. He
belonged to that category of creative people who have a
literary frame of mind and who develop an analytical
approach vis-a-vis their own output and vis-a-vis art in
general.

Here is what John Bowlt, a well-known American art
critic, writes about him: ‘’Vinkovetsky believed
profoundly in the spiritual, therapeutic value of art. For
him the act of painting as well as the finished artifact
was of supreme importance, and symbolized creation
rather than recreation, philosophical penetration rather
than passive entertainment. ...No serious conversation
with him ever avoided the themes that he advocated and
debated with alacrity and enthusiasm — the meaning of
art, its destinies in totalitarian and free societies, its
ability to communicate the artist’s personality, and,
specifically for Vinkovetsky, its proximity to the Source
of lilumination.”

Below. we continue to publish some chapters from
Vinkovetsky’s book “Painting as Process and Result”
(see “A-YA” No. 3 for the chapters “The ‘Pollock’

Kak npoyecc u pe3ynsrat”’.

A MEMOIR

painterly process” and *“My painting”’).

My first attempt to integrate my ideas about art
dates from the summer of 1962. | was then on a
geological expedition in Kazakhstan and wrote
an essay called ""Painting as Process and Result”
in which | applied the method of systemic/struc-
tural analysis and developed the cyclic model of
the process whereby a painting is created. Inas-
much as the model was a general one, it related
to abstract painting. To my knowledge, this was
one of the first attempts at a systemic and struc-
tuyral analysis of the processes whereby a painting
is created and apprehended. (An article by the
Moscow artist Vladimir Weisberg, which contain-
ed some similar ideas on the nature of the art-
work, was published in a structuralist collection
of essays in Tartu, Estonia, in 1962).

My text was written in the form of a tract of
18-20 typewritten pages: | duplicated it in 20 or
25 copies (unfortunately, | don’t have a single
one left now) which were circulated among Le-
ningrad and Moscow intellectuals. That was the
time when structuralist analysis was really deve-

BOCNOMUWHAHWE

loping apace in literature, just as systemic analy-
sis was in the various fields of science. But simi-
lar efforts in the theory of painting were (and
still are) few and far between.

On my return to Leningrad from the geological
expedition (which must have been October,
1962), | offered my essay as a paper for a sympo-
sium on problems of the psychology of creativi-
ty. Boris Solomonovich Meilakh, the literary
scholar, was about to organize this symposium
within the Leningrad Section of the Union of
Writers of the USSR. But this happened to be
just when, at the culmination of the Krushchev
Thaw, the Party attack on painting began. This
attack was initiated by the champions of Socia-
list Realism, i.e. the leaders of the Academy of
Fine Arts and the Union of Artists of the USSR,
who did not wish to give up their privileges or to
share them with anyone. They even managed to
enlist Khrushchev himself in their attack. The
result was the notorious scene at the All-Union
Art Exhibition at the Manége Exhibition Hall on

MoA nepBaA nonbiTka co6paTb BOEAWHO CBOWN
MbICIN 06 WCKyccTBe OTHOCUTCA K nety 1962
ropa. HaxoaAace B reonorvyeckon akcneanuuu B8
Kasaxcrane, A Hanucan paboty ""Xusonuce kak
npouecc n pe3yneTaT’’, B KOTOPOW NPUMEHAN
METOA CUCTEMHOro aHanu3a u 060CHOBbLIBaN uu-
KNWYEeCKyl MoAaens Npouecca CO3AaHWA KapTu-
Hbl. MMockonbky Moaens 6bina o6wein, OHa OTHO-
cunack K abcTpak THOW xusonucu. 3To 6bina oa-
Ha 13 NepBbIX NOMNbITOK CUCTEMHO-CTPYKTYPHO-
ro aHanu3a Npoueccos CO3AaHWUA W BOCNPUATUA
»wnsonucu. (AHanoruyHon, 1 BO MHOrom 6nu3-
Ko, 6bina CTaTbA MOCKOBCKOMO XYyAOXKHUKA
Bnaapumupa Beicbepra, ony6nukosaHHan B
1962 roay B CTpyKTypanucTckom cbopHuKe B
Tapty) .

Pa6oTa 6bina HanucaHa B hopme TpakTtaTta. OHa
coaep>kana 18-20 cTpaHUu MawWNMHONUCHOrO TeK-
cta. A pasmHOXun ee Ha mawuHke B 20 unun 25
aksemnnApax (K cOXaneHuio, y MeHA ceiuac He
COXPaHMNOCL HWU 0AHOrO) , KOTOPbIE UMPKYNNPO-
BanNu B cpeae NeHWHrpaaCKon v MOCKOBCKON
vHTennureHuun. B TOT nepuoa cTpyKTypanuct-
CKuA aHanu3 B obnacTu nuTepaTypbl, Kak un
CUCTEMHbLIN aHanu3 B Pa3NUYHbIX o6nacTAx Ha-
yKu, 6YpHO pa3BuBanuce, B TO BPEMA KakK Takue
nonLITKW B 06NacTu xusonucu octasanuce (v
OCTalOTCA cevac) eanHUYHbIMK.

Mo npuesane u3 reonoruyeckon akcneauuuun B
Nenvnrpaa (BepoATHO, B okTABPE 1962 roaa) A
npeacTasun cBOK paboTy B KauecTse AOKnNaaa
ANA CUMNO3MyMa NO BONPOCaM MNCUXONOTruu

TBOpYECTBAa, KOTOPbLIA OpPraHW3oBbIBaN TOraa
npu neHWHrpaackom otaenenun Cotosa lMucaTe-
nen CCCP nutepatyposea Bopuc ConomoHoBuy
Mewnnax. Ho kak pa3 B koHue 1962 roaa, B ano-
red xpywesckon ‘oTTenenun’’, Hayanace NapTuin-
HaA aTaka Ha >KMBONUCb, OPraHW30BaHHaA nNuae-
pamMu COUManNUCTUYECKOro peanusma — pyKOBO-
antenAamu Akaaemun Xyaorkects n Corosa Xy-
noxHnkos CCCP, He xenasBwmmu ycTynaTb CBOU
NpUBUNErUN UNN AENUTBCA UMU C KeM Bbl TO HKU
6b1n0. K cBOeit atake OHW cymenu npusnevb v
camoro H.C. Xpyuwesa. MNocneposana 3HameHu-
TaA CueHa Ha BCECOH3HOW XYAOXKECTBEHHOW Bbl-
ctaske B 3aaHum Manexa B8 Mockse 1 aekabpnr
1962 ropa, v HavancA ANUTENbHLIW Nepuoa '‘aw-
Tn-abCTPaK UMOHNCTCKOro' HacTynneHuA. B aton
ob6ctaHoske B.C. Meinax ncnyrancA v Mo no-
KNaa OTKNOHUA.

A npoaonan wuckaTte BO3MOXHOCTeW ny6nu-
Kauun. B 31O BpemA opraHusosbiBanuce B Jle-
HuHrpage u MockBe '‘kny6bl MONOAbIX yu4e-
HbIX'', 0AVH U3 HUx npun Akaaemun Hayk B Jle-
HUHrpaae. N3BecTHbIW NEHUHTPAACKWUA NucaTens
n yueHbin-kutaesen Bopuc Bopucosuu BaxTuH
NpeanoXvn opraHusatopam 3Toro knyba mown
AOKNaa ANA TOPXKECTBEHHOrO OTKPbLITUA Knyba,
n emy yaanocb ux y6eants. Mocneposana coseT-
CKaA Npoueaypa pPeueH3npoBaHWA, cOBUpaHuA
MHEHWWA 1 OT3bIBOB, NPOBEPKW TE3MCOB AOKNana
ueH3ypon-Fnasnutom — BCe NPOWNO Ha yavsne-
HWe rnaako.

Doknaa noa HaszBaHuem 'O BO3MOXXHOCTU MO-

A.BuHbkoseuyxkul Ha ceoel nepcoHansHoU 8sic-
rasxe 8 JleHuHzpadckom fome nucatenAa, 1968 2.
Y.Vinkovetsky- at his one man’s show, held in the
Writers’ House, Leningrad, 1968.



1 December, 1962. This was the beginning of a
long period of the "anti-abstractionist’’ offensive.
In this environment, B.S. Meilakh took fright and
he declined my paper.

| continued to look for ways of publishing the
piece. At that time a series of ""clubs for young
scholars’’ were being organized in Leningrad and
Moscow, and one of them was about to be ope-
ned within the Academy of Sciences in Lenin-
grad. The well-known Leningrad writer and sino-
logist, Boris Borisovich Vakhtin, suggested to the
organizers of this club that my paper be given at
the gala opening — and he managed to convince
them. There then followed the Soviet procedure
of reviewing, collecting opinions and responses,
checking the main ideas of the paper by the Glav-
lit (Central Literary Censorship). Everything
went off smoothly, amazingly so.

The paper was called “On the Possibility of
Modeling the Creative Processes of Painting’” and
was given on 17 January, 1963 in the Oak Hall of
the House of Scientists at the Academy of Scien-
ces of the USSR — a majestic, luxurious 18th
century palace next to the Hermitage on the Pala-
ce Embankment. 300 invitations were issued, and
the hall was full to overflowing. The meeting was
opened by Viacheslav Vsevolodovich Ivanov,
leader of the structuralist movement, who had
come specially from Moscow. Next came my
paper which went on for about 40 minutes. As
soon as | had finished, a stormy debate began —
so much so that it was stopped after ten minutes:
the Director of the House of Scientists announ-

ced that our meeting was so noisy that it was

ruining the recital being given by the singer Ger-
maine Heine-Wagner in the adjacent (and half-
empty) hall. The excited audience was compelled
to go home.

That meeting was one of the significant events
in the social life of Leningrad in those days, and
people remembered it for long to come. Such
events were characteristic of the Thaw in the
early 1960s. They gave the illusion of relatively
free discussion and imbued us with all kinds of
hope for the future. | must confess that even now
| do feel rather proud of my contribution to that

AENUPOBAHUA TBOPYECKUX NPOUECCOB >XWBONWU-
cn’’ coctoanca 17 ausapAa 1963 roaa 8 Ay6o-
Bom 3ane [loma YueHbix Akagemun Hayk, B TOp-
YKECTBEHHOM W NbIWHOM CTapUHHOM ABOpUE PA-
Aom ¢ Apmutaxkem Ha [1BOpUOBON HaBepexHOW.
Bbino Beinyweno 300 npurnacutenbHbix Gune-
TOB, 3an 661N NnepenonHeH. CobpaHne OTKPbLINOCH
BbICTYNNEHWEM Nuaepa CTPYKTypanucTcKoro
asmxeHnA Bauecnasa Bcesonoposuua MBaHoBa,
cneunanbHO nNpubbiBwero anA 3toro u3 Mock-
Bbl. 3aTemM 6bIN MOW AOKNaa, ANUBLWNNACA MUHYT
copokK. Kak TOnNbKO A 3aKOHYWN, Havanucb npe-
HWA, cTONb BypHbIE U TEMNEPAaMEHTHbIE, Y4TO UX
npeKpaTunu uyepes AECATe MWUHYT: Npuwen aun-
pekTop Aloma YueHbix U 06BABUN, 4TO Hawe cO-
6paHne CBOMM WYMOM CpbiBaeT KOHUEPT Nesu-
ubl XepmeHbl [enine-BarHep, npoucxoaunswnin
B coceaHem (nonynyctom) 3zane. CnopuTs c an-
PEKTOPOM HUKTO He cTan. Bo3byxxaeHHan ny6-
nuKa BbIHYXAEHa Gbina pasonTuch NO AOMaMm.

3707 Beuep 6biN OAHUM U3 3HAYMTENbHbLIX CO-
6bITUA B TOrpawHen o6WECTBEHHON U3HWU [le-
HWHrpana, ero Hagonro 3anomHunu. Noao6Hble
cobbiTUA 6bINKU xapakTepHbl a4NA ‘oTTenenn’’ Ha-
yana wecTnaecATbix rogos. OHu cosgaBanu un-
N031I0 BO3MOXXHOCTU OTHOCMTENLHO CBOBOAHOMN
AWCKYCCUW N BHYLWANM HaM BCAYECKMWE HAaaeXAabl
Ha 6yayuwee. MpusHalocb, A U cervac NCNbITbIBatO
HEKOTOPYI0 FOPAOCTbL FPaXAaHCKOro OTTeHKa NO
noBOAYy CBOEro y4acTMA B TOM Beuepe — A cae-
nan poknaa, NpeacTaBnABWWIA cO60M Teopuw
abCTPaK THOW »XMBONUCK, Yepe3 NONTopa MecAua
nocne ,,xpyweBckoro norpoma’” B MaHexe, B
CTONb 3amevaTensHOM mecTe, Kak Jlom YueHbix
BnocneactBun opraHu3osbiBaTh Takue BbiCTyN-
neHWA cTaHoBunocs Bce TpyaHee. KoHuunach
xpywesckaa ‘‘ottenens’’. Mpuweawnn Ha cme-
HY PeXuM npeanouyen KOHTPONWMPOBaTb Haww
ManeHbKne MHTENNUreHTCKue pagocTu ¢ 6onb-
wen, yem npexae, 6AMTENBHOCTLIO U KECTOKO-
cTolo. (3ckanaumA 3TOro KOHTPONA M BbiAABUNA
MHOTMX M3 Hac, B KOHUE KOHUOB, B 3MWrpaumio) .

Tot Beuep B lome YueHbix He cTan Hayanom

event — | gave a paper presenting a theory of
abstract painting just six weeks after the Krush-
chev pogrom at the Manége, and | gave it in no
less a place than the House of Scientists at the
Palace Embankment. Subsequently, it became
harder and harder to organize things of that kind.
The Krushchev Thaw came to an end. The new
regime preferred to control our little intellectual
joys with a vigilance and harshness even greater
than before. (Ultimately, the escalation of this
control squeezed many of us outinto emigration).

That evening organized in the House of Scien-
tists did not become the beginning of something
essential in socia life as we then dared to hope.
It proved to be just one of the isolated actions
which had no immediate extension beyond the
individual lives of the organizers themselves.
Still, this evening did play a great role in my own
life and, above all, in my attitude towards art and
art theory.

At some point during the 40 minutes when |
was giving my paper, something curious happen-
ed to me — | completely lost interest in my sub-
ject. 1 knew my text very well;lspoke resonantly,
smoothly and, it would seem, persuasively. But
as | was speaking, part of my consciousness
seemed to listen from the side and to fall into
reflection. And at some point during all this,
it occured to me (not the "1 who was going on
with the paper, but the | who was listening and
contemplating) that this outwardly interesting
play of ideas did not really have very much to do
with art itself.

Marcel Proust came to the rescue. | suddenly
remembered the passage in his A la Recherche du
Temps Perdu where, after arriving at his aunt’s
place, he is drinking tea with some kind of special
homemade bisquits. Suddenly, the smell of these
bisquits evokes a recollection of an event in the
past. There then comes an avalanche of associa-
tions, a long ""passage’’ of about 200 pages, at the
end of which we again return with the hero back
to the table with the tea and bisquits. | began to
think that perhaps the real effect of art is based
on such avalanches of associations. For each
human being such associations are uniquely in-

4ero-nn60  CcywecTBeHHOro B o06wecTBeHHON
KW3HW, KaK Mbl Toraa cnabo HageAnucs. OH
OKa3ancA OAHUM W3 eANHWYHLIX AENCTBUA, He
MMEBWNX HENOCPEACTBEHHOrOo NPOAOMKEHNA 3a
npeaenamn NUYHOroO CyLECTBOBAHWA CaMUX He-
MHOrux yctpoutenei. 3ato B MOEW >XWU3HU, W
npexkae BCEro B MOEM OTHOWEHUN K UCKYCCTBY
W UCKYCCTBOBEAEHWIO, ITOT BEYEP Cbirpan OveHb
60nbWY0 pons.

Fne-To nocpeanHe Tex cOpoKa MUHYT, B Npo-
AOMKEHNE KOTOpPbIX A NPOU3HOCUN CBOW [O-
Knag, co MHOW Npou3owno NbonbITHoe cobbi-
TUe: A HauncTo NoTepAn uHTepec K Teme. [o-
Knap cBOW A 3Han XOpPOWO, roBOpPUN 3BOHKO,
HENpPepbLIBHO WU, KaxeTcA, AOBONbLHO y6eanTens-
HO. MMpu 3TOM, BO BpeMA rOBOPEHWA KaKaA-To
4acTb MOEro CO3HaHWA Kak 6bl Cnywana aoknaa
CO CTOPOHbI W pa3mbiwnAna. B kakon-to mo-
MeHT MHe (He ToMy "'A’’, KOTOPbLIN NPOAOMKan
[oKnaa, a ToMy, KTO cAywan v pa3mbiwnan)
npUwWwnNa MbiCNb, YTO BCA 3Ta BHEWHE KpacwusaA
urpa umaen umeeT, B CyWHOCTU, O4YeHb Manoe
OTHOWEHNE K CAMOMY UCKYCCTBY.

Momor mHe Mapcens MpycTt. A BHesanHo
BCNOMHUN TO MecTo u3 ero "B nouckax yTpa-
YEHHOro BpemeHW'', rae OH, NpuexaB K cBoOewn
TeTKe, NbET Yah C KAaKUM-TO OCO6eHHbIM A0-
MawHUM neyeHsem. BHesanHo 3anax 3Toro ne-
4eHbA BbI3bIBAET Yy HEro BOCNOMMWHAHWE O CO-
6biTUM  npownoro. CneayeT naBuHa accouwa-
uMn, NPoOAOMKMTENbHLIM ‘'Maccax’’ cTpaHuu Ha
ABECTU, B KOHUE KOTOPOro Mbi BMECTE C repoem
BO3BpAWAEMCA CHOBa K CTONy C NeyeHsem. A n
noayman, 470, BO3MO>HO, BO3AeNCTBUE WUCKYC-
CTBa CyWwecTBEHHO ONWPAeTCA Ha TaKoro poaa
naBWHbLI accounaunn — OHW BeAb HENOBTOPUMO
MHAWBUAYaNbHbLI ANA KaXAO0ro YenoBeKa U aaxe,
6bITb MOXET, ANA KaXAOro OTAENbHOro COCTOA-
HWA Kaxaoro 4enoBeKa — W ecnu Tak, TO OYeHb
Mano 4To B 3TOM BO34ENCTBUN UCKYCCTBA MO-
*eT 6bITb NPOaHaNU3NPOBaHO.

Cpean 3puTenen AOBONBHO WWPOKO pacnpo-
CTpaHeHo yb6exxaeHue, 4yTo KapTUHY WAn nHoe
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dividual, and perhaps they are so even for his
every particular condition. If this is true, then
very little of the essential artistic effect can be
analyzed.

Many people who look at pictures believe that
a picture or other work of art can be ""explained”.
But what is meant under ""explanation’’? A truly
adequate explanation should take the form of a
text “equal’’ to the picture. But if such a textis
possible, then this means that the picture con-
tains nothing ""untranslatable’”, nothing that is
inherent to the painting itself. So who would care
to explain such a picture? Obviously, it would
have no value as a work of painting.

In principle, the essential, painterly content of
the picture cannot be expressed by any other
means. This real content of the picture, its core,
will remain untranslatable and intact after all the
rational encasements have been removed; it is
this that embodies the value of the painting, its
specificity and uniqueness.

What is individual or unique cannot be the ob-
ject of scientific investigation — by its very natu-
re. At any structural level of the universe, scien-
tific thought studies only the characteristics that
are common to certain selected classes of objects.

After my paper at the House of Scientists |
abandoned for many years my attempts to com-
prehend the processes whereby a painting is
created and perceived. | felt that these attempts
had certainly not been disproved, but that, po-
tentially, they were fruitless and not really ne-
cessary. Why all these models, these logical
constructs, when one is concerned with such a
non-verbal subject as painting?

Now, many years later, | find the answer to
this question to be quite clear. Obviously, we all
— artists and viewers, all those who participate in
painting — still wish to communicate, to talk
about it. And to do so, we need language, we
need logical models and frameworks so as to im-
part a more definite meaning to our statements.

This article is an attempt to bring together a
few concepts that have occupied my thoughts
ever since | began to paint.

Npon3BeaeHNe UCKYCCTBA MOXHO 'OBBACHUTL' .
AmeeT cMbiCcn NONBITATLCA BbIACHUTL, YTO UMe-
etcA B Buay. O6BACHEHWE, BUAUMO, AOMNKHO
npeacTaBnATe COG0M HEKOTOPbLIN TEKCT, agek-
BaTHbI KapTuHe. HO ecnu Takow TeKcT BO3MO-
KEH — 3HAuYMT, AaHHAA KapTUHAa HEe COAEePXWUT
HW4Yero ''HenepeBOAMMOro’’, NPUCYLLEro UCKN-
YATENBHO XUBONUCU. TaKyl KapTUHY HUKOMY W
He 3ax04eTcA OOBACHATL, NOTOMY YTO OHa, Oue-
BUAHO, HE NPEACTaBNAET HUKAKOW UEHHOCTU KaK
npoun3sseaeHne XMBoONucK.

CywecTBEHHOE, XUBONUCHOE COAepXKaHne Kap-
TUHbI B NpUHUMNE HE MOXeT 6biTb BbiPaXKEHO
HUKAaKUMMN WUHbIMW cpeacTBamn. 3To copepa-
TenbHOe AAPO KapTUHbLI, OCTalLWeecA Henepeso-
AWMbIM NOCNE CHATUA BCEX PaunOHanbHbix 060-
noyeK, 1 BONNOWAET UEHHOCTb KapTUHbI, ee cne-
UNDUIHOCTL U YHUKANbHOCTS.

WHauBnayanbHoe, yHWKanbHoe NO camown
CBOEN CYTW He MOXeT ABAATLCA O6BEKTOM Hayy-
HOro nosHaHuA. Ha nw6om cTpyKTypHOM ypoB-
HEe MWPO3AaHWA HayyHOe MbiluNneHne wusyvaer
NUWb xapaKTepucTuku, obwme AnNA BblAeneH-
HbIX KnaccoB o6bvekTOB. [Mocne goknaga 8 flome
YueHbiXx A HaAAONro OCTaBUN CBOW NOMNbITKW
OCMbICNEHUA NPOUECCOB CO3AaHWA WU BOCNPUA-
TUA XWBONUCK. 3TU NONbLITKW NPEeACTaBNANUCHL
MHE XOTb U HUWYEM He ONPOBEPrHYTbIMU, HO NO-
TeHunansHo 6ecnNNoAHbIMU U HE O4YEeHb HYXKHbI-
mun. 3aueM Mopenu, Norudeckue NOCTPOEHWA,
KOraa pevyb NAeT O TaKOM HecnoBecHOM npeame-
Te, KaK >XMBONUCL?

Cettuac, yepe3 MHOro net, OTBeT HAa 3TOT BO-
NPOC KaXeTCA MHE ACHbIM — O4YEBUAHO, YTO Mbl,
XYAOXKHUKN N 3pUTENN, y4aCTHUKWU >KUBONUCK,
XOTUM BCe e pa3rosapusaTtb Npo Hee. AnA 3To-
rO Ham HYXEeH A3bIK, N HYXHbl NOrUYECKne Mo-
Aenn-pamkKn, 4To6bi NONBLITATLCA NpuUaaTe 6Gonee
onpeaeneHHbIn CMbICN CBOMM BbICKa3biBaHUAM.

AaHHaA paboTa npeacTtaBnAeT cO60W NONbITKY
cobpaTh B HEKOE eanHCTBO pAA KOHUeNuwuh, Hag
KOTOPbIMW A Pa3MbIWANAN C TOr0 BPeMeHn, Kak
cTan 3aHUMaTbLCA KUBONUCHIO.



THE PROCESS WHEREBY PAINTING ISPERCEIVED

Many people in Russia still think that abstract
art is very popular in the West and that it enjoys
wide support. As soon as | arrived here | realized,
in some amazement, that this was not the case.
Maybe there was such a time in the 1960s, but
it's already history. Some galleries, of course,
display abstract paintings. But gallery owners
tend to think that abstract art has run its course.
| hope that they are mistaken. | believe that ab-
stract art is much more than just one of the epi-
sodes in the art history, that it constitutes a fun-
damental core of every kind of art.

Many people say that they don’t understand
abstract painting. | feel that abstract painting is
the most basic kind of painting since it has assi-
milated in itself only that which is germane to
painting as such in distinction from other arts.
If this is true, then it should mean that people
who, in general, do not appreciate abstract paint-
ing, do not also appreciate any kind of painting
as such — it may happen that when they do en-
joy a work of painting, they are perceiving in it
literary elements but not the painting itself.

Is it possible to have taught someone to per-
ceive a work of art? The answer is yes and no —
in the sense in which it is possible/impossible to
have taught someone to create a work of art. One
can help a person acquire a background in general
culture and in particular branches of learning;
one can provide examples of art being perceived
by asking people to share their experiences, i.e.
people who are known to be good at this. One
can point to the position of this or that artistin
art history, or to the place of this or that parti-

NPOUECC BOCNPUATUA XNBONUCHK

B Poccun a0 cux nNop cunTaoT, 4TO abCeTpakT-
HOE WCKYCCTBO OueHb NONYNAPHO Ha 3anaae v
nonb3yeTcA WWUPOKOW noaaepxkown. Cpasy xe
no Bble3ae A yBUAEN, C HEMANbIM YAUBNEHUEM,
4YTO 3TO coBcemM He Tak. BepoAaTHO, 6bin Takown
nepvuoa B WeECTUAECATLIE FOAbI; OH AABHO NPO-
wen. HemHorue ranepev ewe BbICTaBNAOT ab-
CTpakTHble KapTuHbl. Cpean ranepvctos roc-
noacTBYeT MHeHue, 4TO0 abCTPakuMoHU3M OT-
*uUn cBOW Bek. A HaaeCb U BEPHO, 4TO 3TO MHe-
Hue owmnbouHo.

MHorve ntoau roBOpAT, YTO HE NOHUMAIOT a6-
CTpakTHOW xusonucu. [lNnA mMeHA OHa — Haub6o-
nee 0606WEHHLIV BMA XUBONUCK, BbIAGNUBLINK
B ce6A BCE TO M TONLKO TO, 4TO NPUCYLLE XUBO-
nMCU Kak TakoBOW, B OTAUYME OT APYrux wuc-
KyccTe. Ecnu 310 BepHO, TO nonyvaetcA, 4To
noan, KOTOpbIE AEACTBUTENLHO HE NOHUMAKOT
(He BOCNPUHWUMAOT) aBCTPaKTHOW XUBONUCK —
BeCbMa BEPOATHO, HE NOHUMAOT W HUKAKOW Apy-
roi. B Tex cnyyaAx, KOrpa oHu nony4awT pa-
[OCTb OT NPOU3BEAEHUN >KUBONUCU — OHWU, BO3-
MO>HO, BOCNPUHUMAIOT NUTEPaATYPHbIE U aApyrue
3NEMEHTbI KapTUH, HO HE CaMy >KUBONUCH.

Bo3moxxHO nu, BOO6WE rOBOPA, HAy4UTh KOro-
nMBo BOCNPUHUMATL NPOM3BEAEHUA UCKYCCTBa?
N pa, n HeT — B TOM ke CMbICNe, B KAKOM MOX-
HO/Henb3A HayuuTb co3aasBats ux. MoxHO no-
MOYb 4EenoBeKy nNONyunTb OBWEKYNbTYPHYIO
nOAroTOBKY W CNEunanbHble 3HAHUA; MOXHO
AaTb NpUMeEpbl BOCNPUATUA MUCKycCcTBa 0CO60
TanaHTNMBLIMWU B 3TOM Aene NAbMU, CyMeB-

cular work in the artist’s creative life. All this can
be extremely useful. But however great the
quantity and quality of this kind of information,
it will still remain too external, generalized,
abstracted vis-a-vis the act of perceiving the work
of art, which is both concrete and personal,
unique and intimate — and, above all, creative.

The creative act of perceiving art is founded
upon the love or self-identification of the person
with the work of art, and, thereby, with the
artist; this kind of human interaction, authentic
communication, is the aim of art. But what is the
meaning of the fact that some people who ap-
prehend one kind of art apparently cannot
apprehend another kind? Isn’t the essence of all
the arts, profound or elevated, the same? | feel
that there are certain barriers, stereotypes of
thinking that hinder people, and | believe that
helping people to remove these barriers is the
true aim of art scholarship.

One such stereotype is the conventional notion
on the two-dimensional ““nature’’ of the art of
painting. In a trivial sense, this is true — a picture
is painted on a plane, in contrast to three-dimen-
sional sculpture, or music which is one-dimen-
sional being extended through time. What is mis-
taken here is the underlying assumption that, e.g.,
perceiving music is essentially different from per-
ceiving painting because of different "“dimensio-
nalities’”” of the works of these arts. But what-
ever we perceive, our perception, by its very na-
ture, takes place in time only — signal by signal,
successively and, therefore, one-dimensionally.
Consequently, one way to understand abstract
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WWMK  paccka3aTb O CBOWX NEPEXKUBAHUAX;
MOXHO YKa3aTb Ha MECTO A@HHOTO XYAOXHUKa B
MCTOPUN UCKYCCTB, U HA MECTO AAHHOro NPown3-
BEAEHUA B TBOPYECKOW >XWU3HW XYAOXKHUKA; W
Tak panee. Bce 310 MOXeT NOMOuYL U BbITb Ypes-
BblyaWHO nonesHbiM. Ho KakoBbl Hbl HU GbiNn
Ka4ecTBO U 06bvemM Takoro poaa uHdbopmaumm —
OHa oOcTaHeTcA O606WEHHON, OTBNEYEHHOW W
BHEWHEN NO OTHOLWEHMUIO K aKTy BOCNPUATUA UC-
KYCCTBAa — KOHKPETHOMY U NUYHOCTHOMY, YHU-
KanbHOMY W WHTUMHOMY, W nNpexae BCero —
TBOPYECKOMY.

TBopueckunit akT BOCNIPUATUA UCKYCCTBA OCHO-
BaH Ha n6BM — camounaeH TuduKaumm socnpum-
HUMaAIOWEro ¢ NPoOM3BEAEHWEM W Yepe3 Hero C
XYAO>KHUKOM — TakKoOro poaa B3aumoapencTsewue,
NOANUHHAA KOMMYHUKAUWA, U ABNAETCA UENbio
nckyccTBa. Ho 4TO e 3TO 3HaUUT — 4TO noawn,
BOCNPUHUMaAOWME OAHO UCKYCCTBO, He BOCNpU-
HuUMmawT apyroro? He eanna nu, B cBoen rny6u-
HEe W Ha BepwwuHe, NpUpoaa Bcex uckyccte? A
AYMalo, CyWwecTBYOT mewatowme noaAm 6apoe-
pbl, CTEPEOTUNLI MbIWNEHUA; YCTPaHeHue ux, A
Bepto, U nNpeacTtaBnAeT co60W 3aBETHYIO Uenb Ha-
yKkun 06 uckyccrse.

OanH 13 TakuMx CTepeoTUNOB — NPUBbLIYHOE
yTBepxxaeHne O AByMepHOW '‘npupoae’’ »xuBoO-
nucn. OHO BepHO B TPUBMANLHOM CMbICne, B
TOM, 4TO KapTWHA cAenaHa M3 NNOCKOCTH, B OT-
nuune OT OAHOMEPHOW, Pa3BepHYTOW TONbKO BO
BpemMeHn My3biku. HeBepHOCTbL 3akniwouaeTcA B8
MMEIOWEMCA B BUAY NPUHUMNNANBHOM OTANYUN

CmeHa TOYeK ¢huKcayuu npu paccmMaTpueaHuu
kapruHbl (no Apbycy) .

N3 kHueu:

B.4.Mesep u N.N.LyxkepmaH
NHOOPMALUNA N 3PEHUNE
u3d. Axkademuu Hayx CCCP
M.-11., 1961, cTp. 115.

Eye movement while
(after Yarbus).

looking at the painting



painting is via music, for this is the most abstract
of the arts which does not in any direct way rely
upon depiction of any external realities — yet
music is perceived by many people.

Visual perception, too, occurs only one-dimen-
sionally, in time, and in a discrete fashion. The
attention of the viewer is fixed on a specific
point and then quickly shifts to another. This
was proven by experiments in the context of
the perception of painting (Yarbus, 1956; Gleser
and Zuckerman, 1961).

During the process of looking, the eye makes
spasmodic movements from one fixed point to
the next (Woodworth, 1938; Westheimer, 1954).
These are actually the movements of both eyes
coordinated with great precision. The angular
velocity of these movements is very fast (up to
4009 per second). Thanks to this, only about 3%
of the viewing time is spent on movements, and
for the remaining 97% of the time the eye is
fixed. It is of interest to note that during these
spasmodic movements the eye does not see any-
thing (Ditchburn, 1956), which is beneficial since
it avoids blurring of the image. Visual perception
occurs only during the pauses of fixation, the du-
ration of which is anything from 0.05 to 2.0 se-
conds; on average, the range is from 0.2 to 0.5
seconds (Barlow, 1952).

Figure 2 (from Yarbus, 1956) shows the suc-
cessive shifts of the eye fixation points while a
picture was being looked at — this is a simple
landscape with the line of the horizon and the
verticals of the trees. The density of fixation
points is less where there are few details, but in-
creases sharply where there are contrasts, changes
and transitions. As a result, the sequential eye
movements, in effect, reproduce all the basic,
constructive elements of the picture’s composi-
tion. One might note that the distribution of the
points of fixation emphasizes the significance of
those elements that are expressed more clearly
(the tree trunks), as well as of those that are not
expressed very clearly but play an important
semantic role in the way the integral image is
formed (the line of the horizon).

The adequately perceived work of art becomes

BOCMNPUATUA XKNBONUCK OT BOCNPUATUA MY3bIKK.
B cuny camoih npupoabl Hawero BOCNPUATUA
4yero 6bl TO HU 6bINO, OHO NPOUCXOANT TONLKO
B0 BpPEMEHN — CUrHan 3a CUrHanom, Nocnegosa-
TenLHO, U TeM camMbiM — oaHOMepHO. Mo3Tomy
OAVH M3 NyTen K NOHUMAHWUIO aBCTPAKTHON K-
BONUCU — 3TO ONOPa HAa My3biKY, abcTpakTHen-
wee U3 UCKYCCTB, He OonupawweecA Ha n3obpa-
KeHWe KaKux-nnbo BHEWHWX peanbHOCTEN W,
TEM He MeHee, BOCNPUHUMAEMOE MHOrMMM
noaLMu.

3puTensHOe BOCNPUATME NPOMCXOANT TONLKO
0AHOMEPHO, BO BPEMEHWU, N AUCKPETHO — BHW-
maHve UKcUpyeTcA B ONpeaeneHHOW TOuKe W
3aTemM O4eHb 6bICTPO NepemMewaeTcA Ha Apyrylo.
370 6bLINO AOKA3aHO 3KCNEPUMEHTANbLHO U ANA
BocnpuATUA xusonucu (Apbyc, 1956; Mnesep n
UykepmaH, 1961) .

B npouecce paccmMaTpuBaHWA rnas Nnpou3soanT
CKauyKkoo6pa3Hble ABWKEHWA OT OAHON TOYKWU
ukcaumm k apyron (Woodworth, 1938; West-
heimer, 1954). 3Tn ckauyku NpeacTaBNAT CO-
60 KOOPANHWPOBAHHbLIE C 6ONLLIOW TOYHOCTLIO
ABWXEHUA 060ux rna3. YrnosaA CKOPOCTb 3TUX
ABWXeHUH oueHb Bennka (a0 4000 B cekyHay) ;
6narogapA 3TOMY Ha ABWXEHWA 3aTpayusaeTcA
8 cpeaHem Bcero okono 3% BpemeHn paccmart-
puBaHuAa, a ocrtansHblie 97% BpemeHn B3rnaa
dukcuposaH. UHTepecHO, 4TO BO BpeMA CKau-
KOB rnas Huuero He euauT (Ditchburn, 1956),
4TO NONEe3HO, TaK KaK WUCKN4YaeT cMasbliBaHue
n3o6pakeHnin. 3puTtensHoe BOCNPUATUE NPOUC-
XOAUT TONbKO BO BpeMA (DMKCAUUOHHbLIX Nay3,
ANUTENbHOCTbL KOTOPbIX BapbupyeT oT 0,05 cek
ao 2,0 cek, HaxOAACL B CpeaHEM B Npeaenax oT
0,2 cex no 0,5 cex (Barlow, 1952) .

Ha ¢dur. 2 (no Apbycy, 1956) nokaszaHa cmeHa
ToueKk ukcauum B3rnAAa Npu paccMaTpusaHuu
KapTUHLI — NPOCTOro Nensa>ka C NUHWEeN ropu-
30HTa U BepTMKanNAMKU aepesbes. MNOTHOCTL TO-
yek uKcauum mana Tam, rge Mano aetanew, n
PE3KO YBENUYMBAETCA B y4aCTKax KOHTPAcTos,
n3meHeHWn, nepexoanos. B pesynsTate nocneao-

a meaningful part of the spiritual life of the per-
son. The complex process of perceiving a painting
includes repeated acts of visual and mental
viewing, plus various associations, experiences,
reinterpretations, etc. In this text, we merely
try to trace just how the isolated act of viewing
is taking place.

From the adduced experimental data it follows
that the act of viewing consists of a large number
of successive ““elementary steps’’; each of these
includes a relatively long fixation on a specific
point and then a rapid transference to the next
point of fixation. The direction of the transfe-
rence is determined by the compositional ele-
ments of the picture.

How is the occurence of each individual eye
transference determined? Evidently, by the dif-
ference between what is expected of the percep-
tion at each elementary step of the process and
what it actually provides — just like the electric
current is brought to life by the difference in
electric potentials at each end of the wire.

The meaningful perception is confined between
the limits of triviality (when the difference bet-
ween the expected and real is too small) and
absurdity (when the difference is too big, so that
the continuity of perception is destroyed). These
limits, of course, vary for different viewers —
what is senseless for one person, can be sensible
and of great value for another, for him who has
the context imparting meaning at his disposal.
One aim of art scholarship can be defined as
trying to expand the actual range of adequate
perception. This can be achieved by enhancing
the viewer’s ability to differentiate what is being
perceived, and by including new means of expres-
sion, i.e., by expanding the range of what can be
expected in perceiving art. Artists create new
meanings and give meanings to things that were
formerly regarded as devoid of sense. The
viewer’s personal, existential experience of per-
ceiving a particular work of art is, however, the
only acceptable evidence of “meaning” (in the
extreme case, the artist himself may be the only
""adequate’’ viewer).

What is important for us in this description of

BaTenbHble ABUXEHWA B3rnAaa aKkTUyecKn Boc-
NPOU3BOAAT BCE OCHOBHbLIE KOHCTPYKTUBHbIE
3NemMeHTbl KOMNO3WUMKM KapTuHbl. Pacnpeaene-
HWe TouyeK UKcauum noAYepKWUBaeT 3HauyeHue
Hanbonee APKO BbIPaXKEHHbIX 3NemMeHToB (cTBO-
Nbl AepeBbeB) , @ Takke Tex, KOTOpble Bbipaxe-
Hbl cnabee, HO UrpPalOT CYUECTBEHHYIO CMbICNO-
BYl0 ponb 8 hOpMUpPOBaHuUM o6pa3a (nuHuA ro-
pu30HTa) .

MoannHHO-BOCNPUHATOE NPOM3BEAEHME UCKYC-
CTBa CTAHOBWTCA 3HAYUMOW YACTbIO AYyXOBHOMN
XWU3HU NuuHOCTU. CnoXHbIA Npouecc BOcnpuA-
TUA KapTUHbLI BKNIOYAET HEOAHOKPATHLIE aKTbl
peanbHOro 14 MbICNEHHOro paccmMaTpuBaHuAa,
nnoc pasHoo6pa3sHble accoumaunun, nepexxusa-
HWA, NEPEOCMbICNEHNA, U Tak aanee. B aTom Tek-
CTe Mbl NUWL NbITAEMCA NPOCNEAWTb, KaK Npo-
VNCXOANT eANHUYHBLIN aKT PacCMaTPUBaHUA Kap-
TUHbI 3pUTENeMm.

W3 npuseneHHbIX 3KCNEPUMEHTANbLHLIX AaH-
HbIX CneayeT, YTO aKT PacCMaTPUBAHUA COCTOUT
13 60NbLWOro Ynucna NOCNea0BaTeNbHbLIX 3NEeMEeH-
TapHbIX WAaros, KaXxAabi U3 KOTOPbLIX BKNOYaeT
OTHOCMTENbHO ANUTENLHYH (GUKcauuio B3rnAaa
B ONpeaeneHHOM TOYKe n 3aTeM — 6bICTpOe nepe-
MeluleHue B3rnAaa B CNeaylowylo TOuKy hukca-
umn. Hanpasnexwne nepemeweHu onpeanenAeTca
KOMMNO3MUNOHHBLIMMU 3NEMEHTAMWN KapTWHbI.

Yem e onpepennetcA cam aKT Kaxaoro oT-
AenLHOro nepemeweHnAa B3rnAga? Mo-snanmo-
MY — pasnuuymem Mexay O>KUAAEMbIM U PeanbHO
NOABNAIOWMUMCA BOCNPUATUEM NPU KaXKAOM Lua-
re npouecca — NoAo6HO TOMy, KakK aneKTpuuec-
KW TOK (aBU>KEHWE 3NeKTPOHOB BAONL NPOBO-
A0B) BbI3LIBAETCA PA3HOCTLIO NOTEHUWANOB Ha
KOHUAX 3NeKTPUYECKONn uenu.

B npuseaeHHOM onucaHum npouecca paccmart-
PUBaHWA ANA Hac OCOBEHHO BaXHO TO, YTO NpPO-
NCXoanT aencTBUTENbHOE, (U3NYECKOe ABUKe-
HUWe B3rnNAAa, HanNpPaBNAEMoOe KOMNO3UUMOHHbI-
MW 3NeMeHTaMu KapTUHbI — CNeaoBaTenbHO, 3TO
ABUXEHNE MOXET 6bITb Pa3HOKAYECTBEHHbLIM,
PUTMUYECKUM, COAEPXATeNbHbIM — NOAOGHbLIM

A. Bunvkoeseykul:
N3 yuxkna ,,Ab6cTpaKTHbIe uKoHbI”, 1982
xoncrt, macno

Y.Vinkovetsky:
From the series “Abstract Icons’’, 1982
oil on canvas



I". Mbomoe: A6cTpakTHaa Komno3uyuA, 1970
6ymaza, akeapesb, TyWs, KapaHoaw
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G. Gromov: Composition Abstract, 1970
watercolour, indian ink, pencil on paper

33x 33

Bo3moxrHo, HaumeHee uzeecTHOU u u3y4yeHHoOU obna-
CTbl0 HEOPUYUANbHO20 UCKYCCT8a ABNAETCA abCTPaKT-
HaA Xu8onuck, HAYUHaA ¢ No30He20 A. PodyeHko, ceou-
Mu axkeapenamu npedsocxutuswezo [lonnoka, KOHYaA
MHO2uUMU, Pabo TarWUuMU 8 0OUHOYKY Unu Hebonswumu
2pynnamu, XyO0XHUKaMUu NOcneoHux 0ecaTunerud.

AGCTpaKTHaA MueoNUCh — Yy8CTBEHHAA, UHOUBUOya-
JIUCTUYHEA, CTOAWAA NO C8OEMYy XapaKTepy 6nuxe K
My3bIKE, YeM K NIUTEPATYPE, — NOTHOCTbIO NPOTUBONO-
NIOX(Ha TeM NPUHYUNamM, KOTOPbIE COUPEanu3m NnPedsAs-
NIAET K u306pasutensHOMy ucKyccrey: bbiTe 0b6wedo-
CTYNHOU, C YETKUM CIOXETOM, Ha2l1IAOHO-NOHATHOU a2u-
rayued. XapakTepHO, YTO OOHa U3 NEpP8sIX NPonazaH-
oucTcKux 6powop, 8bINyWeHHbIX Nap TUlHLIMU UOEOSIO-
2amu nocne noceweHua Manexwa Xpyweesim e 1962 2.,
Hassleanacs ,,A6CTPaKUOHU3M — 27138 HaA ONACHOCTL".

Ha 3T0l cTpaHuye Mol 80CNPOU3800UM 00HY U3 paboT
mockoeck020 xyodoxHuxa puzopua Mpomosa.

Perhaps the least known or studied area of unofficial
art is abstract painting, beginning with the later
Rodchenko, whose water-colours anticipated Pollock,
andending with many painters of recent decades working
in isolation or in small groups.

Abstract painting, sensual, individualistic and closer in
character to music than to literature, is totally opposed
to the principles that socialist realism requires of fine
art: that it should be accessible to all, have a clear-cut
subject and that it should be visually comprehensible
propaganda.

It is typical that one of the first propaganda pamphlets
put out by party ideologists after Khrushchev’s visit to
the Manezh art exhibition in 1962 was entitled
“Abstractionism — the Main Danger”.

On this page we have reproduced an abstract work by
the Moscow artist Grigory Gromov.



A. Bunbkoseyxkud: .
W3 yuxna ,,A6CTPaKTHbIE UKOHbI
1982

XO0/sCT, Macrno

Y.Vinkovetsky:

From the series “Abstract Icons”
1982

oil on canvas

the viewing process is that the actual, physical
movement of the eye is occuring, and that it is
guided by the compositional elements of the pic-
ture. Therefore, this movement can vary in its
"qualities’’ — it can be rhythmical, it can have
diverse components, just like music or dance.
It follows that our ‘‘reliance on music’’ in trying
to interpret the process of perceiving a painting is
founded not on a superficial, auxiliary or purely
speculative analogy, but on a rather deep struc-
tural similarity between the respective processes.

As for the compositional elements that guide
the eye movements, these are primarily various
lines and the borders of the different color fields.
That is why the "qualities” of the lines play a
major role, particularly the lines’ directions,
bendings, joints and textures (smooth, serrated,
undulating, etc.) — each texture is matched by a
distinctive character of movement.

| feel that our intuitions of "'up’’ and '"down’’
in music and painting are very similar in their
nature, even though in music we are concerned
with frequency of tone, whereas in painting we
are concerned with the sensation of spatial orien-
tation determined by the direction of the force
of gravity. In any case, the movements of the eye
along the up and down lines are, psychologically,
drastically different — the former is associated
with the sensations of flight, the latter with
falling or sliding.

The eye moves along lines — it flys, slides, tra-
vels. And this path, this dance holds in store all
kinds of movements and pauses — secret meetings,
expected or sudden turns, various roads and
spaces for life. There is tempo. There is rhythm.
The same elements may sound differently if they
appear against varying backgrounds. There exist
genuine relationships among lines — their con-
frontations, meetings and separations, their love
affairs. Everything is full of meaning at this
juncture — how one line approaches the other,
whether it does so smoothly or acutely, how the
lines fuse, how completely they dissolve in each
other.

Entering a junction, where several lines conver-
ge, the eye is presented with a multiple choice —

My3bike unu TaHuy. Moatomy npeanaraeman
‘onopa Ha My3biKY'' OCHOBaHa He Ha NoBepx-
HOCTHOW BCNOMOraTeNnbHOW aHanorum, a Ha rny-
60KOM CTPYKTYPHOM NOAO6UKM Npoueccos BOC-
APUATUA MY3bIKWN U XXUBOMNUCHK.

KomnosnuunoHHbie anemeHTsl, ynpasnawowwue
ABWXEHMEM — 3TO B NepBYyIO0 ouepeab PasHoo6-
pasHble NUHWW, TPaHWubLl Pa3aenos MEeXAY pas-
NUYHLIMKU uBeTOoBbIMKM nonAamun. OTcloaa ACHO
6onbwoe 3HaueHne xapakTepa, '‘kauecTsa’’ nu-
HUI, X TEKCTYpbl — POBHOW, 3a3y6peHHOon, BON-
HWCTOW, HENPaBWNBLHON — KaKAOW TeKcType COo-
OTBETCTBYET U 0CO6bIN xapaKTep ABUIKEHWA.

MHe KaxeTCA, 4TO M UHTYuunn "‘'sepxa’’ n ""Hn-
33’ B My3bIKe W XUBONUCU WUMelT rnyboKo
CXOAHBLIN XxapaKTep, XOTA B MY3blKE Mbl UMEEM
AENO C 4acTOTOW TOHAa, @ B XUBOMUCU — C Oouwly-
weHneM NPOCTPaHCTBEHHOW OpueHTauuwn, onpe-
AenAeMOW HanpasneHnem cunbl TAXecTU. Bo
BCAKOM CNny4ae, ABWXEHWA B3rnAAa BAONb Nu-
HUN BBEPX W BHWU3 MNCUXONOrMYECKWU COBEPLUEH-
HO Pas3nNuuHbl: C NEPBbLIMU CBA3aHbI OWYUWEHWUA
B3neTa, CO BTOPbIMW — NAAEHWA WNW COCKaNb3bl-
BaHWA.

B3rnAa cneayeTt no nuHWAM, B3neTaer, CKOMb-
3UT, NyTewecTBYeT, B 3TOM NyTU-TaHUE emy
yrotoBaHbl BCE BWAbI ABWXEHWA W Nay3, TauH-
CTBEHHbIE BCTPE4YN, NOBOPOTHI, NYTU U NPOCTPAH-
cTBa AnA xu3uu. Ectb Temn, ecte putm. OgHn n
Te e 3anemMeHTbl, NOABNAACL HAa PAa3NUYHOM HO-
He, 38y4aT no-pasHomy. CyuwecTsByloT noanwuH-
HblE B3aUMOOTHOWEHNA MexXay NUHUAMUN, Ux
BCTpEYN W paccTaBaHuA, N60Bb NUHWA. 3aech
nMeeT 3HaYeHne BCe — KaK 0aHa NUHWA Npubnu-
KAeTCA K APYrow, NNasHO WNW NoA Yrnom, Ha-
CKOMbKO MONHO OHW CNWBAKTCA, B3aUWMHO pac-
TBOPAIOTCA OAHA B APYroOW.

Mpupa B8 y3en, rae BCTPE4AOTCA HECKONbLKO
NWHWA, B3rNAL NONy4aeT BO3MOXHOCTb MHOXe-
CTBEHHOro BbIGOpa — Kyaa HaNPaBUTLCA AaNb-
we. 37O CO3A3ET MHOXECTBO PAa3NUYHbLIX NOTEH-
uManbHbLIX TPaeKTOPUN, KaXAaA W3 KOTOPbIX
npeacrtasnAer cobon CaMOCTOARTENbHYK Menoan-

whither now? This context creates many poten-
tial trajectories, each of which constitutes a self-
contained melodic theme. Within the confines of
asingle picture, these themes resemble each other
and are unified by the general theme. This gene-
ral theme determines the main features, but not
the details, of all the particular melodic themes
of the picture.

While the eye moves along its selected trajec-
tory, the other trajectories are still present and
resound peripherally. Therefore, if a different
trajectory were selected, not only would the
melodic theme change, but also the entire reso-
nance. Probably, it is this that guarantees us the
possibility of looking at a painting over and over
again, and of seeing it as something very familiar
and yet different and new each time.

In this way the abstract painting is perceived
as a musical recording containing many varia-
tions and played by the viewer's eye differently
each time. External conditions (accessories and
lighting) change, as do the viewer’s physical and
spiritual conditions. The beginning of the process
may vary — the eye may start its voyage from
varidus points in the picture. But the main thing
is that this poly-variant recording contains a
multitude of ‘‘one-dimensional’” melodic and
rhythmical themes extended through time and
space. Each of these separate themes is individual
and distinctive, but at the same time all of them
are closely interlinked and harmonized. This
creates a virtually infinite number of possible
variations.

The themes can resound in various combina-
tions and successions, each time with a different
accompaniment, and with different speeds and
intensities. The picture comes to resemble both
a poly-variant musical recording and the instru-
ment playing it. |t seems that a unique organ
could even bring all the themes into a single re-
sonance, that both intensity and speed could
ascend to strange, hardly imaginable limits —
maybe Mozart had this kind of perception in
mind when he said that he could hear the entire
sound of his future composition all at once, as
if it were gathered into a single moment.

4ecKyl Temy — B Npeaenax OAHOW KapTuHbI,
OHW NOXOXXW APYr Ha Apyra, o6beanHeHbl o6wen
TemMoW, HO 3Ta obwanA Tema onpeaeneHa NUWb B
rNaBHbIX YepTax, B AETANAX e He MOXeT 6bITb
HUKaKUX NOBTOPEHWNA.

B 7O BpemMA kak B3rnAg ABMXETCA NO KaKoWn-
nn6o un3bpaHHOW TpaeKTOpuW, BCe OCTanbHble
npucyTcTeytoT/3syuat nepudepuueckn. Mosto-
MY Npu UHOW N36PaHHON TPAEKTOPUN MEHAETCA
He TONbKO MenoAuYEecKana Tema, HO W BCe 3Byua-
Hue. 3TUM-To U obecneunsaeTcA, HaBepHOE, BO3-
MOXHOCTb Pa3rnAAbIBaTbL KapTUHY CHOBA W CHO-
Ba, KaK 3HAKOMYIO U HOBYIO BCAKUA pas.

Takum ob6pa3zom, abcTpakTHaR KapTuHa BOC-
NPUHUMAETCA KaK MHOrOBapuaHTHaA My3blKans-
HaA 3anuch, NpoWrpbiBaemMan B3rNAAOM 3puTenA
BCAKWA pa3 nNo-HOBOMY. MEHAOTCA BHeEwHue
YCNOBWA, aHTypax, OcBeuweHHOCTb. MeHAeTcA
ur3nueckoe U AyXOBHOE COCTOAHWE 3pUTENA.
BapbupyeT Hawano npouecca — B3rnAa 3putena
MOXET HaumHaTb CBOW NyTb C PA3NUuYHbIX TOYEK
KapTuHbl. HO rnasHoe TO, 4TO MHOroBapwaHT-
HaA 3anucb COAEPXUT MHOXECTBO '‘oaHOMep-
HbIX'', pasBepHyTbIX BO BPEMEHU-NPOCTPAHCTBE,
MenoanYecKnx/puTMUUYECKUX TeM — OTAENbHbIX,
0co6bix, pa3HoO6pasHbIX, U B TO e BPeMA Tec-
HO B3aWMOCBR3aHHbLIX, FaPMOHU3UPOBAHHLIX.
370 co3pnaeT npakTUuecKn GecKOoHeYHOe Konuue-
CTBO BO3MOXHbIX Bapuauui.

TeMbl MOryT 3By4aTb B Pa3fiMuHbIX COMETAHNAX
W NocnepoBaTenbHOCTAX, KaXAbIW pa3 B pa3nuy-
HOM COMPOBOXAEHUN C Pa3HbLIMU CKOPOCTAMM
N nHTeHcuBHocTAMU. KapTuHa cTaHOBUTCA NOXO-
el 0AHOBPEMEHHO Ha MHOrOBapUaHTHOE MY3bl-
KanbHOe Npou3seAeHne N Ha MHCTPYMEHT, urpa-
IOWWA ero. YHUKanbHbIN OpraH MOXeT, BUANMO,
1 cobpaTb BCE TeMbl B eANHOE 3BYYaHWE, WUHTEH-
CUBHOCTb U CKOPOCTb MOTYT BO3pPacTu A0 CTPaH-
HbIX, €ABa MbICAUMbIX Npeaenos — BMAWMO, NO-
po6Hoe BocnpuATWe umen 8 Buay MouapTt, KO-
rAa roBopun, 4TO CAbLIWNT BCE 3ByYaHWe CBOEro
6yaywero Nnpon3seaeHnA cpasy, Kak 6bl CTAHY-
TbiIM B OANH MOMEHT.



I. KABAKOV
U.KABAKOB

Nozdrev and Plyushkin
HosapeB u MNnowkuH

Nozdrev and Plyushkin, two of the immortal characters of “Dead Souls”, still engage us by
their ability to regard themselves from different points of view, in the most different aspects.
Furthermore, for some reason what always emerges from this is not only curious but also impor-
tant, and, in the way that it has undoubtedly happened before, so the same will happen to them in
the future. I, at any rate, know of two ways of looking at them.

1. Nozdrev and Plyushkin as two immortal characters.

2. The pair as immortal types (social).

In the first case Nozdrev “ultimately, by his recklessness, impetuousness, muddle-headedness
and senseless energy, embodies madness and delirium. Plyushkin embodies miserliness, tight-
fistedness, senseless pettiness and — ultimately — the same delirium and madness.”’

From the point of view of social types, in Nozdrev and Plyushkin ““Gogol brilliantly depicted
typical provincial landowners having all the vices of the Russia of those days, which...”

Let us try to look at Nozdrev and Plyushkin in yet another aspect, no less arbitrary than the
others : specifically, in terms of the "‘type of consciousness .’

From this “point of view,” Nozdrev and Plyushkin are linked to one another as complementary
colours or as mutually opposed sides of one and the same “"type of consciousness .*

Let us name them. Nozdrev expresses in himself and embodies the “social”’ type of conscious-
ness.

This is a type of consciousness under which all things, events, relationships, among people, all
tempo and tone, in short, the entire meaning of life, in all its aspects, are imbued with a social,
public significance. It is not specifically the character of Nozdrev that is presented to us and that
functions in the poem, but a person principally gripped by a social, sociable ecstasy or state. It
is appropriate to insist that social consciousness (both in the poem and in our day-to-day life) is
not something abstract, speculative, consisting in the implementation of a certain quality and
quantity of particular rules of behaviour, of relationships whthin society, society and man, etc.
Instead it represents in reality a special raptness, in some sense a passion, a demon, which imbues
the whole of a man and simply burns up his entire life, his every moment on “the altar of public
life”” and “public service”’. Everyone knows this condition, almost insane in its despotism and
potentially violent enthusiasm, if not in himself, then in someone else when in the grip of a
public mission and temporarily or permanently in charge of a “public cause.” There are people
who never even depart from this state of agitation and artificially stimulated high spirits. From
school we know and fear the incomprehensible energy and sprightliness of Young Pioneer leaders,
cheerleaders of all kinds, organisers of evening entertainments and, after them — for the rest of
our lives — “’social spirits”, voluntary masters of ceremonies, expedition leaders, commanders of
halts during marches, instigators of birthday parties and celebrations at work, etc.

If one observes a person in this state, gripped by it, from afar, then one might at tirst glance
judge him to be terribly intoxicated, under the influence of a drug of some kind. He feels infinit-
ely free, liberated, happy, excited, but at the same time a little concerned as well, attentive in his
own way and even in some serise stubbornly suspicious. His suspicion and stubbornness are di-
rected at the following : all “’society’” must, in the mind of the “public figure,” be in a special
state, close to trance, which may be called “public.” From this moment each and every person,

Ho3dpee u lMnwwkuH — dsa b6eccmepTHbix 2epoA “‘MepTebix dyw’” — 0o cux nop 3adesaroT
Hac ceoeli cNocobHOCTbIO paccMaTpu8ars Ce6A ¢ Pa3HbIX TOYEK 3PEeHUA, NO CaMbIM Pa3HbIM ce-
4eHUAM, U 8Ce20a NOYEMY-TO NOJTYYaeTCA NPU ITOM HE TONIbKO M1H060NbITHOE, HO U 8aXHOE, U KaK
661110 37O, 8EPOATHO, G0 cux Nop, TaK u 8 Bydywem ¢ HUMuU npou3older To we camoe. MHe, no
KpalHeld Mepe, Uu38ECTHO TaK0e pPa32nAaobI8aHUE UX C O8YX CTOPOH.

1. Ho3dpes u lMnowkun kak 0ea 6eccMepTHbIX xapaKTepa.

2. OHu e kak 6eccmepTHbie Tunsl (coyuansheie) .

B nepsom cnyyae Ho3dpes “onuyereopaer cobol 6ecwabawHocTs, 6e3ydepmHocTs, becTon-
K080CTb, BECCMBLICIEHHYIO IHEP2UID, 8 KOHEYHOM cyeTe besymue u 6ped. MnwwKuH — cKkonu-
OOMCT80, CKPAXHUYECTEO, 6ECCMBICIIEHHYIO METOYHOCTL U — 8 KOHEYHOM CYeTe — TOT xe 6ped
u bezymue”’.

C ToYKU 3peHuA coyuansbHelx Tunog 8 Hosdpese u Mnwwkure 02016 2eHUansHO u306pasun
TUNBI NPOBUHYUANbHBLIX NOMEWUKOS8 CO 8CEMU NOPOKamu To20awHel Poccuu, koTopsle...”

lMonpobyem nocmortpers Ha Ho3dpesa u lMnwowkKkuHa ewe 8 0OHOM cpe3e, HE meHee NPou3-
80/1bHOM, YemM Opy2ue, @ UMEHHO — CO CTOPOHbI “'TuNa coO3HaHuA"".

C 3700 “‘Toyku 3peHua’’ Hozdpee u lNMnwowkxuH 6ydyT c8A3aHbI Opy2 € Opy20M, KaK OONOHA-
owue opy2 Opyea ysera, KaK 83aumMoNpPOTUBONONONHbLIE CTOPOHbI 0OHO20 U TO20 e ‘Tuna co-
3HaHUA".

Haszoeem ux. Ho3dpes sbipawaer cobod, sonnowaer Tun co3HaHuA “‘obwecTseHHbIl”.

3710 Takol pod co3HaHuA, Npu KOTOPOM 8Ce 8ewu, COBbLITUA, OTHOWEHUA MEXOY NodbmMu,
TEMN, TOHYC, KOPOYE — 8ECb CMbIC/ WU3HU 80 8CEX €€ TOYKAX NPOHU3aH 06WecT8eHHbIM, Ny6-
nuyHbIM 3HaveHuem. He xapaxktep umerHo e2o, Ho3dpesa, npedcrasnen Ham u delicTeyer 8 no-
3me, a 4eslo8eK, 0X8avYeHHbIU 0BWECT8EHHbIM, KOMNAHEUCKUM 3KCTa3oM, COCTOAHUEM No npe-
umywecTey. YMeCTHO HacToATb Ha TOM, 4TO obwecreeHHoe co3HaHue (u e nosme, u 8 Hawel
noscedHe8HOU MECTHOU Hu3Hu) — He ecTb 4TO-TO a6CTPaKTHOE, YMO3pUTenbHOE, COCTOAWEE U3
U3BECTHLIM YUCIOM U CNOCOBOM BbINOMTHEHUA KaKuX-TO Npasus NoeedeHuA, OTHOWEHUU 8HY-
Tpu obwecrea, obwecrea u yenosexa u 1.0., @ npedcrasnaer cobol 8 AelicTeuUTENbHOCTU OCO-
bOy10 0X8AYEHHOCTH, 8 U3BECTHOM CMbICIIE CTPACTb, 0EMOHA, NPOHU3AUIE20 8CE20 YEN08EKa U
NPOCTO CHU2aI0WE20 €20 8CH0 HU3Hb, Kaxdoe e20 M2HoseHue Ha “antape ob6wecTeeHHOU u3-
HU”, “06wecTeeHHO20 crnyweHuAa’. Kaxobil 3HaeT 3T0 COCTOAHUE, NoYTu 6e3ymMHoe 8 C8OeM
0ecnoTu3me u HeCywem Hacunue 3HTy3uaame, eciiu He 8 cebe, T0 8 KOM-HUbYyOb, K020a OH 0x8a-
4YeH ObWeCcT8EHHbIM NOPYYEHUEM U OH 8PEMEHHO UNu NOCTOAHHO 8epwuT ‘obwecTgseHHoe oe-
no”. Ecte nwodu, KoTopble HUK020a U He 8bIXOOAT U3 3TO20 COCTOAHUA 838UHYEHHOCTU, UCKYC-
CT8EHHO 8036ymOAeHHOU 600pocTu. CO wWKOMbI Mbl 3HAeM U Ny23eMCA HEeNOHATHOU 3Hepauu,
MO0100YEe8aTOCTU NUOHEPBOMATLIX, 8CEBO3MONMHbLIX 3anesan, pacnopadureneld seyepos, a no-
TOM — 8Cl0 OCTanbHy10 WUu3Hb - “Oyw obwecrea’”, 006p0o8oIbHbLIX TaMald, KOMaHOUPO8 NoXo-
0do8, npusanos, OHell poxOeHul u NPa3dOHUKO8 Ha NPOU3BOOCT8E U T.0.

Ecnu HabnwodaTtb coO CTOPOHLI 3@ YEN08EKOM, HAXOOAWUMCA 8 ITOM COCTOAHUU, OX8AYEHHbLIM
UM, TO C NEPB8020 83271703 €20 MOXCHO OUYEHUTb KaK 2/1y60KO NbAHO20, HaX00AWE20CA nod ded-
CcT8UEM KAaK020-To HapkoTuka. OH 4yyscTeyer cebA 6ecKOHeYHO C80600HbIM, PacCKOB8aHHLIM,
cYacTnuesIm, 8036y OEHHbIM, HO 0OHOBPEMEHHO U HECKOMbKO 0330604YEHHbLIM, NO-CE0EMYy 8HUMA-
TefIbHbIM U Oaxe, 8 KAaKOM-TO CMbicne, yenko-nodo3spurensHbim. [Modo3purensHocTs u yen-
KOCTb €20 HanpasneHs! Ha cnedyrowee: ece ‘obwecrgo’’ AonNHO HaxoO0UTLCA, N0 MbICAU 06~



wecreeHHuKa’’, 8 0coboMm, 61U3KOM K TPaHCy COCTOAHUU, KOTOPOE MOXHO Ha3eaTs “obwect-
8eHHbIM™'. C 3T020 MOMEHTa 11100U U KaxObll U3 HUX, KOTOpPoU 6bi11 G0 NONadaHuA 8 3Ty CUTya-
YU OTOENbHBIM YE€/108EKOM, CTaHOBUTCA 4acTbl0 €0UHO20 TeNla, KOTOPOe PaHbwe Ha3bl8anoch
obwecreo, a Tenepy KonnexkrTue. C MomMeHTa 06pa3osaHun obWecT80 HUBET C8OUM COOBCT8EH-
HbiIM, "'06WECTBEHHBIM'® COCTOAHUEM, YIKE HUYEM HE NOXOXMUM Ha COCTOAHUE OTOENbHO20 Yero-
8exa. BoT umenHHO K HeMy, K 3TOMy HOBOMY Teny obpawleHo 8HUMaHue 0bWecT8eHHUKA, U3
HE20 U36MEKAaeTCA Ta IMaHayuA, Ta IHEP2UA, KOTOPAA XUBET 8 CO3HaHuUuU nocnedHez2o. OH, A8-
NIAACH 0OHOBPEMEHHO U MEOUYMOM U OUPUIKEPOM, YY8CTB8YET ITO COCTOAHUE, ITOT AyX, Hanon-
HAETCA UM G0 Kpaee u 8038pPawaeT €20, ONPOKUOAbIBAET 06paTHO Ha 06wecTeo, oT Hez0, oT 06-
WecTeeHHUKa 3agucuT 8036y¥0aTh, NUTATL, OpP2aHU308b18aTe 3TO Teno, BOPOTLCA ¢ OTCTaoWu-
MU, NOOWPATL NEPEOOBLIX, WYPUTb HEPAOUBBIX, HO CaMOe 2/1a8HOE — OEPIATbH U HE 8bINYCKATb
UX U3 TO20 COCTOAHUA, KOTOPOE Mbl Ha3eanu ‘o6WeECT8EHHbIM TpaHCOM’’, Heepo3om. Bor or-
Ky0a 3TOT 838UHYEHHbIU IHTY3ua3mM, 6eCKOHEYHaA B0OPOCTb U IHEP2UA U 0OHOBPEMEHHO XO-
N100HaA nodospuTtensHocTs. OHa obpawieHa K Tem, KTO 8 nose “‘obwecTeeHHOCTU” npucyTcrey-
er nuws HopManbHO, He WENan 8081EYLCA 8 ITO cocToAHUE. Bee, yTo 6bi1n0 ckazaHo 06 obwecrt-
8EHHOM TPAHCe, NOMHOCTLIO OTHOCUTCA K COCTOAHUIN, 8 KOTOPOM HaxooutcAa Ho3dpes. Ez2o no-
cToAHHOE MecTonpebbieaHue 8 NPAMOM U NEPEHOCHOM CMbICNE — HAa ApMapKe 8 2ybepHCKOM
20pode. Apmapka u ecTb ycrio8ue 803HUKHOBEHUA ITO20 TPaHCa nonybbITUA, NOMYCHA, 8 KOTO-
POM 803HUKAIOT u Wu8yT “‘obwecrea’. Yro denaroT 8 HUX, 8epHeEE, YTO 8 HUX OENaercA — u3-
B8ECTHO U3 BOCTOPIEHHBIX, NOMYOBPbIBOYHBIX pacckaszoe Ho3dpesa, HO ACHO, 4TO Oeno coscem
He 8 3TUX KyTemax, obMeHax, NOKynKax, nepemMeweHunAx, opyxbax, a 8 ToM COCTOAHUU, KOTO-
pO€e NOMHO 02HA, ObIMA, U3IHU, CYACTbA, 208 MO2YT 803HUKHYTb U 4y00, U CMepPTs — HO &ce “Ha
1100AX”, cpedu nwdel, NO2PYIMEHHLIX, NAAWYUWUX 8 ITOM MuUpe 0bwecT8eHHO20 COCTOAHUA,
obwecTeeHHo20 TpaHca. Ho3opee — 00uH u3 Hux.

Yr1o denaer Nozons ¢ Ho3dpeesim? OH Tpumdbl nosopayusaer e2o neped Hamu. llepeasiti pa3
Mbl 6UOUM €20 8 €20 Xe paccKkase Ha Apmapke: b6e3ymHaA, heepuyecKkan, NOYTU CKa30YHaA
HU3Hb NPOXOOUT neped HaMu, HO Kak Bbl Cuy3ITOM, 3@ IKpPaHoM. BTopold pa3 mer eudum €20
y ceba doma, ywe, Tak cka3arb, “HaAgy”’, 8 TpeTul paz — Ha bany y 2ybepHaTopa.

Tpetbe onucanue “Ha bany” — knaccuvyeckoe u3obpaxeHue camo2o bana, Kak NoIHO20 pacT-
B8OpPEHUA, NOMPAYEHUA 8CEX U Kaw(d020 8 “06WeCT8EHHOM ™ U 8bIKPYTACbl, NO3aHLE NO NOY,
xsararbe Ho3opeea He TonbKo 6 3ToM 8030y Xe 6ana HENPUNUYHBI U CKaHAansHel (Kak cyuTaer-
cA, oH een cebA Henpag donodo6HO, OBOPAHUH He MO2 X8aTaTb OPy2ux 3a HO2U u NPoY.) , a KaK
pas HaobopoT — HOPMAIIbHO, ECTECTEEHHO, KAK CNecosano u G0MmHO 6bi10 NPOUCXO0UTs U3
camol curyayuu. U oH, Ho3dpee, kax Haubosnee 4y8cT8UTENbHLIU K MOMEHTY, K CUTyayuu ve-
nosex, Kax “dywa obwecrea” (celivac 6b1 ckazanu — “Oywa KonnexTuea’) TonbKo ébipazun
8 CaMOM NOSTHOM, OCTDOM CMbICIIE TO, YTO CO3PEe8ano, HaKoNuiocs 8 ITOM “0b6wecTreeHHoM”
vaoy.

HemrHoz20 xoverca ckasars o dyxe “6e306pa3un’, KOTopbili 8ce20a NO8uUCaeT, 803HUKAET 8 06-
wecTeeHHOM MeECTe, 8ce20a C8A3aH C OYXOM U COCTOAHUEM 0BWECT8EHHOCTU, 8 YHUKAaNbHOU cu-
Tyayuu 3amMKHYTO20 U 06peyeHHO20 Ha camoe cebAa obwecTea. 3To cocToAHue doxoduT Ao ano-



until finding himself or herself in this situation a separate individual, becomes a part of a single
body, which was formerly called society and is now called the collective. From the moment of its
formation society lives its own “public’ state, which in no way resembles the state of a separate
individual. It is to this, to this new body that the attention of the public figure is directed, from
it that is extracted that emanation, that energy, which lives in his consciousness. He, at once me-
dium and conductor, feels this state, this spirit; he is completely filled with it and returns it, up-
turns it-on to society. It is his job, the public figure, to arouse, nourish and organise this body, to
struggle against the backward, to encourage the advanced, to take to task the careless, but most
important of all — to hold and not to release them from that state we have called “public trance’”
or neurosis. This is the source of that high-strung enthusiasm, those endless high spirits and
energy and, at the same time, cold suspicion. It is directed towards those who are present in the
“public” field only formally, without wishing to be absorbed into its state. Everything that has
been said about public trance applies fully to the state in which Nozdrev finds himself. His con-
stant abode, in the literal and figurative senses, is at the fair in a country town. The fair is the
condition for the emergence of this trance of semi-being, semi-sleep where “societies’ arise and
live. What people do in them or, rather, what is done in them, is made clear from the delighted,
half-scrappy stories of Nozdrev. however, it is evident that the heart of the matter certainly does
not lie in these drinking bouts, exchanges, purchases, shifts and friendships, but in that state full
of fire, smoke, life and happiness, where both a miracle and death can arise — everything, though,
“in company”, among people, plunged and prancing in this world of social consciousness, of
public trance. Nozdrev is one of these.

What does Gogol do with Nozdrev? He revolves him three times before us. First, we see him in
his own story at the fair, a mad, magical, almost fairytale-like life passing before us, but in sil-
houette, as it were, behind a screen. The second time we see him at home, “in reality,” so to
speak, and the third time at the governor’s ball.

The third description, At the Ball,” is a classic portrayal of the ball itself as the complete dis-
solution and obscuring of each and everyone in “public” and the elaborate pirouettes, sliding
about the floor and clutching of Nozdrev are not only not indecent and scandalous in the atmos-
phere of the ball (his behaviour is cofsidered unlikely, for a nobleman could not grab others by
the legs, etc.), but precisely the opposite : normal, natural, right and proper in such a situation.
Nozdrev, as the most sensitive to the moment, and situation, as the “spirit of society’” (now we
would say the “spirit of the collective’’) only expressed.-in the fullest, most forthright sense that
which had ripened and gathered in this “public” intoxication.

| want to say something about the spirit of ““Bacchanalia’” which always looms and arises in a
public place and is always connected with the public spirit and state, in the unique situation of
a closed-society doomed to itself. This state reaches its peak at its two most important points : at
the point when society realises itself — it is not important whether this is a friendly carouse, a
ball for the gentry, a name-day at work or a trolleybus packed with people. In this sense, the ma-
nager, the organiser, the master of ceremonies embodies this point in himself, this triumph of
society’s realisation of itself as a whole. The second point occurs as the air of unnaturalness,
artificiality, falsity, to some extent criminality, which any large gathering or get-together, any
“society”, which has formed apparently for some reason, but really for its own sake, carries
within itself. This spirit does not appear immediately, but must inevitably appear, and the person
will inevitably emerge who will embody and express it: Often this “’dear hooligan® will be know-
ingly invited into “society”, sometimes he will emerge unexpectedly, suddenly, when society it-
self in its need will name someone within itself. What is important is not this, but that the spirit
of Bacchanalia is inevitably linked to and arises within the evolution of the public state, which
shifts from initial happiness to the breakdown of order. It acts like an inevitable two-stroke mo-
tor — the first stroke occurs, then the second.

There are millions of examples from life and history. The terrible drinking bouts of Peter and

2eA 8 08yXx C8OUX 8aX(HeUWUX TOYKax: 8 TOYKe 0CO3HaHUA cebA 06wecTeomM — He8axHo, opy-
MECKaA NuUpywKa nu 310, COCNo8HbIU 6an, UMeHUHbI Ha NPou3eoocTee unu Tponnelbyc, Habu-
Tb10 11100bMU. B 3TOM cMbICcne pacnopAduTens, op2aHu3aTop, Tamada eonnowaer 8 cebe 3Ty ToY-
Ky, 3TO TOpPMECT80 0CO3HaHHOCTU obwecTeom ceba KaKk yenoe. Bropaa Toyka 803HUKAET KaK
8030yX HEECTECT8EHHOCTU, UCKYCCT8EHHOCTU, 10MHOCTU, 8 U38ecTHOU cTeneHu, NPecTynHOCTU,
KOTOpYto HecyT 8 cebe nbbie c6opuwa, cxoosbl, noboe “o6wecrso’”’, cobpagweecAa KaK 6b1 No
nogody, HO 8 CywHOCTU, padu camo2o ceba. OH, 3TOT Oyx, NOABNAETCA He CPasy, HO OOJINEH
NOABUTHLCA HENPEMEHHO, U HENPEMEHHO 803HUKHET 4€/108€K, KOTOPbLIU 80NI0TUT, 86Ipa3uT €20.
Yacro ator “muneii 6e306pazHuK’’ GbieaeT 3aeedomo npuznaweH 8 “‘obwecteo’’, uHo20a oH
803HUKEET HEOXUOaHHO, 8He3anHo, obwecTeo camMo 6 ceoell NoTPebHOCTU HAazoe8eT K020-TO
8HYTpU cam020 cebA. BawHo dpyzoe — Oyx 6e306pa3ua HenpemMeHHO C8A3aH, 803HUKAET 8HY-
TPU 380/110YUU COCTOAHUA O06WECTBEHHO20, KOTOPOE NEPEMEWaeTcA OT NePB8OHaYanbHO20 CYa-
cTbA K 6e3obpazuto. OH OelicTeyeT, Kak Heu3bexHbIl O8YXTaKTHbIU deu2aTtens — cHaYana nep-
80e, NOToM 8Topoe.

[Mpumepoe u3 MU3HU U UCTOPUU — MUNNuoHsl. CTpawHsie nonolku Meara [po3Hozo u [erpa.
Ce200HAWHUE Nonoliku, OHU POXOEHUA, HOBbIE U CTapble 200bl1, c8a0b6bI u nNpoy. OnucaHHbIE
N. ByHuHbIM cobayul nal u 3a8b18aHUA MaAKOB8CKO20 Ha NPUEME 8 YECTb OTKPbLITUA 8bICTABKU
NoIHOCTBIO NOBTOPAKOT nogedeHue Ha bany Ho3zdpeea. Maaxoseckul Tak we, kak u Ho3sdpes,
6611 MEOUYMUYECKU Yy8CT8UTENEH K 8030y Xy, KnumaTty 60nswol ayoutopuu, yMesn 6bIpaxars
ee, “6pate uzpy Ha ceba’ u 1.0. Croda e MOXHO OTHecTu paccka3d ““deprtozon’ Jleckosa c bu-
TbeM 3epKafl u 8ce20, YTO HU NONano, Kynuyamu nepsol 2unséuu u op.

Bropaa cuyena, 20e Noz20nb npedcrasnaer Ho3dpesa doma, Hedapom 0aHa TaK NoONIHO, 8 TAKOM
02pomMHOM Kycke. 30ecs KOMU3M u IPPeKT JOCTU23ETCA TEM, YTO 3pUTENDb 8UGUT PYHKUUOHU-
poeaHue “‘06uecTeeHHO20’’ COCTOAHUA, obwecTeeHHOU IUgopuu 8 HauMeHee NPu200HOM OnA
37020 mecTe, He Ha TOM cTaduoHe, 20€ OHU 06bIYHO PEeanu3yroTCA U NOSTHOYEHHO UBYT, @ KaK
pa3 HaobopoT, 8 MecTe, 20 OHU COBEPUWEHHO HEYMECTHbI, 20e TaKoe COCTOAHUE 8006wWe OuUKO U
nporueoecrecTeeHHo, T.e. doma. [omawHee cocToaHue, OOM KaK TaKo8oU NpPoTUSONOIOXHbI!
obwecTeeHHOMY, 8HENoNoXHbI ~‘0b6wectsy”. Jom no onpedeneHuo HEEO3IMOMHO 88EP2HYTb,
nozpysuts € obwecteenHoe coctoaHue. Ho e Tom-To u gech 3ghgheKT, npoussodumsiti [ozonem,
yro Ho30pes He paccnabnaercaA, He NEPEKIOYAET CO3HaAHUA, 8EPHBLIU 0bWecTeeHHOMY Npu3ea-
Huo 6 nobom mecre. Becb mup 0nA He20 — obwecTeo, u e20 cobcTeeHHbIl dom — Toxe. Ha
APMapKe 6ce KPYTUTCA, MEHAETCA, nepemewaercAa — u 8 dome Toxe. 3ATe Mexyes — YneH 06-
wecrea, u “yexatb’’ U3 HE20 OH HE MOXET, He UMEET Npasa — 3To npectynneHue; “‘obwecTeo” u
obwecTeeHHoe CO3HaHUe He NOHUMAEET u He Npowaet (8cNOMHUM, KaK TAXENo u “‘nodno” yes-
HaTh cO OHA poxdeHun domol — “Mbi Tebe He Hpasumca' u np.) .

Ho eeds Yuyuxoe npuexan k Ho3dpeey “npuearHo’”, T.e. uMeHHO 8 GOM K Hemy, OTOefbHO-
MY, KOHKPETHOMY X03AuHy 0oma. Konnu3sua u 6e306pa3ue, 803HUKWUE NPU 3TOM, NPOUCXOOAT
He OT 8cTpeyu “nnoxo20”, 636anMowHo20, 6ecTonK08020 xapaxkTepa “‘6e3obpasHuxa’ Hosdpe-
8a u Tux020, paccyduTenbHo20, “xopowezo’’ xapakTepa Yuyukoea, a OT 8CTpeyu 08y X CO3HA-
Hul: NbINaWez0, 8eceno20, 8 U3IBECTHOM CMbIC/IE NPEKPACHO20 06WEeCcT8eHHO20 CO3HAaHUA,
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lvan the Terrible. Today’s drinking bouts, birthdays, new year, old calander new years, weddings
and so on. Mayakovsky’s barking and howling, described by Bunin, at a reception to mark the
opening of an exhibition, exactly echoes Nozdrev's behaviour at the ball. Mayakovsky, like Nozd-
rev, was as sensitive as a medium to the climate of a large auditorium and was able to express it,
“’to pick up the ball himself.” We recall Leskov’s story ““Chertogon’ in which merchants of the
first guild smashed mirrors and whatever else came to hand.

The second scene, in which Gogol depicts Nozdrev at home, is not presented so fully without
reason. Here the comedy and the effect are achieved by allowing the viewer to see the “public”
state, social euphoria functioning in the least suitable place : not in that stadium where they are
usually implemented and full-bloodedly live, but in precisely the opposite situation, in a place
where they are completely inappropriate, where such a state is totally savage and unnatural, i.e.
at home. The domestic state and the home are the antithesis of the “social”, outside “society.”
A home, by definition, cannot be pitched and plunged into the public state, but it is in this that
the entire effect produced by Gogol lies. Nozdrev does not relax, does not switch over, but re-
mains faithful to his public vocation wherever he is. For him the entire world is society and so,
too, is his own home. At the fair everything whirls, changes, shifts — and the same is true in the
home. The son-in-law Mezhuev is a member of society and cannot “‘go away” from it, does not
have the right to — that is a crime, “’society’’ and public consciousness do not understand and do
not forgive (we may recall how difficult and “base’ it is to leave a birthday party to go home —
“yvou don’t like us” and so on).

Yet Chichikov visited Nozdrev “‘privately”, i.e. specifically at his home, to the individual, the
master of the house. The collision and Bacchanalia which took place resulted not from the en-
counter of the “bad”, eccentric, unreasoning character of the “hooligan” Nozdrev and the quiet,
rational, ““good” character of Chichikov, but from the meeting of two consciousnesses : the blaz-
ing, cheerful, in a certain sense, splendid, public consciousness, dwelling in the public state of
Nozdrev, the classic public figure, live-wire, hail-fellow-well-met and organiser of happiness and
ease — and Chichikov, closed to society, only comfortable in a “’face to face” situation.

Nozdrev proposes a cheerful game, in which Mezhuev, Chichikov, Nozdrev and all the others
shall be equal and brothers. Chichikov does not accept this and walks away. But Chichikov gives
to Gogol and so it must be. The public state is ubiquitous : everywhere that it exists, it is vic-
torious, the strength and resistance of its opponents do not count for it, it does not notice this
strength and is careless of it. One can only hide or flee from it, but not without consequences, as
Chichikov, no doubt, learned. Will this public consciousness perish, disappear? Perhaps under
external influence?

In Fellini’s film “La Dolce Vita” the striptease performed by one of the members of “evening
society” is interrupted by the sudden appearance of the “master of the house,”” who raises the
blinds at the windows and lets in the morning light, which drives away the “’spirit of society”
like a cock crow.

In our world, where the blinds are firmly down and no-one can raise them, the end of the
“public” state, the “‘trance,” consists in its transition to “Bacchanalia,”” to dust, to disorder, but
then, evidently, again to a new “public” state, then... But in such cases Gogol covers everything in
a shroud of obscurity with which, as we know, the scene between Nozdrev and Chichikov also
concludes.

Plyushkin’s “state of consciousness’ is directly opposed to that of Nozdrev. If Nozdrev’s con-
sciousness is directed wholly outwards, that of Plyushkin is inwardly directed. If Nozdrev,
gripped by a sea of things, sees events, Plyushkin has no contact at all with anything around him
and everything is unexpected and troublesome for him. If Nozdrev is perpetually on some inor-
dinate stage, Plyushkin is perpetually in a corner of the wings. Nozdrev is in bright light, Plyush-
kin in shadow, the half-dark. Nozdrev is impossible without people, Plyushkin is impossible with
people. Nozdrev is glimpsed fleetingly, like a fly, in a multitude of places at once and easily flits

npeosisaroue2o 8 obuecreeHHom coctoAaHuu Hosdpesa, knaccuyecko20 obwecT8eHHUKa, 3a80-
dunel, secenbyaka, 0pP2aHU3aTOPa CYaCTbA, 1€2KOCTU — U 3aKPbITO20 0114 obwecTea, peanusyto-
wezo ceba TonbKO 8 cuTyayuu ‘‘c 2na3y Ha 2na3’” Yuyukosa.

Ho3dpes npednazaer eecenyto cyactnusyto uzpy, 20e Mexyes, Yuwuxos, Ho3dpes, sce
ocTansHble — pasHsel u 6paTbA. Yuyukoe He npuHUMaeT 3Tod uzpsl, yxoourt ot Hee. Mo ozono,
Yuyukoe nacyer, Tak OHO u 0onwHO 6b1Tb. O6wecTeeHHoe cocToAHUe 8e3decywe: se3de, 20e
OHO ecTb, OHO no6exco0aeT, cuna u conpPoTUBIEHUE €20 NPOTUBHUKO8 HE ON1A HEe20, OHO 3Ty cuny
He 3amevaeT u npeHebpezaeT et0. OT HE20 MOXHO TOJ/IbKO NPATATLCA, ybeaaTs, Ho He 6e3 nocned-
creul, 4T0, 86POATHO, npou3zowno u ¢ Yuyuxkoesim. Ho noz2ubHer nu, ucyeaHer nu 310 obwecr-
seHHoe cocToAaHue? Moxer 661Tb, N00 8030elicTeuemM O CTOPOHbLI?

B kaprune ®ennuHu “Cnadkaa wu3Hs’' cTpuntu3z 00HOU u3 yyacTHUY ‘‘eevepHe20 obwecrea’
npepsI8aeTCA 8HE3aNHbIM NOABNEHUEM ‘X03AUHA O0OMAa’’, KOTOPbIU NOOHUMAET WTOPbI HA OK-
Hax, u yTpeHHuUU c8eT NPo20HAET, N0O0BHO KPUKy neTyxa, “dyx obwecrea”.

B Hawem mupe, 20e wTOPbI Ha2Nyx0 ONYWEHbI U HUKTO UX HE CMOXXET NOOHATL, KOHeY “06-
WecT8eHHO20 COCTOAHUA, ‘TpaHca’ 3akntoyeH 8 nepexode e20 8 e2o “6e3obpasue’”, 8 Nbinb, 8
becTonKosWuUHy, HO NOTOM, 8UBUMO, CHO8a 8 HO8oe “‘0buwecTeeHHoe cocToAHue”, notom... Ho
TyT [020/716 8 TaKuX Cy4YaAX 8Ce NOKPbLIBAET neneHol Heu38ECTHOCTU, KOTOPOU, KaK Mbl 3Ha-
em, 3aKkaHyusaercA u cyeHa Hoidpesa ¢ Yuyukossim.

CocroAHue “‘co3HaHuA’ [lnwowKuHa NPAMO NPOTUBONOIOKHO “‘co3HaHuto” Hosdpesa. Ecnu
cosHaHue Ho3opesa yenukom HanpaeneHo eosHe, 1o y lMnwwkuHa — eosHyTps. Ecnu Ho3zdpes
8uduT, 3axeayeH mopem sewel, cobbiTull — [MNIOWKUH He UMEET HUKaK020 KOHTaKTa HU C 4em
80KPpYy?2, 8ce ON1A HE20 HEOWUOAHHO u 3aTpyOoHeHo. Ecnu Ho3dpes nocToAHHO Ha KaKoU-TO Heno-
mepHoU cyeHe — [InowKuH NOCTOAHHO 8 yany, 3a Kynucamu, Ho3opee — Ha ApKoOMm ceeTty,
lMnowkuH — 8 TeHu, nonympaxe. Ho3dpes Heso3moweH 6e3 ntoded, MnwwKuH He803MOMEH C
nodbmu. Ho3dpee menbkaeT, KaKk Myxa, 80 MHOXECT8E MECT 00OHOBPEMEHHO, N1€2K0 N1eTUT 33
20pu30HT — [lNowKuH HageKu HENOOBUNEH 8 CBOEM 3aTX/1I0M, 3aTEHEHHOM yany... M tak do
6eCKOHEYHOCTU MO2Y T NPOOOIIATLCA 3TU CPABHEHUA.

Kopouye 2080pAa, Ho3dpes — knaccuveckul skcTpasepTt, lMnwowkKuH — Knaccuvyeckul uHTPO-
8epr. B lMnowkKuHe npooemMoHCTpupo8aH Tun co3HaHUA, BECKOHEYHO NO2PYIMEHHO20 8 CaM0O20
cebA, T.e. umerowe20 c80U YEHTP, c80e eOUHCT8EHHOE cpedo ToYue 8HyTpU ce6A. Bce okpywaro-
wee c8A3aHO TOMLKO C 3TUM UEHTPOM. ITO O8UMEHUE HA YEHTP, Ha CE6A, B0BHYTPbL NPUBOBUT K
nonHOU HENOO8UMHOCTU, HeusmMeHAemocTu camoz2o [MnwwkuHa. Ho 3to He meprean, okocre-
HeswanA HenooBUXHOCTb — OHA NOJIHA HANPAMEHHOU QUHaMUuKU, 3Hepauu, onpedeneHHo20 opa-
maTusma. Xu3Hb 8 ITOM HENOOBUIKHOM, CEPOM U NbIILHOM C 8UdY CO3HaHUU COCTOUT 8 0CO60M
OTHOWEHUU OKPYWaowe20 20 Mupa u cobbiTuli K ITOMYy CO3HaHUIO, K 3TOMY UEHTPY, 8 KOTO-
POM NPoucxo8uT OOUH U TOT xe npoyecc. OH COCTOUT, NO Hawemy MHeHU0, 8 0co06om Ho8om
80CCTaHOBNEHUU MWU3HU 33 KaM(ObIM NPeoMeToM, 8 80CCTaHOBMEHUU €20 WU3HU 8 NaMATU, 8
yOepuaHuu €20 8 ITOU NAMATU KaK WU80U 4acTu CO3HaHUA, U NOTOMY HENOOBUXHOE XpaHeHue,
npeocToAHUE NEPeO NUYOM 3ToU NAMATU COOBWaeT 8ewam HO8YI0, YTPAYEHHYIO yie UMU 8 HU3-
Hu cuny. He mepresie no sudy eewu cKnadwbi8atOTCA, xPaHATCA 8okpye [llnwowkuHa. MMycrs
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over the horizon; Plyushkin is for ever immobile in his musty, dim corner... Such comparisons . a3 :
may be continued endlessly. &9 & Nl .
In short, Nozdrev is a classic extravert and Plyushkin a classic introvert. Plyushkin demonstrates IS oy h ~ $
a type of consciousness infinitely plunged into itself, i.e. having its centre, its sole focus within > § g A o)) T .
itself. Everything else is connected with this centre alone. This movement to the centre, inwards, ) g. gL I . ($ N
towards oneself, leads to the complete immobility and immutability of Plyushkin himself. But it N L 5o N ;’?"? = g R S
is not a dead, petrified immobility,; it is full of tense dynamism and energy and has a definite N 5 S o s, i g,
drama. Life in this immobile, grey and dusty-looking consciousness consists in a special relation- £&a £ Ei”‘ o f § '{“ -l ,O;.’ 5 5
ship between events and the world surrounding it and this consciousness, this centre, in which O & s &§§ oy 5 e 0 padd ,O’? &
one and the same process is taking place. It consists, in our opinion, in a special, new restoration I3 Q&8 § 5 .55 v A é‘ N ;-\" -~ j § <
of the life behind each object, in the restoration of its life in the memory, retaining it in this 5'8 Ssﬁ’ 3 o 5‘ T ) 2908 ~
memory as a living part of the consciousness; so the unmoving preservation of and direct con- 5 £ ¢ 5 5:’ [4) oo <
frontation with this memory communicates to things a new strength already lost by them in &2 ;7 .:7‘3'5 & i £l
life. Things that do not look dead accumulate around and are preserved about Plyushkin. Let b.' i ,“:’# & ,_:\) 5 0, 3’ !
darkness, dust and oblivion cover this hoard of things and their owner. Under this ash an endless O¢ G ;";’ PN L
link or dialogue forms and exists between object and the memory preserving the life of this E3 e ,;-f¢ " ;'? -
object, and one may speak of the constant flow of life, terrible, perhaps, but sweet, subtle and ’/ 5 3 5’ & b F. S /
in some sense inspired. Things and the world fixed in them do not appear fleetingly, forminga * @ ® , ~ &S§ § '.‘7_';-' ; g»J ~ 2
blank in the consciousness, but fill it, give it food for reflection, warm it. A . :;,‘7' g [3ad () i~ d }‘? 'j
Each thing — a piece of paper, a feather, a tack — is connected in this consciousness with such & ; ;.t)v i 5 ,:U? ) <& < Q’)
recollections and circumstances that to part with them, to throw them out means to throw out I }< f f’.‘ }'_-{‘.:I & é“ o'
and destroy this life, these circumstances. But this, after all, is past life, past circumstances! The m" . Aéf;' . o @ § o ,g ~
crux of the matter is that for the consciousness there is neither past, nor present, nor future. New ) &',' :;" [N q‘; g S Ty
things are present now and new circumstances, but, after all, they are no better, no more com- D S ~ ~ < ts: @)
plete than those which they have displaced — they are just “new’’! Given this orientation of the & 7 o [ oy -2 & x ,./::l
consciousness, things pile up upon each other and form an original museum, a kind of library ; 4 :"" S f ) 1‘9 § O ;-',')‘
not, however, a museum or a library of world or public significance, but a museum and library 7 ,'ﬁ‘f ) 5 X Q ‘5?- ¢ ,,l
for one person, for one memory. What a misfortune! Is life, extracted in this one and only in- o r,f,) ‘Iw - ’bg C-FD C
stance, really poorer, weaker than life taking place in public museums and collections? g C’,‘ -~ hS :Q 8’ b §~ o 5T )
And, so, it is quite unimportant in this case that public museums are splendidly swept and illu- s = = ,B’ SRS g5 £,
minated, that they have guards and that objects are laid out and exhibited in order and supplied . 37 oy [t r’ § pf S fﬁ
with labels. The “Plyushkin Museum® is terrible, disorderly, dirty and dark only to the outsider, 5er Syr "“ C:' 3 N - Q 33'
to a Chichikov calling by chance: to its master it is ordered, organised and known through and ’ = S B 5
through as well as any Louvre. N . ) » S g/ (o4 e
.............. .. ' . :\\, 'Q' ' % &'Z)‘
A comparison involuntarily comes to mind between the situation of artists in the West and in O ® A = & , . & 7 heo)
our country. In Western society, wide open and full of opportunities, all artists, it seems from & B § > oy N ed Q (4]
here, rush about feverishly, flaring up and dying away, like Nozdrev. They are inside society, Py g (T2 5‘Q O K § . a
aroused by it and themselves working it up, amazing and terrorizingthe population with happen- 8 :f © ~ .‘\a §\ Q & Sy
ings and other “public’ actions, endlessly seeking contacts between art and life, pushing back the - S g gs. %S D <
boundaries of art, invading life with its help and becoming metteurs en scéne and hooligans like Low 8 X N & “:7 -~
Nozdrev, albeit for a moment. (Let us recall the telegram “"We assume responsibility for the earth- a5 E- py s N . - ~
quake. Komar and Melamid,” or the ‘wrapping up’ of cliffs, etc.). OcxZg" a Sab -
Here, where life is impenetrable and stuffy, all artists arrive at a state of self-isolation, of QO F oo X I RS
r: ; A o : o :xv'% o - o B S
stifling self-absorption, an exaggerated delving in nonsense and the attribution to rubbish and LE-E .ﬂ’& SEr s SSSS =
dust of those supreme meanings which are so characteristic of Plyushkin’s consciousness. It is § [<] g’ ) ALL ;’ §8 S/ &
necessary only to add that, in contrast and in addition to the fantasies of Plyushkin, the artistic :”Egc r 5}" ; g 8§ o & c £ S
consciousness aesthetically accesses and assimilates this dust and rubbish, these dirty stains, and S 2 c. g ‘§' " 5 @ ,§ < § s 8
is capable of endlessly “meditating”” upon them. 5w ;, 35& o?ﬁ ('5? 5 g § '39
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06pasyA NycToTy 8 CO3HaHUU, @ HaNOMHAKT €20, 0alT emy nNuwy ONA Pa3mMblwneHud, co2pesa- 2 “N\\',ﬁ\’ zGT i
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Kaxdaa sewp — 6ymaxcka, nepbiwKo, 286030uUK — C8A3dHA 8 3TOM CO3HAHUU C TaKUMU 80CNO-

MUHaHUAMU U 0BCTOATENbCT8AMU, YTO PACCTATLCA C HUMU, 8b16POCUTL UX — 3HAYUT, 8b16POCUTD
u no2ybuts 3Ty HU3Hb, ITU 06CTOATENbCT8A. HO 8€0b 3TO NPOWNAA HU3Hb, NPOWNbLIE 06CTOA-
renscreal B TomM-To u deno, YTo ONA CO3HaHUA HET HU NPOWI020, HU HACTOAWE20, HU Bydywe- 5’
20. B Hactoawem epemeHu npucyTcT8YIOT yxe HO8ble 8ewu, HO8bIe 0BCTOATENLCTEA, HO 8€0b ¥
OHU He flyquwe, He NOIHEe TeX, K020 OHU 8bITECHUMU — OHU TONbKO nuwb “‘Hossie”’! [Tpu Takod 5 (f x
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c80ez20 poda 6ubnuotexy, HO my3el u 6UbBNUOTEKY HE MUPOB8020, 06UECTEEHHO20 3HAYeHUA, @ 3
My3el u bubnuoTeKky 0nA 00HO20 Yernoeeka, 051a 00HoU namAarTu. YT1o 3a 6edal Pazese wu3Hb, U3- { 3
8/1eKaeMaA 8 3ITOM 00HOM-€OUHCTEEHHOM crnyyae, 6edHee, cnabee, Yem XuU3Hb, NPOUCXOO0AWaAA < 3;{& '~

8 06WECT8EHHbIX My3€eAX U CO6paHuAx? Q f\' o 12s
1 nostomy 8 3TOM CMbICNIEe COBEPWEHHO HEBAXCHO, YTO OBUWECTEEHHBIE MY3€U NPEeKPacHo Noo- g 3 Q § . Ve
MeTeHbl, OC8EWEHbI, YTO 8 HUX NOCTasneHa 0XpaHa, a NPEOMETb! PA3NONEHBLI U 8bICTABNEHBI 8 ;\" o b 8oy IBHO y 1y b
nopAdke u cHabxeHbl ITukeTkamu. “Mysed um. lMaowkKuHa’” cTpaweH, 6ecnopAadoYeH, 2pA3eH : S ™M ~ Ahidy 0u. Ldsg &
U TeMeH fuwb €O CTOPOHBI, ON1A CryYalHo 3awedwezo Yuyukoea — OnA €20 x03AuHa OH ynopA- \_\d H S‘ ~Hoq m’e Hayp ‘e BHo E_k‘
0oyYeH, Op2aHU308aH U 8ech U3BECTeH 00 MefbYaliwuX 3IKCNOHATO8 He Xyxe nobozo Jlyepa. w\ g % “ie XA '(H "'fdlqa Q
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b1 U cnoco 6HO 6ecKoHeYHo “‘MeduTuposars’’ no No8ody HUX.



I.DYCHENKO
WU. AbIMEHKO

The early 20th Century demanded loquacity.
To become famous, it was not enough to draw
well or to stage plays. Monologues and declara-
tions were a must. One had to be a preacher of
new ideas or, a purveyor of hoaxes, a moralist
or a jester.”’Purple hands against an enameled wall’’
prompted universal delight. Such was the social
climate of the time which is now called “Tne
Silver Age”’. A new cultural type, the Decadent,
became part of Russian life. He divided criticism
into "“decadent’” and ‘‘antidecadent’’, depriving
the sickly progressists and bearded retrogrades
of their customary oreoles.

Interesting stories about the private life of
Oscar Wilde plus the beginning of cubism in
France, in some mysterious way was connected
to the Russian political tradition of Nihilism,
and, as it were, created a new cultural group.
Selectivism, the professional debunking of moral
norms, scandalizing or ""locking yourself up in an
ivory tower’’ became an inseparable part of Rus-
sian cultural development.

Stasov, the ‘‘great’’ critic, as he is customarily
referred to, affirmed that this new trend is "“a
kotowing to what is senseless in content and
meaningless in form’’. Lesser critics, with marx-
ist tendendies, maintained that the decadent
was a cultured proletarian, who had failed to find
a specific occupation and a secure job. Luna-
charsky, wrote sadly that “Decadence is an art
form which negates life...”” Nevertheless, high-
school students thrilled to their reading of
Spengler’s “The Decline of Europe’’, while the
bureoucracy propagated fatalism. The cultural
atmosphere of the early 20th Century in Russia
was full of contradictions.

The late "Wanderers’’ hated the members of the
"World of Art”’. Esthetes disdained non-esthetes.
M. Gorky genuinely disliked P. Verlaine. P. Malia-
vine, a former monk, started drawing naked
ladies. To become famous, one had to shock
(epater le bourgeois).

One of the calm and very gifted painters, who
remained unnoticed against the variegated back-
ground of the arly 20th Century was Alexander

Havano XX Bexa Tpe6oBano MHOrocnosuA.
YMeHnA xOpowWo pucoBaTb MAU CTaBUTbL CNeK-
Taknu 6b1N0 HepoCTaToOMHO — AnA Toro, 4To6bi
CTaTb U3BECTHLIM, HYXHbI 6binu MOHONOrM U ae-
knapaunwu. Cneposano 6biTb NPONOBEAHN KOM
HOBbLIX MAeH UK xe MUCTUhuKaTo pom, Mopanu-
CTOM UK WyToMm. "OUuonetossie pyku Ha amane-
BOW CcTeHe'' Bbi3biBanu Bceo Guiee BOCXuuLeHUe —
Takum 6biN KNUMAT 3NOXKU, KOTOPYI NPUHATO
Ha3biBaTh ‘CepebpAHbii Bek'’. [lekapeHT, Kak
HOBbIM KYNbTYpPHbLIH TUN, BOWeEN B PYCCKYIO
MU3HL, Pasnenun KpMTUKY Ha ‘‘nekapeHTckyi’’
Y "aHTMREKAneHTCKY U NMWKA NPUBbLIYHOrO
opeona 4axoTOYHbIX NporpeccuctoB u 6Gopoaa-
ThIX PeTPOrpanoe.

Becbma uHTepecHble UCTOPUN O HYACTHON KU3IHK
Ockapa Yannbna u Havano ky6usma Bo ®pau-
UMKU, KAKUM-TO TauHCTBEHHbIM O6pa3om nopon-
HABLUMECA C PYCCKOW NOSMTUYECKOW Tpaauuuen
Hurunuama, o6pasoBanu HOBYID KYNbTYPHYIO
cpeay. U36panHuuecTeo, npoteccuoHanbHoe Hu-
cnpoBsepXeHUe MOPaNbHbIX YCTOEB, LWOKUHI AU
‘’3aTBOPHUYECTBO B BalHe U3 CNOHOBOW KOCTH'
CTano HeOTAENUMOW YacTbi0 POCCUWCKOFO Kynb-
TypTperepctea. CTacoB Knukywecrtsosan, YyT-
BepXaanA, 4To 3TO ''...NOKNOHEHue Tomy, 4To Ge-
3yMHO no coaepxaHuio u 6ectonkoso no cop-
me’’. MeHee BenuKne KPUTUKHU CO CKAOHHOCTbIO
K MapKCU3My, YTBEpXAanu, 4To AeKaneHT — 3To
KYNbTYpHbIA NponeTapui, He Hawepwuwh ce6e
onpepeneHHbix 3aHATUA U NPOYHOro mecta. Jly-
Ha4yapCcKui, rpycTA, Nucan, 4To '’ ...AeKafeHcTeo —
UCKYCCTBO Xu3HeoTpuuawowee...”” Ho rumuasu-
cTbl ¢ BocToprom uutanu ‘‘3axar Esponwm’
Wnenrnepa, a YMHOBHUKM ucnoseabiBanu haTa-
nu3m. KynbTypHaa atmocdepa Havana Beka 6bi-
Na NosIHa BHYTPeHHUX npoTusopeunin. MospHue
TepeABUIXKHN KU HEHaBUAEeNn MUPUCKYCHUKOB.
JcTeTbl Npeaupanu HeacTeToB. [OpPbKUA OTKPO-
BEHHO He BbiHOcuN BepneHa, a 6biBLMK nocnyw-

ALEXANDER BOGOMAZOV (1880-1930)
ANEKCAHAP BOTOMA30OB

Bogomazov. He was born in the village of Yam-
pol’ in the Ukraine, on 14 March 1880. His most
intensive creative period was short — a mere 20
years. And his life was externally uneventful;
two trips, one to Finland the other to the North-
ern Caucasus. In 1930 Alexander Konstantino-
vich Bogomazov died of tuberculosis. He showed
his works at the exhibitions of *’Union of Russian
Painters’’, ““World of Art”’, “Independants’’, with
the group of Kiev painters called *“The Ring’’ and
at the exhibition *10 Years since October”.

The archives and most of the painter’s works
have been preserved thanks to the efforts of his
widow, V.V. Bogomazova-Monastirskaya, a
former pupil of Alexander Bogomazov. An artist,
who did not indulge in melodramatic pronounce-
ments in his time, Bogomazov was rediscovered
at an exhibition of his works in Kiev, in 1966.

According to his wife’s reminiscences and those
of a few contemporaries who were still alive,
Bogomazov was an introspective man, of few
words, and academically inclined. He used alge-
bra to check harmony and artistic form in the
paintings of the Old Masters. The themes of his
art, pertained to Finland, Kiev and the Northern
Caucasus. But the categories of Realism and
Formalism as delineated by art historians do not
accomodate them.

The major part of Bogomazov’s output is not
dated. This represents the first difficulty con-
fronting a researcher. But, thanks to V. Bogoma-
zova’s memory, and frequently by analogy, some
works have been dated with a certain degree of
accuracy. In a few pieces the only criterion for
dating has been stylistic analysis. The earliest
works are drawn with the expected timidity of
the student and lack any signs of the subsequent
distinctive style. During 1910 Bogomazov paint-
ed a number of studies in an Impressionist man-
ner. (1) Somewhat later, during 1911-12 he
abandoned Impressionism and resolved his paint-
erly surfaces with localized colour spots enclosed
in a contour.

There are a number of works which are close in
style to abstract Impressionism with a hing of

HUK AdioHckoro moHacToipa ManasuH cran pu-
COBaThb ronbix Aam. Y10661 6b1Tb NU3IBECTHBIM, Ha-
RO 6b1N0 3naTMpoBaTh Gy pxya.

OaHMM U3 TMXUX U OYEeHb TANAHTINBLIX XYAOK-
HUKOB, KOTOpPble OCTaNUCb HE3aME4YEHHbIMW Ha
nectpom choHe Hauana Beka, 6bIn AnekcaHap
Boromasos, poavewwitca B cene Amnons Ha
Ykpaune 14 maprta 1880 r. Cpok ero HauGonee
VHTEHCMBHOW TBOPYECKON AEATENLHOCTY Gbin He-
RONOr — nBaAuaTh NeT, U U3Hb Heborara BHew-
HUMKU cObBbITMAMKU — nBa NyTewecTBuA: B Oun-
nAHAMI0 U Ha CesepHbit Kaeka3. B 1930 roay
Anexkcanpgp KoncrtanHoBuy Boromasos ymep
oT Ty6epkynesa. OH nokassisan cBou paboTel Ha
BbicTaBkax ‘‘Co103a PYCCKMX XYAOXKHUKOB',
B mupe uckyccts’’, ‘'HezaBucumsbix’’, Ha Bbli-
CTaBKe KMEBCKOW rpynnbl XyAoKHUKos ‘‘Konb-
1o’’ u Ha BbicTaske '10 netr OkTAGpA'’.

ApxuB U Hacnepave XynOMHAKA COXPaHUAUCD
6naropapa ycunuam ero reHol B.B. Borumaso-
BOW-MOHacTbIpCKOH, 6biBlIER yyeHUubl Anek-
canppa Boromasosa. Xynoxuuk 6bin 3aH080 OT-
KpbIT Ha BbicTaeke B8 1966 roay 8 Kuese. Mo
BOCNOMUHAHUAM X EHbl U HEMHO 'Y X O CTaB LN XCA
B XUBbIX coBpemeHHnKkoB, Boromasos 6bin ye
NOBEKOM 3aMKHYTbIM, HEMHOTOC/NIOBHbLIM U aKa-
AemnyHbiM. OH nposepAn anre6pon rapmoxuio,
aHanu3UpyA XynoxecTeeHHYI0 hopmy B paboTax
cTapbix mactepoB. Ero uckyccrtso, cioxerammu
cesA3aHHoe ¢ DunnAHpnen, Kuesom un CesepHbim
KaBka3om, He coBCeM yMewaeTcA B pamku npu-
HATLIX UCKYCCTBOBEAYECKUX OMNpeneneHun pea-
nu3ma n opmannama.

TpyAaHocTM E n3ydyeHun HacnegmA Boromasosa
HaYNHaIOTCA C TOro, 470 6oNbLWMHCTBO Npou3se-
AeHni aBTOpom He faTupoBaHo. Bnaropapa na-
mA™M B. Boromasosoin, u 4acto nNo aHanoruu c
W3BECTHOW MepoW BepOATHOCTU YAANoCb YCTaHO-
BUTb HeKOTOpble AaThl. B HekoTOpbIX Bewax
eANHCTBEHHbLIM cNOCcOGoM 6bIN CTUNU CTUUECKUA



influence from Cézanne in the construction of
form. (see the Composition with Red Flame of
1914, in the collection of Prince N.D. Lobanov-
Rostovsky, London). (2) Alexander Bogomazov
tried to understand form analytically, not emot-
ionally.

Initlally, Bogomazov chose to paint straight-
forward genre themes. His early major paint-
ings appear to be a demonstration of how an
everyday subject can be refracted through new
formal researches.

“The Ring"”’ exhibition contained a painting
captioned "Bazar’” 1914. In his review of the
show, N. Foregger, considered this picture a
masterpiece, and stated that ‘“this painting can
take its place in any collection of contemporary
art”. (Preparatory sketch in the collection of
N.D. Lobanov). (3)

The painting ""Train’’, probably done a little
later, in its unusual composition and expression,
indicates Bogomazov’s interest in interpreting
dynamism on the static surface of a canvas. Lines
literally rupture the conventional outlines of the
locomotive, transforming it into a bullet, flying
out from the center of the picture. (Collection of
V. Dudakov, Moscow).

In the picture ""The Jail”” (1914?) (collection of
I. Dychenko, Kiev) Bogomazov models a sky out
of thisk oil paint in the darkest of colours.
Benumbed, the tiny figure of the guard stands
out against the white surface of a wall. In the
book ‘‘History of Ukranian Art’’ this painting is
attributed to the period of Bogomazov’s Post-
Impressionist researches’’. The book also under-
lines the painter’s tendacy to ""‘expose the dynam-
ism of form and the expressiveness of line’’.

""The train”’ (collection V. Dudakov, Moscow),
should be attributed to 1915 as its composition is
analogous to the one developed in the drawing
“Lvov Street.”. “The Train’ contains the assur-
ance of an analyst — one who feels the arithmetic
of rythm, coupled with the audacity of an impro-
visor. Here he adopts the often used futuristic
method, which enables the artist to convey ele-
ments of motion and through the crystallization
of its individual sequences. Bogomazov uses an
unusual foreshortening, as if anticipating the
experiments of the cinema newsreels of the
1920°s.

Similar abstract compositions of the years
1914-15 in the Dychenko collection, offer a new
interpellation of Bogomazov, as an artist of pure

anann3. Hambonee panwHue paboTbl HamMMcaHbl C
Hen36eHON yuyeHnueckoW po6OCTbIO U NULIEHb)
Kakux 6bl TO U Gbino npumer Gynywero co6-
cteeHHoro cwmna. 3toabl 1910 ropa Hanucawbl
B MMnpeccMoHucTuweckon mauepe (1). Yyts
nosnnee, B 1911-12 ropax Boromasos oTkasbi
BaeTCA OT HEONPEAeNeHHOCTU UMNPECCUOHN3IMA
W pellaeT XXMBO MM CHbIE NNIOCKOCTA NO Kan bHbIMK
NATHaMK, 3aKNI0MEHHbIMU B KOHTYP. CywecTBy-
10T 3TIoAbl, 6N3kne K abcTpakTHOMY Mmnpec-
cnoHnimy, He 6e3 aHaB eC

B8 nocrpoenu topmel. (Cm. 'Komnosuuuio ¢
KpacHbim nnamenem’’. 1914 r. Co6panune H. Jlo-
6aHoBa-Poctosckoro, flonpou.) (2) . Anexcanap
Boromasos ctapancA NOHATL hopmMy aHanuTUYe-
CKW, @ He 3MOLUOHANLHO.

Ha nepBebix nopax XyAOXHUK NPUAWPYMBO OT-
6upaer anA ceba cyry6o xanposbie Tembl. Ero
nepebie NPUHUMNNANbHbIE XUBOMMCHbIE PaboTbl
ABNAIOTCA Kak 6bl AEMOHCTpauuneh TOro, B Ka-
KOV Mepe NPUBLIMHLIN ClOXET MOXeT 6biTb yBu-
AeH yepe3 NPU3My NOUckKa HOBOW thopmbl.

Ha Bbictaske "Konbua” 6bina pabora nop Ha-
3savnem "Baszap” 1914 r. 1y Bewb H. doper-
rep B PEueH3un NpUuYMCNAeT K LWeAes pam 1 cym-
Taer, 4To "OHa NOCTOMHA 3aHATbL MECTO B N06on
KOnnexkuwu cospemeHHoro uckyccrea’”’. (Moa-
rovoBuTenbHbI Habpocok, cobpanne H. Jlo6a-
Hosa) (3).

Kapwmna ‘‘Moe3n’’, o4eBUAHO HANMCaHHaA He-
CKONbLKO No3aHee, NO CBOEH 3IKCNPECCUN N HEo-
6blMHOW  KOMMO3MuMKM, rosopuT 06 wHTepece
Boromasosa k uHTepnpeTauMm AMHaMUKK B CTa-
TMKE XMBOMUCHOrO NonoTtHa. finHun 6yxksanbHo
PaspbiBaloT NPUBLIYHLIE OYEPTaHMA NapoBO3a,
npeBpaiwian ero B CHapAA, NETAWMA U3 ueHTpa
«aptuhbl. (Co6panue B. lynakosa, Mockea) .

B xapmmue "“Tiopsma” (1914?) , HaxopAwenca
8 cobp . Ao 0, XYAOXKHUK NenuTt He-
60 M3 CrycTKkoB UBETOBbIX MAacC CamMOW TEMHOW




form. The world of speed and outer dimension
enter his art, bearing a sensation of unusual
space, unlimited by horizon or border.

Strictly speaking, these paintings have no direct
similarities in other painter’s works. Nevertheless,
they are somehow close to the abstractions of
V. Kandinsky. (4) But still, we are talking about
something elemental yet organized, not a chaos
of cold and hot tonal fusions of light. Thus, an
innovator of the first order entered Ukranian art.

In the portraits of his wife (5) (collection of I.
Ivakin, Kiev), and self portrait (6) (1916 (collec-
tion of N.D. Lobanov, London), Bogomazov
experimented with a Cubist approach tu nature.
One must note the derivative nature of these
works, considering that such a treatment of form
had already been implemented both in French
and in Russian art.

The Caucasus overwhelmed Bogomazov by its
architecture unmade by human hand - its archi-
tecture of moutains, with their movement up-
wards soaring into space. The painting A Re-
miniscance of the Caucasus’ (collection D. Gna-
tiuk, Kiev) in some ways reminds one of a
:m;n(cl;ing platform studed with space rockets.
7) (8

The years of the revolution, the beginning of
illness, teaching at the Institute, pushed Bogoma-
zov's painting activities into the backgrqund.
During the 1920's, unfortunately, he painted
very little. "Wood cutters’”, 1927 (9) is a well
known painting in the Kiev Museum of Ukran-
ian Fine Arts. Numerous preparatory sketches,
each of very considerable interest, preceded this
oil. (10) (11)

The painting reflects the method of "’stretching’’
colour, polychromy and the axiomatic nature of
the colour components of the picture. In it, the
earth and sand are pink. The faces are accentuat-
ed in yellow-brown. The saws are multicoloured.
It is evident that the painter resolved both colour
and composition problems not within the con-
fines of an institute studio, but within the tra-
ditions of ""Great Art”.

In the hands of Bogomazov charcoal or pencil
were often transformed into the tailor’s chalk. It
is as if he was ‘‘cutting and measuring’’ nature,
choosing the most rational patern for his compo-
sition. A characteristic trait of Bogomazov is his

ToHanbHoCTU. B oueneHeHnn KpoxoTHan dmryp-
Ka 4acoBOro Ha nockyTtke 6enon crenbl. B “"Uc-
TOpUK YKpPanHCKOro uckyccrea’’ 3ata pa6orva or-
HeceHa K nepvoay ‘‘NOCTUMNPECCUOHUCTCKUX
NOUCKOB’' N OTMEYEHO TAroTeHWe XYAOKHUKA K
"BbIABNEHNI0 guHamMuku (opm U 3Kcnpeccuu
nvuun’’.

K 1915 roay cnepyer otHecTu kapmHy ’'Tpam-
san” (co6pawue B. [lypakosa, Mocksa), co-
3MAaHHYI0 N0 KOMNO3WuWUKn, pa3paboTaHHOW B pu-
cyHke “JlbBoBCcKkan ynuua'’. "Tpamsean’’ couera-
eT B ce6e yBepeHHOCTbL aHanU M Ka, rny6o Ko uye-
creyoulero apumeTMKy putma, c 030pPCTBOM
umnposu3atopa. 3aecb OH UCNONb3yeT MHOra-
MAbI UCNBbITaHHLIN (DYTYypUCTUUECKUIA MeTOoA, NO-
3BONAIOWWMA NepeaaTsh 3NemMeHTbl ABUIKEHUA, 3a-
MupaHue oTaenbHbix ¢has putma. 3aecb oroma-
308 BBOAUT HEOGbIYHbLIM paKypc, Kak 6bl npea-
BOCXV WA WUIA IKCNEPUMEHTHI B XPOHUKANbHOM
kuHO 20-x rr.

MapHbie abcTpakTHbie komno3uuuun 1914-15rrr.,
HaxopAwwvecA B cobpaHun asTopa, npeanarator
HOoBOe NnoHumaHue GEoromasosa—macrepa yncron
chopmbi. Mup ckopocten h UHOTo U3mMepeHUA BXO-
AWUT B ero XWBONUCHb, HECA O LY LLeHUe HeNpuBbLIY-
HOFO NPOCTOPaA, He 3HAULEro HU FTOPU3OHTA, HU
rpanuuy. 3Tn paboTbl, CTPOro roBopA, He uUmeto-
wue NPAMBbIX aHanorvn, yem-1o 6nn3ku 6esnpen-
metHocTu B.Kanaunckoro.(4) U sce xe — 3to op-
raHW30BaHHAA CTUXWUA, He XAoC XONOAHBLIX U ro-
PAYMX NO TOHY nNoTokoB cBeTa. B ykpaunckoe
WCKYCCTBO BOLWEN HOBAaTOP NEPBOA BENUYUHDI.

B noprpertax xeHbl (5) (co6panue 0. Usakn-
Ha, Kues) w asvonoprtpere (6) (co6panue H.
No6anosa-PoctoBcKkoro, JflOHOOH) XYROXHUK
aKkcnepemeHTUpyeT € Ky6uctuyeckum noaxo-
aom k Hatype. Cneayer oTMeTMTb HEKOTOpLW
HaneT BTYOPUYHOCTN B 3TMX paboTax, NOCKONbKY
nopo6Hoe pa3noxeHne (hopmMbl yxKe Uumeno me-
cT0 1 BO thpaHUy3CKOM U B PYCCKOM UCKYCCTBE.

Kaska3 owenomun Boromasosa HepykoTeOp-
HOW apXVTEKTYPOW rop, UMMaHEHTHbIM ABUXKe-

draftsmanship, and the ability to sacrifice details,
while concentrating his attention on the essen-
tial, on the dynamic or static element in the pic-
ture. In a masterly way he trimmed form, leaving
but an illusion to a face, three or house.(72) (13)
(14)

A number of drawings show precisely how Bo-
gomazov ‘‘sharpens’” nature. Thus, pedestrians
(15) on the Kreshchatik, are somewhat related
to stills in the silent cinema, with sequential
"shots’’ making movement look almost grotes-
que. When he drew a road worker, Bogomazov
draw his shovel, and its sequential movements,
as it were, leaving its dynamic trail behind.

Bogomazov’s beloved subjects are landscapes,
densely filled with fanciful curving lines, whose
interplay attracts and involves nature.

One of the best pictures of this series, called
’Spring’”’, 1914, is in the collection of N.D. Lo-
banov, London. (16). In this oil we can see Bogo-
mazov’s multitude of approaches, his ability to
broaden the framework of Cubo-futurism. In a
number of drawings he transmits the vertical
thrust of pines and their downward taper. Ac-
cording to Vanda Bogomazov’'s recollections,
Bogomazov explained this as being a light effect
thanks to which the body of the tree appears to
be heavier.

In “Portrait’”’, 1916 (collection |. Dychenko,
Kiev) (17) the portrait as such is absent. There is
an interconnection of running parabolas, dots,
ellipses, immaterial rather than material. Bogo-
mazov used to break down the representation
into "’signs” and then regrouped them in a gra-
phic union. (18) (19)

Occasionally Bogomazov's drawings remind one
of the Symbolist tradition in Russian Art, as he
was drawn to the “ulterior world” with its cu-
rious rituals. Traces of Symbolist influence are
evident in his two ‘’dance’” pictures (both in
the collection of N.D. Lobanov, London).

The drawing, of the so called ""Costume for a
Georgian Dancer’” (1915) (20), convey the nature
of Bogomazov's composition of form. The figure
of the dancing woman is made up of simple geo-
metric lines. Their inner link is motion and the
dynamics of dancing. The lines dance, sway,
stampede and gather again, neglecting the plastic-
ity of the female form. Bogomazov does not

HUem BBepx, B npocTpaHcreo. Kapwxa ''Bocno-
muHaiue o Kaekase” (co6pawve [l. MHaTioka,
KueB) yem-10 HanomuHaer KOCMOAPOM, NAO THO
ycraBneHHbin pakeramu. (7) (8)

Fonebl pesoniounun, Hawano 6onesuun n npenoaa-
BaveNnbCkan paboTa B UHCTUTYTe O TOABUHYNWU HA
BTOPOW NNaH 3aHATMA xueonuceio. B 20-e ropel,
K coxaneHwnio, Boromasoe Hanucan oweHb He-
mHOro. Xopowo n3sectHa pabora “Muabumkn’

(9) (KneBckun my3sen ykpamHCKOro w3o6pa-
3nTenbHOro uckyccrea, 1927 r.) . Kaptwe npen-
WeCTBOBANO MHOXKECTBO rpacm4eckux NoparoTo-
BUTENbHBLIX PUCYHKOB, NPEACTaBNA WM X OrpoM-
HbIW uHTepec. (10) (11) Cama Bewb OTpa-
waer mervon ‘'pacTAXKW' uBeTa, NONWUXPOMHO-
CTM 1 YCNOBHOCTW UBETOBbLIX AnemeHTOB pabo-
Tbl. 3eMNA U Necok B KapTuHe — po3ossie. Moa:
YEPKHYTa XeNnTo-KOPUYHEBAA NenKa nuu, Nuabl
HanUcaHbl pasHouseTHbimu. CoBepuweHHO oue-
BUAHO, Y4TO XYA0)IHUK pelsan Koo pucTMYecKylo
N KOMMNO3NUNOHHYIO 3aAaYy He B paMKax UHCTU-
TYTCKOW MacTepCKON.

Yrons wnu kapaHpaw B pykax AnekcaHppa
Boroma3zoBa uacto npespawanuce B Menok
nopTHOro. XynoxHuk Kak 6b1 ""kpoun’’ Hatypy,
BbIGMpan HaubGonee pauvMoHanbHLI CTPOW KOM-
no3vuun. XapakrtepHan uepta Boromasosa-rpa-
¢mka — uyBcTBO cTpOororo ov6opa, ymeHue
EepTBOBATL AETANAMUN U 330 CTPATL BHUMaHUE Ha
rnasHom. boromasos mactepckun naKkoHW3VpoO-
Ban (opmy, OCTaBNAA NULWL HAMEK HA NUUO, pe-
peso unu gom. (12) (13) (14)

B pAne 3apucoBok wyBCTBYeTCA cneundmyeckn
60romasoBckan xapakTepuctiMka Hatypbl. Tak,
newexonbl (15) Ha Kpewatmke yem-10 cpopHu
KappaMm HEeMOro KWHO, C NOCNeaoBaTenbHOCTLIO
""kappos’’, poBOAAWEA ABUIKEHWE NOYTN OO rpo-
Tecka. U3o6paxan pnopoxHoro pa6ouero, Goro-
Ma3oB pucoBan NoNaty U NOCNEAOBaTeNbHOCTL
ee ABUKEHWUA, KaK Gbl OCTaBNAA AVHAMUYECKUA
cneq.

W3nw6nennbie Ttembl A. Boromasosa — nen-



emphasize the primary shapes — the sphere, the
cylinder, the cone. He gives us hints about them,
showing their blurred outlines. In ‘‘Dancing
Woman” ¢. 1915 (21) the important factor is the
mystery of the dance itself. Dense, night blue —
purple colours reinforce the feeling of secret,
magical action. In this composition everything
is essentially abstract with the exception of the
dancer’s mask-like face.

Alexander Bogomazov worked a great deal on
the theory of painting. While teaching at the Kiev
Art Institute, he elaborated theoretical topics in
which he analysed the concepts of volume, mass,
form, movement, rythm etc. His most significant
theoretical essay is his book ""Elements of Paint-
ing”’. In this he teaches how to read the flat plain
of the picture, which has been resolved by the
painter with the help of “Elements’”. This book
was a mature attempt by Bogomazov to synthe-
size his own working experience, and to under-
stand artistic trends. The book provides the artist
with the right to choose his own world view, and
to reproduce it as he sees fit.

Bogomazov discloses the concept of the
"hidden energy of the contour’”, the tension of
the colour mass, the artistic acoustics of the pre-
tonal surface, and the aggregate effect of these
elements on the viewer.

A talented painter and teacher, Alexander Kon-
stantinovich Bogomazov lived a short, but full
life. He observed, acted and created, trying to
fathom the eternal secret of art.

Bogomazov is our only artist who managed to
combine (not in the sense of changing fashions,
but more organically) the basic movements of the
early 20th century: Futurism, (22) Cubism, (26)
abstraction (16) and even, to some extent, Sym-
bolism. At the same time, he did not fall under
the influence of Belgian symbolism, so dark in
thought, and poorly packaged. He did not
become a follower of Picasso or Gontcharova. His
theories, as his drawings, are straightforward.
His best pictures deserve an inventor’'s patent.
This is because Bogomazov was rational and
knew how to formulate those elements in draw-
ing which originate from intuition and instinct,
from temptation and the calculated experiment.
His theatrical and design fantasies combine these
qualities.

3a)KN, FyCTO HanoNHEeHHbIe NPUYYANUB bIMWA U3BU-
BamMKn NUHWIA, K Urpe KOTOPbLIX CBEAeHa HaTypa.
(OauH U3 NyywKUX NUCTOB 31O cepun — KOMNo-
3uumnA "‘BecHa’’ — Haxoautca B cobpaHum H. Jlo-
6anoBa-Poctoeckoro (16), JlowpoH). B Hem
BMAHO MHOTOO6pasue NpMemoOB, YMeHUe paclum-
puTb pamku Ky6odyTypuama. B pane pucyHkos
OH nepepaer BepTMKaNU COCEH, CY)>KalowwecA
KHu3y. Cam Xyao HMK, Kak BnomuHaet Bawpa
BoromasoBa, 06bACHAN 3TO cBeTOBLIM 3ththex-
Tom, 6naronapA KOTOpOMY Macca AepeBa KaeT-
cA Gonee TAenon.

B ""Moprpere’” (1916 r., co6paHne W. Obiuen-
ko, Kues) (17), co6crBeHHo "“noprper’ oTcyT-
cteyer. Ectb cuennenwmne 6eryuwwmx napa6on,
nyHKMpos, annuncos. Boromasos pasnaran
n3o6paxeHne Ha ‘"3HaKU’’ M 3aHOBO cO6Mpan mx
B rpadmueckom epuuctee. (18) (19)

B peaknx cnyvaax rpa¢mka Boromasosa Ha-
NOMWHaeT O CUMBOMMUCTUYECKON Tpaguuun B
PYCCKOM MUCKYCCTBE, XOTA XYAOXKHMKA M nNpu-
BneKan '‘‘Mup UHOW'', C ero cTpaHHbIMU puTya-
namu. Cneabl BAMAHUA CUMBONN3MA 3aMeETHbI B
AByx ‘‘TaHuesanbHbix ciloxetax’’ Boromasosa.
(0O6a B8 co6pawum H. No6amosa-Poctosckoro,
JNoHpoH) .

KapanpawHbit pucyHok “Koctiom ana tavuy-
ouwen xeHumHbl” (20) nepepaer xapakTtep no-
crpoeHnA opmbl Y Boromasosa. Purypka tau-
UYIOWEN XKEHWUNHDbI BbICTPOEHA C NOMO LWbIO 3N e
MEHTaApHbIX FEOMETPUYECKUX NUHUA, UX BHY-
TPEHHAA CBA3b — ABWXXEHWE, AMHAMW KA TaHua.
JivHun nnAwyT, konebntotca, pa3berancb u co-
6Gupanacb 3aHOBO, NpeHebperan NNacTUKOW KeH-
ckow hurypsl. Boromasos He nopuepknBaeTusHa-
4YanbHble (POPMbI — WAP, UWAUHAP, KOHYC, OH Ha-
mMekaeT Ha Hux. B akBapenu “TaHuylowan xeH-
wmHa’’ (21) BaxHa cama muctTepuAa TaHua. Crycr-
KU HOYHOTO CUHe-(hnoneToBoro useta ycyrybna-
10T oulyuileHue TalHbl, Marudeckoro gencrea. Mo
CyTV pena B 3TOW KOMNo3uuuu Bce abCcTpakTHO,
UCKAYaA Mackoo6pa3Hoe NUUO NAACYHbU.

Anexkcanpp Boroma3sos mHoro pa6ortan Han Te-
opuenn xusonucn. [Mpenopasan B KuesBckom
XYAOXECTBEHHOM WHCTUTYTe, OH pa3pabatbiBaeT
TeoneTUyecKue AUCUNNANHBLI, B KOTOPbIX aHanu-
3upyeT NOHATUA o6bema, macchbl, opmbl, ABK-
»eHnA u putma. Hanbonee 3HauutenbHoe Teope-
Tuyeckoe counHenue BoromasoBa — ero kHura
“InemeHTbl XuBonucu''. B Hen OH yuuT, Kak
YMTaTb KAPTUHHYK MNAOCKOCTb, PELIEHHYI0 XY-
AOXKHUKOM C NOMOULbIO ‘‘3neMeHTOB’’. ITa KHK-
ra 6bina 3penon nonbiTkon 0606wWMTL cObCT-
BEHHbI TBOPYECKWWA ONbLIT, pa3obpaTbcA B Xy-
ROMXECT IX Te x. B Hen ocmbicnuBaer-
CA NpaBoO XYAOXHWUKA HA cO6CTBEeHHOE MUPOBO3-
3peHue U ero BbipaxkeHune. Boromasoe packpbi-
BaeT NOHATME ''CKPbLITON 3HEpPruM B KOHType'',
HanpAXeHue UBETOBOW MAacChbl, )>XMBOMUCHOW
aKYCTUKN KapTUHHOW NANOCKOCTU U HanpasBneH-

HOe BO3AEUCTBUE CYMMbI 3NEMEHTOB >XUBONUCH
Ha 3puTenAa.

Anexcanap KoxctaHtmHosuy Boromasos npo-
NN HEAONTYI0, HO HAaNONHEHHYIO KN3Hb TaNaHT-
NMBOro XYAOXXHUKA WM Neparora, akTMBHOroO Ha-
6niopaTtenA u TBOpUA, CTapas WEroCcA NOHATL Bey-
HbI ceKpeT ucKyccrea.

BoromasoB — eAMHCTBEHHLIN XYROXKHUK, COYe-
TaBwmiA B cebe (HO He B NnaHe cMeHb! Hanpasne-
HUA, a 6onee OpPraHMYHO) OCHOBHbIE TE4EHUA Ha-
yana Beka: dyTypusm (22), ky6usm (26), a6-
cTpakuMoHusm (16) u paxe — oTyac — cum-
B0NM3M. Jlyywme ero TBOpPEHUA AOCTOMHLI Na-
TEeHTa n3o6bperatenAa, Tak kak Boromasos-paumn-
oHanuct ymeeT dopmynupoBaTh 10, 410 MAET B
rpadmke OT UHTynuuu, cobnasva u nporpamm-
HOro 3kcnepumeHTa. Ero vearpanbHO-au3ait Hep-
ckue haHTa3uKU COYETAOT ITU KavecTsa.



1. Pa32py3ka rteneau

XOACT, Macno

32x 34

2. Komno3uyuA ¢ Kpac-
HbiM nnameHem, 1914
XOACT, Macno

35x42

3.YnuyHeii peiHok, 1910
X07CT, M3cno

41 x 34

4.03epo 8 GoApke, 1913
akeapens

32x 26

5. lMoptper boz2omaszo
got, 1915

6ymaea, y20/b

24 x 31

6.AeTonoprpert, 1914-15
6ymaza, y20nb
19 x 26

7. BecHa Ha Kaskase
1916

6ymaza, y20/b

32x 26

8. lopst, 1915

6ymaza, y20/b

31x27

9. Tpu nunswuxa, 1912
6ymaza, aKeapersb

28 x 35

10. NMunswuk, 1927
XoncT, macno

11. MywyuHa, TONKaKW-
wul 6pesHo

6ymaza, KapaHoaw
35x 31

12. [onoea 8 obnaxkax
1915

6ymaza, y20ns

24 x 32

13. Ckpunay, 1915
6ymaza, y20nb
37x23

14. Yenosex ¢ wecTom
1912

6ymaza, KapaHoaw
35x 33

15. Ynuuya J/Ise08a, 1914
6ymaza, y20ns

40 x 30

16. BecHa, 1914

X0nCT, Macno

34 x 34

17. Moprper, 1916
6ymaza, y20/1b
35 x 29

18. A6CcTpPaK THaA KOM-
no3suyuAa, 1915
6ymaza, y20nb

32x 24

19. KomMno3uyuA 8
kpyze, 1915

6ymaza, y20nb

23 x 25

20. [py3uHCKaA TaH-
yoswuya, 1915
b6ymaza, KapaHoaw
22x 17
21.Tanyoswuya, 1915
6ymaza, aKkeapesb

37 x 23

22. Ynuya, 1914
X0NCT, Macno

143 x 74

23./ opHbil nepesan
1916

6ymaza, y20/b

26 x 27

24. MyxyuHa u HeHwu-
Ha ¢ Kop3uHamu, 1912
axkeapefls, KapaHoaw
36 x 27

25. [Moptper bozoma-
30800, 1914

6ymaza, KapaHoaw

26 x 22

26. HaropmoprT, 1915
6ymaza, y20/b

27 x 23

27. Pucyrowan mceHwu-
Ha, 1914

6ymaza, y201b

21x 23

28.YuTarowan meHWuHa
(gud co cnumbi), 1915
6ymaza, y20nb

41 x 32

1. Unloading, 1910

oil on canvas

32x x34

2. Composition with a

Red Flame, 1914

oil on canvas

35x 42

3. Street Market, 1910

oil on canvas

41 x 34

4. The Lake in Boyarka

1913

watercolour on cardboard

32x 26

5. Portrait of

Il';’rs. Bog/]om‘zzqv, 1915

charcoal on beige paper

24 x 31 v

6. Self-portrait, 1914-15

charcoal on beige paper

19x 26

7. Spring in the

Caucasus, 1916

charcoal on beige paper

32x 26

8. The Mountains, 1915

charcoal on grey paper

31 x 27

9.Three Woodcutters

1912

watercolour and pencil

28 x 35

10. Sawyer, 1927

oil on canvas

11.Man pushing a Log

pencil on paper

35x 31

12.Head in Clouds, 1915

charcoal on beige paper

24 x 32

13. The Violin Player
915

1

charcoal on beige paper
31x 23

14. Man Carrying a Pole
1912

pencil on beige paper
35 x 33

15. Lvov Street, 1914
charcoal on paper

40 x 30

16. Spring, 1914

oil on canvas

34 x 34

17. Portrait, 1916
charcoal on paper

35x 29

18. Abstract
Composition, 1915
charcoal on paper

32x 24
19.Composition within

a Circle, 1915

charcoal on light brown

paper

23x 25

20. Georgian Dancer
1915

pencil on paper
22x 17

21.Female Dancer, 1915
watercolour on paper
37x 23

22. Street, 1914

oil on canvas

143 x 74

23. The Mountain Pass
1916
red chalk on brown pape
26 x 27

24. Man and Woman
Carrying Baskets, 1912
watercolour and pencll
36 x 27

25. Portrait of
Mrs.Bogomazov, 1914
pencil on paper

26 x 22

2}(75. Sti///Life, 1915
charcoal on beige paper
27 x 23 g

27. Seated Woman
Dl;'awing/, 1914
charcoal on grey paper
21x 23 grev pap

28. Woman Reading
(Backside), 1915
charcoal

41x 32

LTS
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1914

ANEKCAHAP KOHCTAHTUHOBWUY EOFOMA30B — BUOFPA®UAR B AATAX

Podunca 14 mapra e cene Amnons, Ha
Xapsroswure. OTey — Byxzanrtep e 2nas-
HoU KOHTOpe caxapo3asooyuka TepeweH-
KoO.

O6wee obpasoesaHue nonyyun & XepcoH-
CKOM 3eMCKOM CeNbCKOX03AUCTEEHHOM
yyunuuwe.

lMocrynaer e Kuesckoe xydomecTeeHHoe
yyunuwe. 3Hakomcreo ¢ AnexkcaHopou
3kcrep (Mpuzoposuy), noctynusweld &
yyunuwe e 1901 2.

Ucknovenue u3 yyunuwa 3a yvacrue 8
cTydenyeckol 3abacroske. [lepeesnaetr e
Mocksy, 20e npodoswaer y4yuTbCA — 8
macrepckux K. l0ona u U. Pepbepaa.

... Mow Ay wy 80nHyIOT haHTacTuvecKue
06pa3bl. Bce wueser u Ob/wuUT 0OHUM CTPa-
OaHuem, Ha 8cemM — nevyaTs 3aKameHenou
HeHagucTu”.

Bo3sepawaetca e Kues, soccraHagnueaer-
cA 6 xydoxecreeHHOM yyunuwe. Ycra-
HogneHa nonuyeldckaa cnexka. K aromy
nepuody cnedyer OTHeCTU 3HAKOMCT80 C
HayuHarowed xyoowHuyed Banood Bu-
T0N15008HOU MoHacTeipckod, 8nocneocT-
euu — weHoli A. bozoma3sosa.

Yvacrevar 8 ebicTagxe ‘3eena’”’ (Kues)
emecre ¢ 4. Bypnwxkom, M. flapucHo-
esiM, A. IkcTep. 3HakomcTeo ¢ IKcTep
nepexoouT 8 MH020/1ETHION Opywby.

2 MaA 3aKaHyueaeTt yyunuule no oroesne-
HUK0 Xugonucu.

[Moe3dxka 8 QuHNAHOUIO NO 330aHUIO 2a3e-
To1 “Kuesckaa Mmbicnb’’, 20e co cTyoeH-
YecKk020 nepuoda neyaranuchb PUucyrKu u
kapukatypsl A. bozomazosa. lucema K
B. MoHacTeipckol, 8 KOTOPbIX ONUCaHb!
8nevatneHuA OT YuHCKO20 ned3ama@:
... Tam, Ha Cesepe, nnactuveckue gop-
Mbl HUBYT C/I0BHO 8 NOJTYCHE, Tam Clblw-
Ha npuenyweHHaA 6opbba, 3actvinoe
cTpadaHue, NOKOPHOCTs...””

Havano nedazo2uyveckol O€ATENbHOCTU,
npedmer — pUCyHOK u YepyeHue. ““OuH-
ckue” pucyHKu nybnuKylOTCA 8 Kues-
ckou npecce.

lpenodaer e wkone 2nyxoHemsix 8 Ku-
ese.

3a nnaxar ona 2azets! “Kueeckaa mbicns”’
nonyvaet 1 npemu.

YreepxdeHue cobcTeeHHol T8OpYecKoU
maHepbl, nepexod K Ky6ogdyTypuamy. Ha-
ubonee nnodoTEOPHLIU NEPUOO TEOPYECT-
8a, OTMEYEHHbIU HaUBbICWUMU O0CTUME-
HUAMU 8 Xusonucu, 2paguKe.

YOdocroen 2 npemuu 2y6epHCK0O20 3emMCT-
8a. Bmecte ¢ A. 3kcTep o2paHu3yeT 8bl-
crasxy 2pynnsi “Konsyo” (oTkpsiTue
23 gegpana). Karanoz: crarba ““3adavu
uckyccrea wusonucu’”. OTKAUKU Ha 8bl-
craexy: Hukonad KynsbuH, Hukonad
@Popezzep.

- Y “Konsbya”... HOBOCTbIO ABNAETCA,
2nasHbIm 06pasom, npoussedeHun bozo-
mazoea. IT0O — HECOMHEHHO COenaHHbllU
HacToAWuUd wueonucey, NPUHABWUU yeH-
HoCTU ghpaHyy3cKkol wkKonsl, HO paborTa-
rowuld camocToAaTensHo. OH — pycckuld
no umerowemyca y He20 cuHTe3y ysera u
marepuana”.

... bozave u Aapye ecex npedcrasneH bo-
2omaszoe. OH Haubonee yeneH cpedu Opy-
2ux xydoxHukos “Konbya’; enonHe co-
3HaTenbHo 0Tx00A OT 3asetoe Ce3aHHa,
OH uwer ewe 6onswel marepuanbHOCTU,
ewe 6onbwel CTPYKTYypHOCTU npeome-
To8"”".

3akaHyueaer K KoHyy nera 8 boAapke
(6nus Kueea) kHu2y ""3nemeHTs! wusgo-
nucu”’ ¢ noceaweHuem B. bozomaszosou-
Mowacteipckod. Heony6nukoegaHa.

1915-
1917

1916,
oceHb

1916

1917

1917-
1918

1918-
1919

1919

1920

1918-
1922

1922,
CeHT.

(Coctasutens Urope [Abmerko)

Xueser e cenenuu [eptocsr (CesepHbil
Kaskas), npenodaer pucosarue & [epto-
cuHckom Beicwem HavansHom ywunuwe
(c 1 asaycta 1915 no 31 dexabpa 1917).

BbicTagka KUEBCKUX XyOOXHUKO8 C yYa-
ctuem A. bo2omaszosa e ['opodckom my-
3ee, Kues. OTKknuk Ha ebicTasKy: Akoe
Tye2enxons0d, enepesle NPUMeEHUSWUU
repmuH “Ky6ogyTypusm’ no oTHowe-
Huto K pabotam A. bo2omaszoea.

... TyT u 6yHtapckul “ky6ogyTypusm’
8 nuye Bo20mazoea, xyOomHUKa, NO-8U-
oumMomy, 0aposuTO020, MUMO KOTOPO20
Henb3A NPodTu ¢ 00HOU NUWe CapKacTu-
yeckol ynbibkod 06b18aTeNbCKO20 HEOO-
ymeHuA... Boz2omazoe odepwum dhaHTa-
CTUYECKUM enaHuemM nooYepKHyTs ece
ee (wusonucu — N.[.) 2panu, ee cTpyk-
TYpYy, €e KOCTAK"".

Poxodernue dovepu HApocnassl. B konye
1920-x 22. nuwert ee noptper (e cobpa-
Huu 10.A. NearkuHa, Kuee) .

lMpuanawen Ha ebicTasKy-npoodaxcy ‘Ca-
noH d‘ap” (Kuee, Kpewaruk, IMaccaxc) .
CoxpaHunack 3anuce XyOOXHUKAE No no-
800y npodauu e20 paboT C 6bICTABOK
3r020 nepuoda no yeHam 150-100 (e He-
KoTopsix cnyyaAax — 50 p.) 3a wusonuc-
Hoe npouszeederue, 100-50 p. — 3a akea-
pens, 35 — 3a 2paguyeckoe (kapaHoaw,
caHzuHa, 2pagtopa) .

lMpenodaer 8 KOMMEPYECKOM yYunuue
8 3onoroHowe.

lMpenodaer 8 Kuesckol xyOomecT8eHHO-
pemecneHHoU WKone-mMacTepckoud nevar-
Ho20 Oena.

Havano yyactuA 8 a2uTmMacco80M UCKYC-
cree. HazHavyaeTcA 0T8ETCT8EHHbLIM PyKO-
8oduTenem xyO0XecTeeHHo20 ogopmrie-
HUA pesontoyuOHHbIX Npa3dHuKoe “‘Lers
Kpacrod Apmuu”, "1 Maa”, “Herckud
Oens”’, “[erckan kHu2a”, '‘feHb benozo
yserka’. BbinonHAET 3CKu3bl ONA 3TUX
npa3dHuxkos. HasvavaeTcA crapwum ma-
crepom ‘1 20cydapcT8eHHOU HUBONUCHO-
dexopayuoHHoU macTepckod”.

Ha cve3de xydomHuKog-neda20208 Uu3-
6paH 3aeedytowum oTOENOM XyO0xecT-
8eHH020 npoceeweHuAa 80 BceykpauH-
cxom komurtere M30.

... pyKogooun Ha cse3de XxyOOMHUKO8
no pegopme XyOOxecTeeHHo20 npocse-
weHuAa".

lpuHumaer yvacTue 8 opaaHu3ayuu npog-
cow3a xydomHukoe Kuesa, Ha3HayeH ceK-
perapem, npedcedatens — H. [Tpaxos.

OreercTeeHHbIl xydowHuK 12 apmuu 8
azurcannoezde N° 1. BbinonHAET 3CKU3bI
K ogopmneHuro Kny6os, nnakarel OnA
y630pasa, locusdara. U3bupaerca une-
HOM ¢pabpuyHO-3a800cK020 KomuTeTa Ku-
€8CK020 KyCTapHO20 obwecTrea.

Paboraa 60 ppoHTOBbIX yCcrnosuAax, 3abo-
neeaer tybepkynesom. [lpuHumaer yva-
cTue 8 KonnexkTusHou pabote no ogop-
mneHuo Ha azutnapoxode “lMywxur” (8
e2pynne ¢ 3kcrep, Mennepom, Kprozep-
lMpaxoeod, Mpaxoebim u Op.). [TpuHAT 8
yneHsl Bcepoccuilcko20 coto3a paboTHU-
ko6 npoghcoroza (un. 6uner N° 401) .

lMpenodaetr 8 wkone bydaeska npu cTaH-
yuu Boapka, napannensHo — 8 Kueeckol
Xy O0omecT8eHHO-pemecneHHold wKone —
macrepckol neyaTtHo20 Oena. TybepKynes
npoezpeccupyer.

... Npowy 0Kaszarb MHE MarepuanbHyto
803MOXCHYIO NOMOWb, TaK Kak A boneH
Ty6epKynezom”’.

N36pan npogeccopom cTaHKO080U MHUBO-
nucu MHCTUTYTa NNacTuUYecKUX UCKYyCCT8
8 Kuese. KandudaTypa yTeepxoeHa Kon-
nezuel kuesckol Ny6npoceutu ([y6epH-
cK020 npoghcoro3a NpoceeweHuA) .

1922-
1930

lMpenodaer e MHCTUTYyTe NNacTuyecKux
uckyccTe, nepeumeHogaHHom 8 1924 2.
Kuesckuli xyO00XecT8eHHbIU UHCTUTYT.
Cpedu npenodasarenel 8 To 8pemA pabo-
ranu lMansmos, TarnuH, TpAackuH, [ony-
6aTHuKos, MnewuHckud, KacuaH, Enesa,
Bouvyk, Bacunuid u ®edop Kpuvesckue,
Kpamaperko u Op. Pextop — WeaH BpoHa.

1923- fleyurca e Ante (Kpeim) ot Tybepkyne-

1924

3a, paboraer Hao nnakatom ~‘Tybepkynes
uzneyum”’.

1920-e Paspabatbigaer y4yebHble NPO2pPamMmMbl NO

1926

1927

1930

1966

1972

1973

1974-
1975

1978

1983

wueonucu u “‘poprexy’” (popmansHo-
TexHuveckum oucyunnuHam) .

C MOMeHTa OCHO8aHUA CTaHOBUTCA Y/e-
Hom accoyuayuu APMY (Accoyuayuu pe-
80/110UUOHHbIX XyOoxHuUKoe (muryus)
YkpauHst) .

Kaprura “MMunswuku’ 3KCNOHUPyeTCA Ha
gbicTaske 10 pokue Xoerwa” (10 ner
OkTA6pA). HeiHe — 8 Kuesckom 2ocydap-
CTBEHHOM My3€e yKpauHCK020 u306pa3u-
TeNbHO20 UCKYCCTEa.

Ymep ot Tybepkynesza nezkux 3 UIOHA.
lMoxoporeH Ha JlyKeAHOBCKOM Knaobu-
we 8 Kuese (padom c moaunod npod.
B.H. MNansmoea (1880-1929 22.).

4 uwnHA 8 kueeckolu 2asere “[lponerap-
ckaA npaeda’’ ebixodut crarea WU.T. Bo-
NIAHCKO020, noceAweHHaA namatu A. bo-
20maszosa.

lMepeaA nepcoHanbHaA NOCMEPTHAaA 8bl-
craska 8 nomeweHuu Coro3za nucareneld
YkpauHsl. Bce npouzeedeHuna — cobcTeeH-
HocTs B.B.60o20Ma30804.

B.B.6o2omazoea nepedaer apxus A.K.bo-
20mazosa e L{FAMJIN YCCP (LenTpans-
HbIU 20CyBapcTBeHHbIU apxus-my3ed nuTe-
parypst u uckyccrea YCCP), 20e ocHosaH
uYHbIG OHO Nnpodh. Bozomasosa (N°360) .
lMocrynneruna: okono 80 pucyHKo8 u Ha-
6pockoe, pyKonucs KHuU2u ,,InemeHTsl
Hugonucu’; PpazmMeHTbI U 3320TO8KU TeO-
peruyeckux crared, aHanuTuYecKue cxe-
MbI IKCNEPUMEHTaNbHO20 XapaKTepa, pa-
6oyue nedazozuyeckue npoz2pamms! (ea-
PUaHTbI, YepHOBUKU) , INUCTONAPUA, OKO-
no 20 gpoToCHUMKO8, Knuwe 2pastop Ha
nuHonuyme.

Bbicraska us gpondos UTAMIIN YCCP, Ha
koTopod npedcragneHo 12 2paduyeckux
npouseedeHuld A.bo2omaszoea.

B.B.6ozomazoea nepedaer 8 0ap My3el
A.C.Mywxuna & Mockee 2paguyeckud
noprper lMywkuna pabotsl A.bozomaso-
ea(1912).

H.'[. Jlobanos-PocTosckul nepedaer &
dap my3sewo Conomona [yzeHxeima 8
Horo-Aopke 3 axeapenu A. bozomaszoea
Kk kaptuwne “Munswuxkc” u e Odap Hero-
Nopkckomy Mysew Cospemenroz2o Hc-
KyccTea aKeapenu:

a).”"MyxcyuHa u weHwuHa HecyT 60bwue
KOpP3UuHbI”,

6).”Tpu nunswuka”,

8).”’YKpauHcKue KpecTbAHE Ha pbIHKe”.
31u paboTbl 6bITU 8bICTABIIEHbI 8 My3ee
8 1978 200y Ha ebicTaske “‘Pesonwoyusn
u pycckul aeaw2apd (1912-1930) . Cm.
Karano2 N°N° 3,4,5.

H./[1 J[lob6anos-PocToeckul nepedaeTt 8 0ap
Texacckomy yHugepcuteTy 8 2. OCTuH
(fdenopTament wusonucu, 6ubnuotexa)l
¢oT0 u cnaddsr— 134 npedmera, 60716 WUH-
CT680 KOTOPbIX OTHOCUTCA K Boz2omazosy.

lNepconansHaa evictaska A.bozomasoea
8 Can-®panyucko, CUA. [llpedcrasneH
Ky60-pyTypucTuyeckud nepuod (1912-
1918 22.).



JUBILEE REFLECTIONS ON THE ACADEMY OF ARTS
AKAAEMUA XYAOXECTB - FOBUAEVWHBIE PA3SMbILLAEHWA

C.CORE
K. KOP

The Academy of Arts is a unique institution in
the official Soviet ideological sistem. No other
creative activity, literature included, can conter
academic status in the USSR; only artists and
architects can receive the title of academician,
which is held for life with all its associated be-
nefits and privileges.

Why has art been singled out in this way? The
ideologists of the academy are fond of emphas-
ising the continuity of the Soviet institution
with the Academy of Three Learned Arts, which
has existed in Russia from the eighteenth century.
Quite recently (1982), the Academy of Arts even
celebrated its 225th anniversary, which was
marked by a retrospective exhibition of works by
academicians. Canvases by Russian artists of the
past hung side by side with paintings by Soviet
academicians, presenting the odd spectacle of
Moses bringing forth water from a rock amid the
builders of the Baikal-Amur Railway, or the
massacre of Egyptian first-born sons amid cheer-
ful, muscular fitness buffs. According to the
thinking of the organisers, such propinquity
“brought together’” the traditions of Russian
and Soviet art on the basis of academicism. But
were relations between the new regime and the
Russian Academy of Arts, the presidents of
which were for many generations members of
the imperial family, really so inclouded?

The Academy of Three Learned Arts, one of
Russia’s oldest institutions, was founded in
1757 by Count I.1.Shuvalov. It received its first
Constitution and Privileges from Empress Ca-
therine 11.(7) The system of training established at
that time provided a professional education for
artists, many of them talented, for 150 years.
Credit for creating an independent artistic
school in Russia is due the academy. No less
important was the social position of graduates of
the academy, who obtained with it a certain in-

B cucteme ocmMumanbHOM COBETCKOW waeono-
run Axkapemua Xyanoxects — yYHuUKanbHoe 3age-
nexvne. Hukakon NHOW BUA TBOPYECKON AeATENDb-
HOCTW, BKAKWUYaA nuTepaTypy, He obGnapaer B
CCCP akapemuuecKum CTaTycom, TONbKO XYROXK-
HUKN W apPXUTEKTOPb!I MOFYT NONYYNTHL NOXKW3-

o aka, o8 co BbiTeKato-
WHMMKU OTCIOAA NBrOTaMWU U NPUBUNETUAMMU.

KakoBbl NpuauHbl Takoro BbiaenewuAa? Upeo-
norn akagemuu NWGAT NOAYEPKHYTL NpeemcT-
BEHHOCTb COBETCKOro yupexaeHuwAa oT Axape-
mun Tpex 3HatHenwux Xypoxecrs, CyuecTso-
saswen B Poccum c 18 Bexa. He tak pasHo
(1982) Axapemuna XypoxecTe paxe cnpaBnana
cson 225-neTHuin wb6unen, oTMeTUB ero peTpo-
CNeKTUBHOW BbICTaBKOW paboT akapemukos.
MonoTHa cTapbix PyCCKUX XYROMKHUKOB BUCENwn
PAAOM C KapTUHaMW COBETCKMUX aKaaemMukos,
npeactaBnAn co6oi NOBONBHO CTpPaHHOE 3penu-
we: Mowucen Bbicekan BoAy W3 cKanbl cpeauv
ctpoutenen BAMa, a u3buenue nepseHues eru-
NeTcKnMX NPOUCXOAWNO CPpeau Becenbix MYCKY-
AucTbix u3kynbTypHukos. Mo mbicnu ycrpou-
Tenen, takoe cCoceacTso ‘‘'c6nuxano’’ Tpaanuwu
PYCCKOro M COBETCKOrO WCKYCCTBa Ha ero axa-
pemuueckon ocHose. Ho Tak nu yx 6e3obnauHbl
6b1NV OTHOLWEHUA HOBOTrO P c Po WCKOW
Axanemuen XYynoxecTs, nNpe3vnaeHTamn KoTO-
pon 6biAM HAa NPOTAXEHWW AONTOrOo BpPEMEHU
uneHbl umnepatTopckon hamunun?

Axanemua Tpex 3HaTHenwux Xypoxects —
OAHO W3 CTapenwnx neHuin 8 Po , — ocC-
HoeaHa 8 1757 roay rpachiom U.WU. llysanosbim,
nonyuuna ceown nepebi Ycrae v Mpusuneruu us
pyk Umnepatpuubl Exatepunnbt Il. (7) Cucrtema
BOCMUTAHUA, 3aN0XEHHAA TOrAa e, pasana Ha
NPOTAXKEHUU nonyTopa cronetuin npodeccuo-
HanbHoe 06pa3oBaHue XYAOXKHWKaAM, cpeawn Ko-
Topbix 6bINO HemMano TanaHTAuBbLIX. Axagemuun
NpUHapnexwuT 3acnyra B CO3AaHUW CaMOCTOR-
TEeNbHON XyAoXecTBeHHON wkonbl 8 Poccun. He
MeHee BaXKHbIM 6Gbin U couvanbHbIW CTaTyC Xy-
AOXHNUKOB — BbINYCKHNKOB AKanemwun, nasas-
WWA UM U3BECTHYIO HE3aBUCUMOCTb BHYTPU Kpe-
NOCTHUYECKON cucTeMbl. AKaaemMun BMEHANOCH

dependence within the feudal system. Under the

Constitution, the academy was charged with

defending the interests of artists against both the

authorities and their clients. (2) Despite numerous

amendments and additions to the Constitution,

:th 8academy retained its privileges right up to
18.

When they came to power in October, 1917,
the Bolsheviks quickly dissolved the Academy of
Arts (by a Decree of the Sovnarkom, April 12,
1918). What was the academy’s fault in the eyes
of the new regime? The assembly of the academy
had associated itself with the ""Appeal of the
Union of Art Workers’’, which accused the Bol-
sheviks of “barbarism” and of ‘‘agitating the
masses”’, and had also opposed the intentions of
Commissar A.V. Lunacharsky ‘‘to destroy mo-
numents erected to Russian historical figures”.(3/

In their intention to ‘‘recreate the entire face
of the earth” according to their own judgement
and standards, the Bolsheviks had no need at that
time of the academy, although they also realised
that “immense prospects are opening up before
art in the sense of the monumental and the
vast.”’(4)They closed the academy in 1918 out of
a desire to create hothouse images for “"the art of
the future”. Lunacharsky, accusing the academy
of “barbarism’’, defined the artist’s goals in epic
terms: ’If the revolution can give art a soul, then
art can give the revolution its mouth ’(5) However,
artists understood this social command too lite-
rally and began to produce busts of Marx, Lenin
and Trotsky in cubist forms. These ““mouths”
were quite unsuited to the plan, laid down by
Lenin, for monumental propaganda, since they
were incomprehensible to the broad masses.
Futurist art was also unsuited to immortalising
the military and party elite. Many Bolshevik
figures were shocked when they saw their “’por-
traits’’ executed in non-conventional styles.

no YcrtaBy 3awMwiath WHTEpecbl XYAOXKHUKOB
nepea BRacTAMMW u 3aka3unkamu. (2) Hecmotpa
Ha MHOrOYMUCNEHHbIE U3MEHEHWA W AONONHEHWA
K Ycrasy, AKagemMuA cOXpaHuna cBou npusune-
ruv 8naotb ao 1918 rona.

Mpuaa k snactu 8 okTAGpe 1917 rona, 6onb-
wesukn 6bicTpo ynpazauunu Axaaemuio Xyno-
wecte (pexper CosHapkoma 12 anpena 1918r.) .
Yem xe npoBuHunach AKaaeMuAa nepea HOBbIM
pexumom? Cobpanme Axa npucc
nocb k "O6pawenunio Coto3a neAtenen uckyccrs’”
o6suHuBwemMy 6Gonbwesukos B ‘‘Bapeapcrse’’,
B '8036yxaeHun macc’’, a Takxe BbICKa3anochb
npoTue P W KO pa A.B. Jlywauap-
CKOro ""YHUYTOXUTb MOHYMEHTbI, NOCTaBNEHHbIE
AEATEeNAM pycckon uctopuu’’. (3)

B csoem Hamepewun ‘‘nepeco3patb Bce NMUO
3emMnu’’ NO CBOEMY YCMOTPEHUIO U CBOMM HOpP-
mam GonbweBnicn He HyXaanuchL Torna B Akaae-
MU, XOTA U NOHUMANWU, 4To '8 CMbICNE MOHY-
R1EHTaNbHOM W rPaHANO3HOM Nepea UCKYCCTBOM
OTKPLIBAOTCA OrpomMHble nepcnekTuebl’'. (4)
3akotim Avanamun v 1918 rony, ovun pykoson-

3. Asayp: Bnadumup Hnsuy c desoyxod, 1957
Z.Azgur: Vliadimir llyitch with a Girl, 1957



With the period of War Communism behind
them, the Bolshevik leaders, whose tastes were
thoroughly petty-bourgeois, began to experience
a certain nostalgia for academic representational
art. Actions were taken, not without the sanction
of the party apparatus, to squeeze “‘left” artists
out of the most profitable commissions and to
take away their rations, jobs and salaries. As early
as 1921 the first, still modest, attempt was made
to open the academy when a provisional Consti-
tution was created (May 4, 1921) and a list of
members of the Academy Council was compil-
ed.(6) Nevertheless, the academy did not reipen.

Anarchic confusion in the matter of “monu-
mental propaganda’’ as, indeed, in fine art as a
whole, continued until 1932. By this time the
need for an art that was externally simple and
easily accessible had begun to be felt at the heart
of Soviet ideology.At the same time, it seemed
important ""to overthrow old traditions.”” During
the period of the Stalinist purges in 1936 and
1937 F.A. Maslov, rector of the Institute of Art,
stated: “We cannot occupy ourselves with the
problems of the old academy. We are not inte-
rested in how tall Adam was. We should concern
ourselves with translating the teaching of art on
to a basis of industrialisation with an artistic
slant.” (7)

The first attempts to nurture the new ’socialist
realism’’ had already encountered certain pro-
blems. In dissolving the Academy of Arts the
Bolsheviks had deprived artists of a professional
school, yet the demand for visual propaganda was
great. Artists were required to create — some-
thing that would illuminate Bolshevism in terms
of "eternal ideals” and serve at the same time as a
kind of surrogate culture. This highly contradic-
tory social command also lay at the basis of a
partial rehabilitation of the academy’s status in
1932. The teaching institute (now the Repin In-
stitute in Leningrad) once again received the
title of All-Russian Academy of Arts.

The period 1932—-1947 was, so to speak, the
"pre-history”’ of the Soviet academy. During
those years an entire generation of artists was
bred, capable of creating work in accordance
with the party programme and of carrying out

CTBOBaNUCb CTpEMNEHUEeM cCO3AaBaTh MHKYy6aTop-
Hble 06pa3ubl ‘'uckyccrea 6yaywero’’. JlyHavap-
ckuin, 06BuHEHHbIW AKaaemuen B 'Bapsapcrse’’
anuyecKu onpepenun 3anayn xypoxHuxkos: “'Ec-
NY PEeBONIIDUMA MOXET AaTb UCKYCCTBY Aywy, TO
WCKYCCTBO MOXET AaTb pesonouuu ee ycra''. (5)
HO XYyROXHUKU CAUWKOM NPAMONUHENHO NpW-
HANW 3TOT COUMAnbHbLIN 3aKa3, Hayas co3AaBaThb
6tocTel Mapkca, flenuna n Tpoukoro B Ky6uctu-
yeckux dcpmax. JTu “ycra’’ coBcem He noaxo-
aunu anA oro Nl IM NNaHa MOHY-
MEHTanbHOM nponaraHAbl, Tak Kak 6Guinu Heno-
HATHbI Wupokum maccam. He roaunocs dytypu-
CTUMECKOEe UCKYCCTBO U ANA yBEeKOBEYEHWA BO-
EHHOW W NapTUAHOW 3NuTbl. MHOrue 6onbwesucT-
ckue peAtenu 6bINU WOKUPOBaHLI, YBUAEB CBOU
"nopTpeTbl’’, BbINONEHHbIE B YCNOBHOW MaHepe.

MuHOBaB nepuoa BOEHHOro KOMMYHWU3MA,
6onbwesucrckue peatenu, obnanaswmue snonHe
MEUWaHCKUMMN BKYCaMu, NOYYBCTBOBAaNWU HEKOTO-
PYI0 HOCTanbruio NO aKafeMUYeCKOW penpe3eH-
tatusHocTu. He 6e3 caHkuuu naptuiHoro anna-
paTa neBbIX XYAOKHWKOB HAYUHAOT OTTECHATL

®.Modopoe: Cranum u Kanunun, 1938
F.Modorov: Stalin and Kalinin, 1938

the task — truly unique in the history of art —
of being politically topical while at the same
time working ""for eternity’’.

A new stage in the life of the Soviet Academy
of Arts began in 1947. In September of that year
the USSR Council of Ministers adopted a Resolu-
tion transforming the All-Russian Academy of
Arts into the Academy of Arts of the USSR. In
practice, this meant the creation of a bureau-
cratic machine resembling a General Staff of the
Fine arts, which were to be centralised and
regulated in harmony with the goals of the party.
The Academy of Arts was charged with regulat-
ing and controlling the entire artistic life of the
country in all its republics. The posts of presi-
dent, vice-presidents, learned secretaries, acade-
micians and alternate members were introduced.
Its status as a regulatory institution enabled the
Academy of Arts to wage an unrelenting struggle
against any kind of aesthetic dissidence through-
out the entire post-war period.

In conformity with the Constitution adopted
in 1947, "the Academy of Arts of the USSR is
a higher scholarly institution which unites the
most outstanding figures in the field of the fine
arts.”’(8) The Academy of Arts which, under its
Constitution, is subordinated to the Committee
on Artistic Affairs, simultaneously embraces se-
veral roles: it is required to regulate artistic edu-
cation by creating curricula, methodological
directives, textbooks and aids, and ‘“to enrich
artistic practice’’ — to keep a constant eye on the
work of Soviet artists and prevent them from
deviating from the path set by the academy,
while at the same time putting forward the neces-
sary models of "‘socialist realism’’.

Finally, the academy’s chief objective is to be
an ideological filter, “’scientifically’’ substantiat-
ing the Soviet way of thinking and of seeing all
world culture, taking from it only the “important
and necessary’’ and discarding the rest. In order
to accomplish this, the academy was treated ge-
nerously: it was given a staff of scientists, exhibi-
tion rooms and even an entire publishing house,
"Fine Art’”’, operating under the aegis of the aca-
demy’s editorial council. Publishing scholarly
monographs, controlling the activities of the

oT Hanbonee BLIFOAHLIX 33Ka30B, NUWAIOT Nan-
KOB, ROMKHOCTER n oknapnos. Yxe 8 1921 roay
penaeTcA nepsan, Noka eule pobxaA nonbiTka
OTKPbLITh AKagemuio: CO3AAETCA BPEMEHHbIN
Ycras (4 man 1921 r.), coctaBnRevCA CNMCOK
yneHos Cosera Axaanemuun. (6) OpHako Axape-
MWA TaK U He OTKPbINAch.

AHapxuyeckan CYMATUUA B aene ‘MOHYMEeH-
TanbHOW nponaraHabl’”’, Kak, BnNpoYem, U BO
scen cthepe M306pa3uTenbHOro MCKyccTea, npo-
ponxanacs po 1932 ropa. K 3tomy Bpemenu 8
Heapax COBETCKOW uaeonorun cospena novpe6-
HOCTb B HEKOEM MCKYCCTBE, BHEWHE NPOCTOM ¢
noxoaunsom. OAHOBPEMEHHO BaXKHbIM Ka3anochb
’HMCNPO BepXeHue CTapbiX Tpaauumin’’. B nepuon
cranuHckux yuctok 1936/37 rr. pexvtop Xyno-
wecreeHHoro Wuctutyra ®.A. Macnos yTsep-
waan: “"Mbl He MOXem 3aHUMaTbCA npobnemow
crapon Axagemuun. Hac We mHtepecyer, Kakoro
pocta 6bin Aaam. Mbl RONXKHbI 3aHATLCA HOBOMW
3apaven Nepecagky XyQOXeCTBEHHOro By3a Ha
6a3y WHAYCTPUANU3auunm C XYROMKECTBEHHbIM
yknoHom”. (7)

Yxe nepsble NONLITKU NO BbLIPAWWUBAHNIO HO-
BOro '‘counanucrudeckoro peanuama’’ Havonk-
HYNUCb Ha onpepeneHHsole TPyAHocTu. Ynpa3a-
Hue Axapnemuio Xypoxects, Gonbwesuku nu-
WUNKU XYROKHNKOB NPOGeCCMOHANbHOW WKONLI,
a notpe6HocTb B u3o6pa3uTensHon nponaraHae
6bina Benuka. OT xyaoxHukoB Tpe6osanoch
HeYTo Takoe, 4To ocBewano 661 6onbwesusm ot
nuua ‘‘BeyHbIX UaeanoB’’ W OAHOBPEMEHHO Cny-
WUNo 6Gbl HEKOTOPLIM CYPPOraTOM KYnbTypbl.
3707 BeCbMa NPOTMBOPEYUBLIA COUMANbLHLIA 3a-
Ka3 n nexan B OCHOBE HEKOTOPOW peabunurtaunn
akapemuyeckoro cratyca 8 1932 roay. Yue6Hbin
uHCTUTYT (HbiHe UHCTUTYT um. PenunHa B JleHuH-
rpage) nonyuun Toraa BHoBb HalsaHue Bcepoc-
cuinckon Akapemun Xynpoxecrs.

MNepuoa 1932-1947 rr. 6bin Kak 661 NpeabICTO-
puei coBeTckon akanemuu. 3a 3TU roasl nyTem
cenekunmoHHon pa6otbl 6bINO BbiBEAeHO uenoe
NOKONEHUE XyAOXKHUKOB, CNOCOGHLIX TBOPUTL
B COOTBETCTBUM C NPOrPamMMmoWn NapTuu, pewartb
NOMCTUHE YHUKANbHYI0 B UCTOPUN UCKYCCTBA 3a-

monthly magazine “Art” and, finally, awarding
degrees and prizes are all carried out by the Aca-
demy of Arts by the terms of its Constitution.

Who are they, these “immortals’’? According
to the Constitution of 1947, "“artists and scholars
in the area of the fine arts who have created
works of art or scholarly works of outstanding
the USSR’’. The number of academicians, howev-
er, may not exceed 45 and the number of alter-
nate members is restricted to 25 (Constitution,
page 7). There are, in fact, 60 academicians and
93 alternate members. Exceeding the member-
ship limits of the academic Parnassus is not the
only infringement of the Constitution’s principles.
Under the Constitution, the presidium is obliged
to give formal notice in the press of vacancies in
the Academy of Arts as they occur two months
before elections in order to enable artists and
artistic organisations to propose candidates in
writing (Constitution, page 9). Actually, elections
to the academy never take place publicly, enabl-
ing the academicians, who are endowed with the
right of secret ballot, firmly to pursue their
corporate interests. Corruption in elections to the
academy is commonplace, if only because each
candidacy must, before being put to the vote, be
""discussed’’ in the academy’s party bureau. This
virtually excludes the possibility of artists who are
not party members from becoming academicians,
although this is a direct infringement on the
academy’s Constitution. The non-party artist
may become a member of an artists’ union, but
the road to the academy is closed to him. The
same rule applies to art historians. There is, the-
refore, no reason to be surprised if, amid the
throng of academicians, one encounters artists
who have done nothing for years, whose works
are rarely shown at exhibitions and whose names
go unmentioned even in the Great Soviet Ency-
clopedia (B.S.Ugarov, for example, the academy’s
president in 1983).

The academy’s ideologists, its ‘‘theoreticians’’,
include people who, for the most part, have not
written a single book on art in their entire lives
(P. M. Sysoev) (9) or who have written one or two
""outstanding’”’ books (A.K. Lebedev, V.S. Keme-
nov). Yet these are the people who sit on editor-

pavy: 6bITb NOANMTUYECKWU aKTYanbHbLIM CEroAHA
n opHoBpemeHHo paboraTs “Ha Beka’'.

Hosbin 3Tan B8 Xu3HU coBeTCKON Akapemuu
XynoxecTs HaunHaeTcA ¢ 1947 ropa. B centAabpe
1947 ropna Coser Munuctpos CCCP npunan MNo-
cTaHoBneHue o npeo6paszosaHun Becepoccuickon
Axapemun Xynoxects 8 Akanemuio Xyaoxecrs
CCCP. BykBanbHO 37O O3Ha4ano CO3AaHWe He-
Koero 6l0poKpaTUYeCcKOro annapava, Hanopo6ue
MNeHwrtaba M306pa3nTeNnbHOrO0 UCKYCCTBA, UEH-
TPanuU3o0BaHHOTO U YNOPAAOYEHHOro B COOTBET-
CTBUM C NapTUWHLIMKU YCTaHOBKamMu. Axkaaemuun
Xynomecrts BMEHANOCL pernameHTMposaTL «
KOHTPONUPOBAaTh BCIO XYAOXKECTBEHHYIO XU3Hb
cTpaHbl Bo Bcex pecny6nukax. Bbinu sseneHbl
RO/MKHOCTU Npe3vAeHTa, BULe-NpPe3nAeHTOoB, yve-
HbIX CeKpeTapen, aKaleMUKOB U YNeHOoB-Koppec-
noHaeHToB. CTaTyC pernameHTpylouwero yypex-
neHnA nossonun Axkaaemun XYROXKeCTB Ha Npo-
TAMEHNMU BCEro NOCNEBOEHHOro Nepuoaa BecTu
Henpumupumyto 60pbby co BCAKOro popa crve-
TUYECKUM UHAKOMBbICNIUEM.

B coorvsercteun ¢ YcraBom, NPUHATLIM B
1947 roay, "Axapemuna Xypoxects CCCP as-
NAETCA BLICWKM Hay4HbIM yupexxaeHuem, obve-
AVHAIOWUM Hanbonee BLIAAOWUXCA AeATenen
8 obnacTn uzobpasutensHoro uckyccrsa’’. (8)

B dhyHkuun Axanemun XynoxecTs, NOAYNHEH-
Hon no Ycrasy Komutety no paenam uckKyccrs,
BXOAAT Cpa3y HECKONbKO 3aAay: pernameHTUpo-
BaTb XypoxecTBeHHoe o6pa3osaHue, cO3aaBan
yuye6Hble Nporpammebl, MeToauYyecKue yCTaHOB-
Ku, yyebumku u nocobua. “Ob6orawartbs Xxyno-
MECTBEHHYI0O NPaKTUKY'' — NOCTOAHHO cCneavuTh
3a TBOPYECTBOM COBETCKUX XYAOXKHUKOB, He Aa-
BaA WM CBEpHYTb B CTOPOHY OT HameyeHHoro
Axanemuen Kypca W O[HOBPEMEHHO CaMuMm
BbIABUraTb HYXHble 06pa3ubl-3TanoHbl Npousse-
AeHUA ' coumanmcTUYecKoro peanuama’’.

HaxkoHeu, rnasHan uenb Axkapemuu — Bbinon-
HATL PONb UAeONOrUYecKoro tunbTpa, “'HayuHo'’
060CHOBbIBaA COBETCKWA 06pa3 MbIWNEHUA ¢
BUAEHWA BCEA MMPOBOW KynbTypbl, 6epA oT Hee
TONbKO ''‘BaXHOE W HYXHoe'' u onyckaa Bce
octansHoe. [AnA AOCTUXEHWA 3Toro Akapemuu



WN.Toudze: CranuH Ha oTkpsiTuu '3C, 1935
1. Toidze: The Power. Station Opening, 1935

ial boards, who run the publishing houses and
academic journals and who exercise control over
scholarly works published by the academy and
not just by the academy. The ""theoreticians’’ are
vigilant in ensuring that, in general, as few works
on art per se — independent of time and era — are
published, thereby maintaining a "scientific”
balance between propaganda, the Sovietization of
culture and scholarly research published outside
the direct control of the academy. This invisible
work — ‘‘to have and to hold” — cannot always
be clearly distinguished. But it is here that the
explanation may be found of why it is as difficult
to publish a serious examination of Velasquez in
the Soviet Union as it is to become an academi-
cian.

But who is the “"typical”’ academician? What is
that phenomenon, academic art, which they nur-
ture and propagate today and ‘“‘for posterity’’?
The tone of Parnassus is set by people aged bet-
ween 70 and 80 (80% of academicians), while
the remaining ""youngsters’’ are aged around 60.
Alternate members are younger on average than
the academicians (60 years). The academicians
include only one woman — T. Yablonskaya.

AaHbl OBWMPHbIE BO3MOXHOCTU: WTaTbl Haywy-
HbIX COTPYAHMKOB, BbICTABOMHbIE 3anbl U aaxe
uenoe usaatenbcTBo 'U3o6pasutenbHoe uckyc-
crBo’’, paboTatouiee Nnoa IrMAON peaaKkuUMoHHOro
Coseta Axanemun. MevataHne HayuyHbIX TPYAOB,
KOHTPONb HAaA AEATENLHOCTLIO EXEMECAYHOrO
wypHana “"UckyccTBo’’, HakoHeu NpucyxpeHne
YMEeHbIX CTeneHel v Harpapa — BCe 3TO ocywecT-
BnAeT Akanemuna XyaoxecTs B COOTBETCTBUN CO
csoum Ycrasom.

KTo xe oHun, 3Tn "6eccmepTthbie’’? Mo ycrasy
1947 r. "peAcTBUTENbHBIMK YNneHaMn AKapaemun
Xynoxects CCCP moryT 6b1Tb n36paHbl Xyaox-
HUKW U HayuHble aeATenn B obnacTu n3obpasu-
TENbHOro WCKYCCTBA, CO3AAaBLIME XYAOXKECTBEH-
Hble NPOU3BEAEHNA MAN Hay4Hble TPYAb! BbIAAlo-
werocA 3HaveHmA’’. Yncno akanemukos He pon-
MHO NPeBblWwaTh, 0AHaKO, 45 yenoBek, a YNEHOB-
xoppecnonpeHToB — 25. (Ycras, cTp. 7). B pen-
CTBUTENbHOCTH akaaemukoB — 60, a koppecnoH-
pentoB — 93. MpesbiweHne HOPMbI 3aceneHuUn
akapemuyeckoro fMapHaca — He eanHCTBEHHOE
HapyweHue nonoxexun Ycrvasa. Mo Ycrasy 06
OTKPbLIBAIOWNUXCA BaK x B8 Aka Xy-
poxecTs npeananym ob6A3aH ny6nukosaTth B ne-
vaTv 33 2 mecAua A0 BbIGOPOB C Tem, Y4TO6bI XY-
AOXHWUKMW M XYAOXKECTBEHHbIE OPraHn3aunum mor-
AW NUCbMEHHO NPEeACTaBUTb CBOUX KaHAMAATOB
(Ycras, ctp. 9). Ha pene Bbibopsl 8 Akanemuio
HUKOrAa He NPOMCXOAAT FNAcHO, U 3TO AaeT BO3-
MOXHOCTb aKaAeMWKaM, HafAeNneHHbIM NpaBoM
TaWHOro rONOCOBAHWA, YE€TKO NPUAEPXKNBATLCA
CBOMX KOpNOpaTUBHbLIX WHTepecoB. Koppynuua
Ha Bbl6opax B Akapemuio — o6blMHOE ABNeHune,
xoTA 6bl NOTOMY, YTO KaXAaA KaHAWAaTypa,
npexae yem 6annoTupoBaTLCA Ha BbiGopax, Npo-
xoauT npoueaypy ‘o6cyxaeHnA’’ Ha napT6iopo
Axapemun. U 370 NnpakTUYECKN UCKNIOYAET BO3-
MOXHOCTb 6ecnapTuiHbIM XYAOXKHUKAM CTaTb
akapemMnKamu, XOTA 34ecb NPAMOE HapyleHue
akapemuvyeckoro Ycrasa. BecnaptuiHbin  xy-
AOXHWK MOXET CTaTb 4YNEHOM TBOPYECKOrO
c0103a, HO NYTb B aKapemunku emy 3akpsit. Mpa-
BUNO PacnpPOCTPAaHAEGTCA ¥ HAa UCKYCCTBOBEAOB.
B cBA3K C 3TUM He NPUXOAUTCA YAUBNATLCA TO-

B.Eparos: [NamaTHan ecTpeva, 1937
V.Ephanov: A Memorable Meeting, 1937

The academicians also bear out Lenin’s plan for
russification in their national composition: 80%
represent the Russian Federation (48), while
only 20% represent union republics (12) — and
not all of those: Armenia, Kazakhstan, Kirghi-
zia, Moldavia, Tadzhikistan, Turkmenia and
Uzbekistan have no academicians at all.

An academician’s stipend amounts to 350 ru-
bles per month, while alternate members receive
170 rubles, paid irrespective of whether the
academician or alternate member is working or
"resting’’. Academicians enjoy the right to
""working trips’’ abroad; they ""work’’ in country
houses belonging to the academy (in ltaly, for
example). But, above all, they exercise a virtual
monopoly over the fulfilment of museum orders,
which are fully subsidized by the state, and have
the right to obtain, practically without competi-
tion, major state commissions in the field of
sculpture and monumental art.

The absence of public competitions for the
construction of monuments and memorials is
another of the academy’s credits. Directly or in-
directly, the academy, via its ideologes’’, takes
its place on arts councils, ministry collegiums and

MYy, 4TO CPean CoOHMa aKafieMUKOB MOXHO BCTpe-
TUTbL XYAOXHUKOB, FOAAMW HUMEro He aenaro-
WYX, KapTUHBI KOTOPbIX PEAKO NOABANAIOTCA Ha
BbICTaBKaxX, a UMA He YNOMAHYTO aaxe B8 Bonb-
won Coserckon JHuuknoneaumn (Hanpumep,
MNpeanpent Axkapemunc 1983 ropa 6.C. Yrapos) .

Cpeaun npeonoros Axaaemun, ee “'teopeTukos’”
HaxXOARTCA B OCHOBHOM NIOAW, He Hanucaswwue
3a BCIO XWU3Hb HU OAHOM KHUIrK NO UCKYCCTBY
(N.M. CuicoeB) (9) wnnu wanucaswme opHy-pBe
""sBoiparowneca kHuru’’ (A.K. Nebenes, B.C. Ke-
meHOB) . A BeAb UMEHHO OHW BXOAAT B pPeaaK-
UMOHHbIE COBeTbl, KypupywT paboty wu3pa-
TeNbCTB, aKAAEMUYECKUX XXYPHANOB M HAYUHbIX
TpyaoBs, nybnukyembix Axkapemuen um He TONb-
ko Axkapnemuen. “TeopeTnku'’ 6autenbHo cne-
AAT npexae Bcero 3a Tem, 4To6bl BooGwe ny6-
NNKOBaNoOCb NO BO3MOXHOCTM MeHblle TPYAOB
no WUCKyccTBy, ) OT Bp W 3no-
XW, YAEPXMBAA TeM CamMbiM ‘‘HayuyHoe’' COOTHO-
weHne Mexay NponaraHgow, coBeTu3auuen
KYNbTYpbl W HAay4YHbIMU MCCNEQO0BAHUAMMK, Bbi-
nyckaembiMn 6e3 HENOCPEeACTBEHHOrO KOHTPO-
nA Axagemun. Ty Hedpumylo paboty — ‘‘nep-
’aTb M He NywaTth’ — He BCcerga MOXHO ABHO
pa3rnAaaets. Ho umeHHO 3aecb MOXHO HaWTH
o6bAcHenune Toro, nouyemy B CoBetckom Coto-
3e ony6nukoBaTb cepbe3HOe WUCCNeaoBaHWe O
Benacke3se He mMeHee TPYAHO, Yem CTaTb akape-
MUKOM.

KakoBO >e BcCe-Taknm '‘Auuo’’ akapemukos?
Y710 e 33 heHOMeH aKaaemMn4ecKoOro NCKyccTea
OHU BLIPAWMBAKT U HACAXKAAKT CErOAHA N ""Ha
Beka''? Cocras akapemuueckoro Mapwaca onpe-
penAOT noan B Bo3pacte oT 70 po 80 ner (ux
80 %), ocransbHble — "'Monoaexs’’ okono 60 ner.
KoppecnoHaeHTbl B CpeaHeM MONOIKE aKaaemMm-
xoe (60 net). B uncne akanemukoB TONbKO OA-
Ha xeHwuHa (T. AGnoHcKaR, mueonuceu) .

Mo HaunMoHanbHOMY CBOEMY COCTaBY aKaaemu-
KW TaK)Ke ONPaBAbIBAIOT NEHWHCKUA NNaH py-
cucbukauun: 80 % akaneMMKoB NPeacTaBAAIOT
PCOCP (48) u tonbko 20 % — coto3Hbie pecny6-
nukn (12), pa u 10 He Bce — Apmenun, Kasax-
cvaH, Kupruauwa, Monpgaeua, Tamxkukucrad,

10.Mumeros: Aenezarka, 1938
Y.Pimenov: The Delegate, 1938

government commissions. In a system where
nothing is made publicly known, competitions
are a pure formality. One can understand how
works that are professionally low-grade and art-
istically wretched, but which are executed in
bronze or granite and designed ‘’for posterity”,
come to be made. These gigantic monstrosities,
“monuments of the age’’, adorn Berlin and Sta-
lingrad, Moscow, Novorossiysk, Sofia and even

Havana(Lenin monument, L.Kerbel, 1981).

In 1979 a departmen of architecture and mo-
numental art (70) was established in the Academy
of Arts. However, academicians are, for the most
part, painters (50%); sculptors and architects
make up 17% of the membership and art histo-
rians and artists from all other areas of art — 8%
each. Thus, painting in the traditional form of
the easel canvas is the dominant form of Soviet
official art. Given the abundance of contempor-
ary means of representation, such conservatism
on the part of the Soviet academy is not fortuit-
ous: it simply refuses to recognise as a work of
art anything that does not fit into its conception
of "painting”’.

What, then, are they like, the paintings of

TypkmeHnAa u Y36exkuctan sBoobuie He umeroT
CBOMX aKanemMukoB. AKagemMuyecKUui naek co-
crasnAer exemecAyHo 350 py6nen, a koppec-
noHaeHtckun — 170 p., 1 BLINNAYUBAIOTCA OHU
HE3aBUCUMO OT TOro, paboTalT aKageMUKN NN
HaxXOAATCA B 'TBOpYeCcKOM npoctoe’’. Akagemu-
KW NONb3YIOTCA NPAaBOM 3ar paHM4HbLIX '’ TBOpYEC-
KNUX KOMaHaMposok'’, ""paboTaT’ Ha akapemu-
yecknx pavax (Wanpumep, 8 Utanuu) . Ho rnae-
HOe — OHU 061a0aI0T NOYTU MOHO NONLHBIM Npa-
BOM B MY3eNHbIX 3aKynKax, NOAHOCTbIO Cy6cn-
AvpyemsbIX rOCYRAapcTBOM, W MNPaBoOM NpakTU-
4eCKU 6eCKOHKYPEHTHOrO NONYYEHUA KpynHen-
WKUX roCyaapcTBeHHbIX 3aka3oB B obnactu
CKYNbNTYPbl U MOHYMEHTaNbHOrO UCKYCCTBA.

OTcyTcTBUE CUCTEMDI FNACHBIX KOHKYPCOB Ha
coopyxeHune NAaMATHUKOB 1 MeMOpPUanNoB — Tak-
xe 3acnyra Axanemun. Yepe3 ceonx ‘‘uaeono-
ros’’ AKapemMuA NPAMO UNN KOCBEHHO BXOAUT B
COCTaB XYROXECTBEHHbIX COBETOB, MUHUCTEp-
CKUX KONNEernn, NpPaBvTEeNbCTBEHHLIX KOMUC
cun. B cucrteme, rpe OTCYTCTBYeT FNacHOCTD,
KOHKYPEHTHaR 6opb6a HOCHT YNCTO YCNOBHbLIN
xapakTtep. MoxxHO NOHATL, kKakum 06pa3om BO3-
HUKAT TBOPEHUA HU3KO O NPO e CCMOHANbHO o
YPOBHA, y6orme N0 CBOUM XYAOXKECTBEHHbLIM
KayecTBam, HO CO3AaHHble B GPOH3e ¥ rpaHuT.
paccunTaHHbie “'Ha Beka''. JTU rMraHTCKue MOH-
cTpoo6pa3Hbie "'NAaMATHUKK 3NOXKU’’ yKpacunu
Bepnun n Bonrorpaa, Mockey, Hosopoccuitck,
Cocduio n paxce MNaBany (moHymeHT feHnHy —
N. Kep6ens, 1981) .

B 1979 roay B8 Akapemun Xypoxects 66110
CO3AaHO oTAeneHne apxXUTeKTypbl U MOHYMeH-
TanbHOro uckyccrea. (70) OpwHaxo, no csoemy
COCTaBy aKaAeMWKW B OCHOBHOM >XWBONUCUbI
(60%), ckynbntopbl u apxutektopsl no 17%,
WUCKYCCTBOBEAbI U XYAOXHUKKN BCEX OCTaNbHbIX
cneunansHocTen — no 8%. Beaywum sBuaom co-
BETCKOro oMuManbLHOro UCKyccTea Takum 06-
Pa3om BbLICTYNAET XUBONUCHL B €e TPaANUNOHHON
¢opme craHkoBoW kapTuwbl. Mpu BCcem o6unun
COBpPEMEHHbIX cnoco6oB u3obpakeHUA Takown
KOHCEpBaTU3M COBETCKOM aKaAemMuu He chnywua-
eH: AKaaeMuA NpPocTo He Npu3HaeT B KavecTee



I1.Bacunses: CranuH cpedu craxaHosyes, 1938
P.Vasiliev: Stalin with Workers, 1938

Soviet academicians? The distinguishing feature
of Soviet academicians may be regarded as the
absence not only of aesthetic but also of artistic
goals. Their art is defined neither by the artist’s
hand nor by formal devices, but by an all-engulf-
ing ideological purpose, which gives rise to a
unique ‘‘communist conceptualism’. Although
externally similar to the models of realistic art
of the past, this art is without the direct inner
impulse of the artist, whose entire creative
potential can be directed only to the aims of per-
sonal style. Ideological purposes serve as its
inspiration. For the academician, the entire pro-
blem consists of combining their contradictions
and ambivalence: propagating today’s policies
while aiming at “'posterity’’. Expressing both
transitory demands and eternal “ideals’” is not
easy, even for Soviet academicism!

During its official existence (1947—1984)
academic art has undergone a certain evolution.
This may be seen by comparing the work of the
first president of the Academy of Arts (1947—
1957), Alexander Gerasimov (1881—-1963), and
its current president (since 1983), Boris Ugarov
(born 1922). Both taught at the Repin Institute

lTpesudent Axademuu Xydox. CCCP b5.C.Yz2apos
B. S. Ugarov, President of the Art Academy

NPou3BeAEeHUIA UCKYCCTBA BCE TO, YTO He yKna-
AbIBAETCA B ee NPEeACTaBNeHuA 0 “xusonuck’’.
KakoBa xe 3Ta })WBONUCb COBETCKUX aKanemn-
koB? OTAMUMTENbHLIM NPU3HAKOM COBETCKOro
aKaaemMu3ma MOXHO CYMTaTh OTCyTCTBUE B pabo-
Tax aKaneMuUKOB He TONbKO 3CTETUMECKUX, HO U
XYROXeCcTBeHHbIX 3apau. Ux uckyccreo onpene-
NAETCA He NoYepKOM u He hopManbHbIMU Npue-
MamMu, a BCenornowanwen WUaeonNoruyeckon
YCTaHOBKOW, u4TO MNOpPOXAaer CBOeo6pa3HbIn
""KOMMYHUCTUMECKUN KOHuenTyanusm’’'. Buew-
He noxoxee Ha o6pa3ubl peanuCTU4ECKOro wuc-
KYCCTBa NPOWNOro, 370 UCKYCCTBO NULIEHO He-
NOCPEACTBEHHOTO BHYTPEHHEro WUMNynbca Xy-
AOXHUKA, BECb TBOPYECKUW NOTEHUWAN KOTOPO-
ro MoxeT GbITb COCPeaoTOYEH NUWL Ha CTUNU3a-
Topckux 3apnavax. BpoxHoBeHnem e emy cny-
MaT upeonoruveckue yctaHoBku. BcA cnox-
HOCTb ANA aKafemMwuka cCoOCToUT B TOM, 4To6bi co-
4eTaTh UX NPOTUBOPEYUBOCTL, aMGUBANEH THOCTS,

A.lepacumos: Ha npozaynke, 1938
A.Gerasimov: Taking a Walk, 1938

— Ugarov was its rector between 1977 and 1983
— both were awarded the degree of Candidate of
Art History and both have served as deputies to
the Supreme Soviet.

Gerasimov's rapid rise reflected less the artistic
qualities of his painting than his unusual gift for
gaining entry to the required circles and obtain-
ing in them recognition and standing. Gerasi-
mov’s patron was Konstantin Voroshilov, whom
the artist painted more than once in various
guises and situations. Gerasimov's creative efforts
reached their peak in his enormous equine por-
traits of Voroshilov. The legendary commander
was depicted in them as a horseman, embodying
the military might of the Red Army.

His acquaintance with marshals and comman-
ders brought Gerasimov a personal audience with
Stalin at the beginning of the 1930s. This meet-
ing and the subsequent portrait “’J.V. Stalin at
the 16th Party Congress’ determined Gerasi-
mov’s future. Many millions of colour and mono-
chrome reproductions marked the artist’s creative
success. He himself recalled the encounter more
than once: ““Joseph Vissarionovich’s charm, his
unusual simplicity, which struck me at our very

BbIPAXKaeMy10 B NponaraHae CeroAHALHEro Kyp-
Ca U ycTaHoBKe "'Ha Beka''. BbipaXeHue KOHBIOH-
KTYPHOCTU MOMEHTa U BEYHbLIX ‘waeanos’’ — He-
nerkanA 3anava naxe ANA COBETCKOro akanemuia!

Ha npotAxeHun cBoero omunansHoro cyue-
creosaHuAa (1947—-1984) axapemuueckoe uc-
KYCCTBO NPOWAO HEKOTOPLIN NYTb IBONOUUOHU-
DOBaHUA. JTy 3BONOUUID MOXHO YBUAETb Ha
npumepe CpaBHEHUA TBop4ecTBa nepsoro Mpean-
nenta Axagpemun Xypoxects (1947—57) Anex-
canppa Mepacumosa (1881—1963) u ee HbiHew-
Hero Mpesupenta (c 1983 r.) Bopuca Yraposa
(p. 1922 r.). O6a npenopasanu B WUHcTuTyTE
uMm. Penuna. Yrapos 6bin ero pektopom (1977—
1983), 060MM NpUCYIKAEHA YUEHAA CTEMEHb KaH-
Avpata wuckyccreoBepeHuA, oba — penyTatel
BepxosHoro Cosera.

CrtpemurtenbHoCTb kapbepbl epacumoBa oTpa-
}ana He CTONbKO XYAOXECTBEHHble CBOWCTBA
ero vWBOMUCKU, CKONBKO HEOGLIKHOBEHHbLIW Ta-
NAHT NPOHUKHOBEHWUA B HYXHblE KPYyru, 3asoe-
BaHue Tam ce6e npusHaHuA u astopurteta. Mo-
kposutenem lepacumosa ctan K. Bopowwmnos,
KOTOPOro XYAOXKHUK MNUCan HEOAHOKPATHO B
pa3nuuHbix o6pasax WU KUIHEHHbIX CUTYAUNAX.
Anoreem TBopueckux ycunun Mepacumosa 6binn
ruraHTckue KOHHble nopTpeTbl Bopowwnosa.
JlerenpapHbih  BoeHawanbHuk  u3lobpaxancA
3necb BCAaHUKOM, ONUUETBOPABWUM 6Goesyio
mouws KpacHon Apmuu.

3HakoMCTBa C MaplwanamMu U BOeHauanbHUKa-
mu nossonunu MepacumoBy NO6GMTLCA NUUHOW
BcTpeun co CranuHbim B Havane 30-x ropos. Jta
BCTpe4a W co3naHHbIW nocne Hee noptpet 'U.B.
Cranuu Ha XVI naptcve3ne’” onpepenunu pansb-
Henwyw cyabby Mepacumosa. MHoromunnuow-
Hble TUPaXW UBETHbLIX U OAHOTOHHbLIX PenpoayK-
uun ¢ 3TOW KapTUHbLI ABWAUCL OTBETOM Ha TBOP-
yeckun ycnex xynoxHuka. Cam oH HeoaHOKpaT-
HO BcnomuHan o6 3ton Bcrpeue: ‘O6amTtens-
HocTte Uocuda Buccapuonosuua, HeobbivaniHan,
NOpPa3vBLIAA MEHA NpPU NEepBOW Xe BCTpeve Npo-
CTOTa, COEAVUHEHHAA C FeHWanbHOW NPO3opPNAUBO-
CTbI0 ¥ 30pPKOCTbIO, CTaNU ANA MEHA OCHOBHOW
NPeaAnocLINKON NPU CO3AaHUU CTAaNUHCKOro 06-

A.lepacumos: B 6ane, 1950
A.Gerasimov: Public Bath, 1950

first meeting, combined with a brilliant penetra-
tion and insight, became for me the main prere-
quisite for the creation of Stalin’s image in my
works.”” He also realised that ‘'Stalin is victory.”
Gerasimov grasped that before anyone else, when
many people still did not realize that before them
was someone ‘‘about whom great legends, songs
and epics are already being woven.” {17)

Gerasimov firmly consolidated his reputation as
an inspired portrait painter.To his brush belong
portrayals of Stalin on the podium of a party
congress and in the quiet of his Kremlin study,
on the Volga with Comrade Voroshilov and at
his dacha with Comrade Gorky, in Red Square
and at the telephone in the Kremlin. Orator and
tribune, teacher and general — everywhere, in
millions of copies, the image of Comrade Stalin
looked at us from the brush of Alexander Gera-
simov.

Unlike Gerasimov, Boris Ugarov has never evin-
ced any great predilection for portraying leaders.
He is responsible for only a handful of paintings
with historical, revolutionary subjects: ‘“For
Land, For Freedom’ (1970), “’Land’” (1970) and
“June, 1941 (1975).He won the State Prize of

pa3a B moux pa6ortax’’. U ewe oH NOHAN, utO
"Cranuu — 3710 no6epa’’. MepacumoB ynoBun 3To
paHbwe BCEX, NOHAN eule TOrAaa, Koraa MHorum
6bINO HEACHO, YTO Nepea HUMU yenoBeK, 'O KO-
TOPOM Yy)XKe CedMac CNnaraloTCA Benuuasble ne-
reHabl, NecHn v GoinuuHbr’”. (717)

A. lepacumoB npouHo yTBepaun 3a cobown cna-
BY NMPOHWKHOBEHHOro noptperucra. Ero kucru
npuHapnexat udobpaxeHnAa CranuHa Ha Tpuby-
He napTcbe3na U B TUXon o6craHoBKeE ero Kpem-
nesckoro kabuHeta, Wa Bonre c ToBapuwem
Bopowunoebim u Ha paue ¢ toBapuwem [opb-
kum, Ha Kpacvow Mnowapu v y npAmoro npo-
Bopa B Kpemne. Opatop u TpubyH, yuntens u
nonkoBoaeu, NOBCIOAY, Pa3MHOXKEHHbIN MHOrO-
MUNNUOHHLIMY TUPAXKAMKU, CMOTPen Ha Hac 06-
pa3 toBapuwa Cranuxa kuctu Anexcauppa le-
pacumosa.

B otnuuue ot A. lNepacumosa b. Yrapos Huko-
rpa He ucnbiTbiBan 0co60ro NPUCTPacTUA K nu-
caHuio nopTpetoB Boxaen. Ero kucru npunaane-
AT BCEro HECKONbKO TEMAaTUMECKUX KapTUH Ha
UCTOPUKO-PEBONIOLUOHHYI0 Temy: ‘‘3a 3emnio,
3a sonmw’’ (1970), “3emna” (1972), “WwoHb
1941” (1975). 3a nepeoe u3 3TUX npoussene-
HWA emy npucyxaeda B 1976 r. MNocynapcreeH-
HaA npemuAa PCOCP um. Penuna. B octanbHom
ero TBOPYECTBO HOCUT KaMmepHbIW XxapakTep,
npeo6nanatoT nensaxu, noptpeTtbl. BANOCTL, OT-
cyTtcTBue kKakux-nu6o 0cobbix cTtuaucTuveckux
npumeT, BHYTPEHHAA amMopdHOCTbL U ctparmeH-
TapHOCTb XXUBONUCK Yrapogea Kak Henb3a nyuwe
COOTBETCTBYIOT OCHOBHbLIM MapameTpam MXWUBO-
nucu A. lepacumoBa. YnpATaHHvie B rocynap-
CTBEHHbIE 3aNACHUKW €ro rUraHTCKue NOpPTPeThbl
OCTaBUNW HA NOBEPXHOCTU BCe Te e aMmoptHbIe
nensaxwu un ‘6eanukue’’ noprpersl.

®deHomen akapemuueckoro ‘‘6eccTtunun’’, xy-
pRoXecTBeHHOW 6GeanukocTm w  TBOpuecKOn
amopdHOCTH — BaKHaA 0cO6GEHHOCTb COBETCKO-
ro ocdwmumnansHoro uckyccraea. NMopo6Homy ‘‘wuc-
KYCCTBY'' MOAYMAc CONyTCTBYEeT W HU3KWA Npo-
theccMoHanNbHLIN  YPOBEHb XyaoxHUkoB. Cam
Yrapos, 6biBwniA B TeueHue 15 netr HacTaBHu-
KOM Monoaexu, nuwer: 'TBopueckoe Hauano'



-H, Tomckud: Slenur, 1970
N.Tomsky: Lenin, 1970

the Russian Federation for the first of these in
1976. The rest of his work has a chamber charac-
ter; landscapes and portraits predominate. The
limpness, absence of any particular stylistic
features and inner amorphousness and fragmentar-
iness of Ugarov’s painting could not correspond
more closely to the basic parameters of Alexan-
der Gerasimov’'s work. His enormous canvases
have been hidden away in state storehouses,
while those same formless landscapes and "face-
less’’ portraits have been left in view.

The phenomenon of academic “non-style”, of
artistic facelessness and creative amorphousness
is an important feature of Soviet official art.
Ugarov himself, for fifteen years a mentor of the
young, wrote: “Sometimes we try to develop the
‘creative principle’ at a ‘hurtling pace’. And if
there is a ‘fresh insight’ in the drawings and paint-
ings of our students, if ‘beautiful places’ or a
‘beautiful stop’ reveal themselves in their work,
then sometimes, even in the early stages of his or
her course, we forgive a student such things as
untrue, inaccurate proportions,incorrect draughts-
manship, woolly form or other defects. None of
this was possible in the old academy’’.(72) We may

Mbl CTapaemMCA pa3BuTb NOAYAC ‘‘onepexaoun-
mu temnamu’’. U ecnu B pucyHKax u xusonucu
HaWKUX YYEHUKOB ecTb '‘cBexuHKa’’, ecnu obwHa-
pyxunuch ‘‘kpacuBbie mecta’’, 'kpacusoe NAT-
HO'’, TO nopAYac Mbl NpPowaemM CTYAEHTY paxe
MNaaWuX KYpCcoB TaKue BewM, KakK HeBepHbie,
HETOMHbIE NPONOPUUU, HEBEPHOCTU NOCTPOEHWUA
B PUCYHKeE, pacnnbiB4aToCTb HhOPMbI U HeKOTO-
pbie apyrue uabAHobl. Bece 370 66IN0 HEBO3MOXKHO
B crapou Axaaemuw’’. (712) MoxHo po6aBuTs,
4TO BCe nepevucneHHble YrapoBbiM ‘‘HeBepHoO-
cTn’’, ""HeTouMHOCTU’' K pacnnbiBYaTOCTU B uBere,
pUCYHKE M KOMNO3nuun ‘‘npowaer’’ coBeTCcKan
aKapemMuA He TONbLKO CTYAEHTam, HO W CaMuUMm
akapemukam. besnukue nensaxwn [puuan un
lepbakoBa, KOMNO3UUUOHHAAR MYNANKHOCTbL WU
NPU6AU3NTENLHOCTL MHOFOMUIYPHBLIX KapTUH
D. Han6anpaHna (13) , dparmenTapHan pacnnbis-
4aToCTb ‘‘pPEeBONOUMOHHBLIX'' NONOTeH 6patbes
TkaueBbIX BMONHE COOTBETCTBYIOT XapaKTepuc-
TUKe, AaHHOW YrapoBbiMm.

Kpome 3toro ‘‘npubausutenbHoro peanuima’’,
o6nayeHHOro B TOry BbLICOKOW HAapOAHOCTW, B
COBETCKOM 3aKaAeMW4YecKOM UCKYCCTBE CyliecT-
BYIOT ewe fABe CTUANCTUMECKMWE TEeHAEHUWUW:
‘nnakatHbii cTunb’’ A. Oeinexun (1899—1969)
n watypanusm A. Jlaktuowosa (1910-1972).
O6e 3T TeHaeHuUUN B HacToAwee BpeMA Akape-
Muen He NOOWPAITCA. B nepBoi oHa BUAUT yr-
po3y HekoToporo o606ueHnA — yknoH k “‘dop-
manu3My’’, a BO BTOPOW aKafeMmuueckue teope-
TUKW YCMaTpUBalT CXOACTBO C COBPEMEHHbIM
toTopeanuamom. Akaaemua Gnoaer “‘uucroty’’
CeNeKUMOHHO BbIBEAEHHOIO €10 UCKYCCTBA.

WU Bce-takyn nonoxeHue Akanemun Xyaoxects
He ctonb 6e306nNaYHO Ha ropu3oHTe COBETCKOW
ohMuManbHOW KYNbTypbl, Kak 3TO MOXeT Noka-
3aTbCcA. Yke Bo BpemeHa XpyuweBa B ohuumans-
HOW COBETCKOW >XWBOMWUCWU CTanu BbIABUTaTLCA
""MOAEPHUCTBI'’, YYTKO CneaRwWwUue 3a U3MEHEeHN-
eM BKYCOB NapTUiHOW 3nuTbl. B GpexxneBckyio
anoxy odumuuanbHbin ‘‘moaepHusm’’ npuobpen
Y3aKOHEHHbIN CTaTyC, BbINONHAA ONpeaeneHHble
¢yHKUMK, He BNONHE OCO3HaBaeMble aKapeMu-
KaMW — YAOBNETBOPUTb YYBCTBO HAUWOHANLHO-

E.Acnamazan: lMoptper, 1977
E.Aslamazian: A

|

ortrait, 1977

add that all the ""errors’’ and '‘inaccuracies’’, the
woolliness in colour, line and composition, are
forgiven not only students but academicians, too,
by the Soviet academy. The characterless lands-
capes of Gritsai and Shcherbakov, the shop-
window-like composition and lack of precision
of D.Nalbandyan’s multi-figure painting (73) and
the fragmented woolliness of the ‘‘revolutionary’’
canvases of the Tkachev brothers correspond
entirely to the description given by Ugarov.

In addition to this ‘‘approximate realism’’,
wrapped in a toga of high national character,
Soviet academic art contains two further stylistic
trends: the ""poster style’’ of A. Deineka (1899—
1969) and the naturalism of A. Laktionov (1910
—1972). Neither trend is encouraged at present
by the academy. It sees in the first the threat of
a certain generalisation — a tendency towards
""formalism’’ — while, in the second, the theore-
ticians of the academy discern a similarity with
contemporary photorealism. The academy stands
guard over the ""purity’’ of the art it has bred and
nurtured.

Nevertheless, the position of the Academy of
Arts is not so unassailable in Soviet official cul-

ro TWeCcNaBuWA U NPECTUKA NAPTUAHLIX NUAEPOB.
MapTuiiHaAa n paxe BOEHHAaA 3nuUTa BO BpemeHa
BpexHeBa owyTuna HeKyw TOCKY MO CBOeMy
npownomy, CBA3bIBaA ce6A B MeYTax C pyccKum
ABOPAHCTBOM W apucTtokpatwen. Bo Bpemena
CranuHa 310 6bIn0 6bI HERONYCTUMBIM WHAKO-
MbicAneMm.

Xenanuve pacwmpunTs pamku ouunanbHoOro uc-
KyccTBa 6b1n0 BbI3BaHO U Apyrumu dakTopamu.
Co BpemeH Xpyuwesa ohuumnanbHoe UCKYCCTBO
HauyuHaeT pa3ABauBaTLCA: ANA BHYTPEHHEro ¥
BHEWHEro WCNONb30BaHWA, TO €CTb ANA Nokas3a
3a rpaHuuen. B namATM HapoaHoW ocTtanuch Te
KOH(Y3HbIE CMTYauun, B KOTOpPble NONapanu Ha-
WY aKapeMuku Npu BcTpewax ¢ 3apy6exHbimu
xypoxHukamu. Um 3apaBann Bonpocbl: ANA ve-
ro Tak CNOXHO Ha3bIBAOTCA kpacku B8 Coeer-
ckom Col3e, He nyuwe nu NpoaaBaTh cneunans-
Hble Habopbl ¢ HapnucAamK ‘anA nuua’’, “‘anA ca-
nor’’, ‘anA MyHaupos’’, 4uTo6bl coBeTckue xy-
ROXHUKW MOrnu TBOpUTL ewe Gonee cosHaTtens-
HO U BAOXHOBEHHO.

CyuwectBoBaHue OGUUMANLHLIX XYAOKHUKOB
BHe AxKaneMun MOXXHO O6bACHWUTL camown am6u-
BafEHTHON KOHUENuueW COUMANUCTUMECKOTO UC-
KYCCTBa, B KOTOPOM NPONAaraHAWCTCKOW KOHb-
IOHKTYPUWHUHE NPOTUBOCTOUT HEKUN BHEBPEMEH-
HbIW uaean. AKapeMUKN U He AOMKHbI BCerpa
THaTbCA 33 BEAHWAMW BKYCa NApTUWHbLIX 610po-
KpaToB, Belb UX TBOPYECTBO PAaCCYUTAHO Ha Mac-
Cbl, a He Ha aInuTy. UHoraa akapnemMuku NPoABNA-
10T HEKOTOPYH YAWUBUTENBHYH NPO3OPAUBOCTL:
noptper 0. AHpponosa Tak W He NOABUNCA B
cTeHax Akaanemun, cnoBHo 6bl akapnemMuku npea-
Buaenu ero cyabby u ‘'He ycnenu’’ ero cnmwkom
nonobuTs.

Mouemy e HekoTOpbIe ‘'HapoAHbIE’ XYAOKHK-
KW, BbINYCKHUKW AKagemuu, He MOryT nony-
4uTb ee oduuranbHOro npusHaHua? C apyrow
CTOPOHbBI, 3a4eM UM HYXHO YMCAUTLCA aKaaemMn-
Kamu, seab OHW 06napawT ocduumnanbHbIM npe-
CTUXEM CO BCEMW BbITEKAOWMUMMN OTCIOAA 6nara-
mu? Usbpanue 8 Akapemuio o3Havano 6b1 anA
3TuX ‘MOAEpPHUCTOB’ BO3MOXHOCTL 6bITb Npu-
YUCNEHHBbIM K '6eccMepTHLIM’® N HeorpaHW4eH-

E.Byveruy: Mapwan peyko, 1972
E.Vuchetitch:Marshal Grechko,1972

T.Canaxose: Wocraxkosuy, 1975
T.Salakhov: Shostakovitch, 1975

ture as it might appear. As early as the Khrush-
chev period, ‘‘modernists’’, subtly shadowing
the changing tastes of the party elite, were begin-
ning to emerge in official Soviet painting. Official
art is beginning to split into art for internal and
for external use: that is, for showing abroad.

The embarrassing situations our academicians
have found themselves in during encounters
with foreign artists have remained in popular
memory.

They have been asked why paints are given
such complicated names in the Soviet Union:
would it not be better to sell special sets with
each colour labelled “for the face’’, '"for boots”
or for uniforms’’, so that Soviet artists could
create with even more awareness and even more
inspiration?

The existence of official artists outside the
academy may be explained by the ambivalent
conception of socialist art itself, a conception in
which propagandistic time-serving is opposed by
a kind of extra-temporal ideal. Academicians
should not, indeed, always chase after the shift-
ing tastes of party bureaucrats: after all, their
art is aimed at the masses, not the elite. Some-

Hble BO3MOXHOCTU MY3eWHOT0O YBEKOBEYUBAHMA.

A BOT AKanemMuA, NOPOAMBLIAA ITUX KUTYMe-
HOB 0(huManbHOW COBETCKOMN MAECONONUM, HE e-
naet Npu3HaTL 33 HUMUK 3TO npaBo. He Tonbko
60A3Hb KOHKYpPEHUUU pyKOBOACTBYET aKanemu-
4eCKMMU ronocamMu Ha TanHbiX BbiGopax. Akane-
MUYECKMNE MAEONOTHU CNPAaBEANNBO yCMaTPUBAIOT
B Nofenkax ‘‘MoAepHUCTOB’’ HeKOTopoe paclm-
peHue apeana KynbTYPHOroO HacneauvAa, NOoNbITKWU
BKNIOYATL B HEro APEBHEPYCCKYI0 WKOHONUCH,

A.Han6anoaH: bpextes, 1973
D.Nalbandian: Brezhnev, 1973



A.u . Tkavees!: T;wdoeble 6ydru, 1973-74
A.and P. Tkatchev: Workdays, 1973-74

times arademicians display a somewhat surpris-
ing insight: a portrait of Youri Andropov did
not, in fact, reach the walls of the academy, as
if the academicians had foreseen his fate and had
"not had time’’ to become too fond of him.

Why is it that some "people’s’ artists, graduates
of the academy, cannot gain its official recogni-
tion? On the other hand, what is the title of aca-
demician to them, when they enjoy official
standing with all its attendant benefits? For these
modernists, election to the academy would mean
the opportunity to join the “immortals” and
unlimited possibilities for obtaining the im-
mortalisation of those who have works in
museums.

And yet the academy, having spawned these
kitsch artists of official Soviet ideology, does not
want to grant them this right. Academicians’
votes at secret ballots are guided by more than
fear of competition. The academy’s ideologues
correctly discern in the output of the "“moder-
nists’”” a certain widening of the cultural inheri-
tance, an attempt to include old Russian ikon
painting and merchants’ portraits (the wives of
party bureaucrats and military men are especially

Kyneyeckun noptper (370 0cO6eHHO HpaBUTCA
KEHAM NApTUAHBIX 6I0POKPATOB U BOEHHBIX) . A
Takoe pacwvpeHue KynbTYPHOW TPaauuuu ¢ Tou-
Ku 3peHuA Akapemuu Heponyctumo. Beab pnaxe
B ee ycTaBe yKa3aHbl UMEHHO Tpapauuuu “‘pyc-
CKOW peanucTU4eckow wKonbl’’, KoTopble aka-
nemMukKam cneayet pa3guBaTbh B CBOEM TBOPWECT-
Be, oaHoBpemMeHHo 6opAch ¢ “‘hopmanuimom u
HaTypanu3mMom’’, "'6e3b1AeHOCTbI0O U anonuTUY-
HocTbio’’ B8 uckyccree (Ycras, ctp. 4).

b.Y2apoe: 3a semnro, 3a eonio, 1970
B.Ugarov: For Land, For Freedom, 1970

A.Han6awdan: Manaa 3emna, 1975
D.Nalbandian: Smaller Land, 1975

fond of these). But such a widening of the cul-
tural tradition is unacceptable from the acade-
my’s point of view. Why, even in its Constitution
it is the traditions of ""the Russian realist school”’
that are singled out: academicians should develop
them in their work while simultaneously struggl-
ing against ""formalism and naturalism’” and “lack
of ideological content and an apolitical attitude’’
in art (Constitution, page 4).

It may seem that the academy is displaying a
certain wilfulness and obstinacy, even indepen-
dence in relation to the party bureaucrats who
are charged with supervising culture. In fact, the
position is quite different: functionaries may
push their favourites as much as they like when it
comes to state prizes, but they are well aware
that the masses must be fed with tasteless slop
prepared according to the same academy recipes.
And the more amorphous and grey painting is,
the more flashy sculpture and architecture are,
the simpler and more accessible they will be to
the philistine viewer, together with all their
ideological stuffing. Such, today, are those “‘re-
volutionary mouths”” of which Lenin and his
commissars on art dreamed.

MoxeT Nnoka3aTbCA, 4TO AKaneMUA NpPoABAAET
HEKOTOPY0 BONBHOCTb, CTPONTUBOCTL, AAXe He-
3aBUCUMOCTb NO OTHOU K napTuiHbiM Gio-
pOKpaTam, KOTOpPbIM BBEPEHO HaaA3upaTb Ha
kynbTypou. Ha camom pene cutyaumAa coscem
WHaA: YMHOBHUKW MOTYT CKONbKO YFrOAHO Bbl-
ABUrath CBOUX NO6MMUEB HA rOCYAapPCTBEHHbIE
NpemMuu, HO OHU NPEKPAcHO NOHUMAIOT, YTO Mac-
cy cneayer KOPMWUTb UMEHHO NPUrOTOBIEHHOW
no peuentam Akanemuu 6e3skycHoin GanaHpow.

NOTES

1. The Imperial Academy of Three Learned Arts:
Painting, Sculpture and Architecture, with the
School attached to the Academy, was founded in
1757 at the intercession of its future president,
the philanthropist and patron of the arts Count
I.1.Shuvalov. However, it was only under the rule
of Catherine Il in 1764 that the Academy of Arts
was granted the status of a state institution to-
gether with the Privilege, Constitution and Regu-
lations presented it by the empress. See S.N.Kon-
dakov, Jubilee Handbook of the Imperial Acade-
my of Arts (1764—1914), St. Petersburg, 1914.
This gives all the basic Constitutions of the Aca-
demy — the first of 1764, and the second, of
1793 — as well as the supplements to these.

2. S.N. Kondakov, The Privilege and Constitu-
tion of the Imperial Academy of Three Learned
Arts, St. Petersburg, 1914, p. 153.

3. Appeal of the Union of Art Workers, 1918.
(Archive material).

4. A.V. Lunacharsky. Speech delivered at the
opening of the Petrograd Free Artistic-Educa-

WU yem amopdpHee n cepee GyaeT KUBONUCH, Yem
6paBypHee CKynbnTypa BKyne ¢ apxXuTeKTypown,
Tem npouwe, AOCTyNHee OHa o6biBaTento, BmecTe
CO BceWi CBOEA UAEONOruYeckow HaunHkow. Ta-
KOBbl CErOAHA Te camble 'PEeBONIOUNOHHBIE YC-
Ta’”’, 0 KoTopbix MeuTan JleHuH U ero Komucca-
pbl N0 UCKYCCTBY.

NPUMEYAHUA

1. Umnepatopckan AkanemuA Tpex 3HaTHen-
wux Xypoxecte: Xusonucu, Ckynbntypbl v
ApxutekTypbl c BocnutatenbHbiM npu oHOW Aka-
nemun Yunnuwem 6bina ocHosana 8 1757 r. no
xopavancrtey ee 6yaywero nepsoro lpe3upexTa,
ctunantpona u meuenarta rpacda WU.U. Ulysanosa.
Ho Ttonbko B npasnexve Exatepunbl |1 8 1764 r.
Axkapemua XypoxecTe nonyuywna cratyc rocy-
NAapPCTBEHHOrO YWPEXKAEHUA BMeCTe C AAPOBaHU-
em eh umnepatpuuen Mpusunervei, Ycrasom un
Pernamentom — cm. KoHnpakos C.H. H06uneir-
HbI® cnpasowHuk Wmnepatopckon Akxaaemuu
Xynoxectre (1764—1914). Cn6., 1914. 3pecs
npuBeaeHbl BCe OCHOBHbIE YcTaBbl Akapemuu:
I — 1764, Il — 1793, a TaKkke NONONHEHWA K
3TUM OCHOBHbIM YyCTaBam.

2. Konpakoe C.H. — Mpusunerua u Ycras Um-
nepatopckow Akapnemun Tpex 3HatHenwux Xy-
noxecrts. Cankr-Merepbypr, 1914, ctp. 153.

3. O6pawenune Coro3a peAtenen uckyccre. 1918,
(ApxusHbie maTepuansi) .

4. A.B. Jlynawapckuit. Peub, npou3aHeceHHan Ha
oTkpbiTum Metporpaackux Ceo6oaHbIX XYAOKE-
cTBeHHO-yuebHbIx macTepckux 10 okTAGpPA
1918. Nerporpan, c. 16.

5. Uur. no: B.C. Kemenos. Axkapemua Xyano-
wecre. J1., “Aspopa’’, 1982, ctp. 28.

6. AkapnemuAa XynoxecTe cyuiectBoBana ¢ Man
no asryct 1921 ropa. Ycrae He 6bin ony6nuko-
gaH. Cm.: flokymeHTtbl. U3panna — Katanor sbi-
crasku 225 net Axkanemuu XynoxecTs, T1. 1-2.
T. 2, 1917-1982. M., “"U306pa3utenbHoe UCKYC-
cteo’’, 1983, ctp. 580, 583.

7. W.N. Bekkep. U.A. Bpoackuu, C.K. Ucakos.
Axapemua Xypoxects. Wctopuueckui ouepk,



tional Workshops on October 10, 1918, Petro-
grad, p. 16.

5. Quoted in: V.S. Kemenov, The Academy of
Arts, Leningrad, "'Aurora’’, 1982, p. 28.

6. The Academy of Arts existed from May to
August, 1921. A constitution was not published.
See: Documents and Publications — Catalogue of
the 225th Anniversary Exhibition of the Acade-

my of Arts, Vols. I-1l, Vol. Il (1917-1982),
Moscow, “Fine Art’’, 1983, pp. 580, 583.
7. 1.1. Bekker, |.A. Brodsky, S.K. Isakov, The

Academy of Arts. An Historical Note, Moscow—
Leningrad, "’Art’’, 1940, p. 42.

8. Constitution of the Academy of Arts of the
USSR, 1947, p. 3.

9. Piotr Matveyevich Sysoev was born in 1906.
He graduated from the party school in Leningrad
and taught social studies at the secondary school
of the Vyazma railway station depot. Subse-
quently, he was assigned to the post of chief
editor of ""Art” Publishers and head of the Main
Directorate for Fine Art Institutions. After 1945
he became a member of the Committee on Art
Affairs under the Soviet of People’s Commissars.
Since 1958 he has been Chief Scientific Secre-
tary of the Presidium of the Academy of Arts.
(Catalogue of the 225th Anniversary Exhibition
of the Academy of Arts of the USSR, vol. Il
(1917—1982), Moscow, ’Fine Art’’, 1983, p. 468

10. The Academy of Architecture existed sepa-
rately from 1939 to 1955, becoming the Acade-
my of Construction and Architecture between
1955 and 1963. In 1963 Khrushchev, who de-
tested Stalinist classicism, dissolved this institu-
tion, depriving many of Stalin’s laureates of their
academic salaries and comfortable status. Since
1979 architects have belonged to the Academy
of Arts. The section is headed by Academician-
Secretary M.V. Posokhin, the architect of Stali-
nist skyscrapers (the tower block in Uprising
Square, Moscow, 1948—1954) and Khrushchev's
Palace of Congresses in the Kremlin (1961). He
is also responsible for designing Kalinin Prospect,
the Comecon building and the Olympic sports
complex (1980).

11. V. M. Lobanov .’ A.M.Gerasimov’’, Moscow —
Leningrad, 1943, p. 66.

M.-N., “UckyccTteo’’, 1940, cTp. 42.

8. Ycras Akapemun Xypoxecte Corw3sa CCCP,
1947, cTp. 3.

9. MNetp Marteeesuuy Coicoes poaunca B8 1906 r.
OxkoHuun Maptwkony 8 fleHunrpape, paboran
npenonasatenem ob6uwiecTBOBeAEHUA B cpeaHen
wkone npu Aaeno craHuuu Baszbma. 3atem 6bin
HanpaBneH HayanbHuUkom naBHOro ynpaeneHua
yypexaeHnAMu u3o6pa3vutenbHbiX UCKYCCTB Ha
paboTy rnaBHbLIM peaaKkTopom uU3AaTenbcTBa
~WAckyccreo””. Mocne 1945 ropa craHoBUTCA
uneHom Komutera no penam uckyccrs npu Co-
sete HapopHbix Komuccapos (CHK CCCP). C
1958 rona — MnasHbIn YueHbih Cexpertapsb Mpe-
3upguyma Axapemuu Xypoxects. (Kartanor Bbi-
crasku 225 ner Axkapemuu Xypoxecrts CCCP,
1. 11, 1917—-1982. M., ""N306pasnTenbHoe UCKYC-
creo’’, 1983, cTp. 468.)

10. AxapemMuA ApxuTeKTypbl CyuecTeoBana
pa3penbHo B 1939—1955, 3atem kak AxkapemMun
cTpouTenbcTBa U apxutekTypbl, 1955—1963. B
1963 roay Xpyuwes, AEBLUUNA CT: cKui
KNaccuuusm, pasorHan 3To yupexxaeHue, NULIUB
aKagemMuyeckux NankKoB W Tenabix MecTeyek
MHOrUX CcTanuHckux naypeatos. C 1979 r. ap-
XUTEKTOpbl Bownu B coctaB Akapemuu Xypno-
wecTB. OTaeneHue BO3rnaBnAeT akKapemMuk-ce-
kpetapb M.B. MocoxuH, aBTOp CTaNUHCKUX He-
6ockpe6os (BbicoTHoe 3paHue Ha nnowaau Boc-
cranuA B Mockse 1948—1954) u xpyuwesckoro
Aeopua Cveanos B Kpemne (1961), emy xe
NPUHaaNeXUT npoeKTUpoBaHue npocnekta Ka-
nuHuHa, 3paHuA CIB n cnopTUBHOro Komnnekca
“"Onumnuickun’ (1980) .

11. B.M. No6anos. ""lepacumos A.M.”, M.-N.,
1943, cTp. 66.

12. B.C. Yrapos. ,,Ponb Tpaguumi pyccKom u co-
BETCKOW XYAOMECTBEHHOW LWKONbLI B BOCNUTa-
HUN MONOABIX XYAOKHUKOB U 3aAa4YU XyQ0KECT-
BeHHOro o6pa3oBaHUA Ha COBPEMEHHOM 3Tane.’”’
— Bonpocbl xypoxect )ro o6pasc

Boein. XXXI1, N., 1983, cTp. 42.

13. Amutpun Hanbanpaw (p. 1906) yuunca B

12. B.S. Ugarov, "“The role of the traditions of
the Russian and Soviet artistic school in educat-
ing young artists and the aims of art education at
the present stage’’, Problems of Art Education,
issue XXXII, Leningrad, 1983, p. 42.

13. Dmitry Nalbandyan (born 1906) studied in
Tiflis and worked as a cartoon film animator
from 1931 to 1934. He was elected to the Aca-
demy of Arts in 1947. During half a century of
work Nalbandyan has created an entire gallery
of Soviet leaders, from Lenin and Stalin to Brezh-
nev. Thanks to his bubbling energy, love of
power and vanity, Nalbandyan even now deter-
mines the ideological countenance of the Acade-
my of Arts and its relentless intimidation of any
modernistic influence. He is responsible for such
group portraits and multi-figure compositions as
“’Lenin and Stalin by a Map of the GOELRO Pro-
ject”, "’Stalin, Voroshilov and Kirov on the White
Sea Canal’’, “J.V. Stalin Declares the Autonomy
of Daghestan’’ and ‘’Stalin in Exile in Turukhan”.
Numerous group and single portraits of Comrade
Stalin brought Nalbandyan several Stalin Prizes
as well as universal recognition.

Like Gerasimov, he owed his advancement to
the military elite. His subjects have included
party functionaries and KGB officials as well as
army commanders, an example being the multi-
figure canvas ‘For the People’s Happiness'.
Painted in 1951 (two years before Stalin’s death),
this work is devoted to the struggle against
drought. Comrade Stalin, together with the entire
politburo of the day, leans over a map of the
Soviet Union, intently marking something. The
politburo closely follows the movement of Sta-
lin's hand. Behind Stalin stands Khrushchev,
while the closest seated figure is Lavrenty Beria.
There is also an individual portrait of Beria by
Nalbandyan.

Under Brezhnev Nalbandyan was able to restore
his shaky position and retrieve his past glory by
portraying the new Leader at Malaya Zemlya,
surrounded by his comrades in arms.

Translated by K.G. Hammond

Tudnuce, pabotan XYROKHUKOM-MYNbTUNAU-
katopom B 1931-1934 rr. B 1947 r. u3bpan B
Axkapnemuio Xypoxects. Ha npoTtAxenun nony-
BeKa CBoeW TBopyeckoW aeATenbHocTu Han6aw-
AAH CO3.aN uenylo ranepel COBETCKUX BOXAEN
oT flenuna u Cranuna po BpexHesa. bnaronapa
CBOEA Kuny4en 3Hepruu, Bnactontobuio u HeyTo-
mMuMomy Twecnasuio, Han6anaAan u no cen aeHb
onpepenAeT uaenHoe nuuo Akapemun Xypo-
KECTB, ee HEeNPUMUPUMO-YCTpPaLLALWY0 NO3n-
uMI0 NO OTHOWEHUW K N6oMy BAUAHUIO MO-
aepHuama. Ero kuctu npunapnexar rpynnosbie
nopTpeTel U MHOroUrypHbie KOMNO3Uuuu:
"MNMenun n Ctanun y kaptol FO3NPO’, "'Cranun,
Bopowunos u Kupos Ha Benomopckom kaHa-
ne”’, "N.B. Ctanun o6bABnAeT aBToHOMMUIO flare-
ctana’’, "Cranun B TypyxaHcko# ccoinke’’. MHo-
royucneHHble rpynnoBble U OAUHOYHBbIE NOpPTpe-
Tbl ToBapuwa Crtanuna npunecnu Han6awpaWy,
Kpome ,,BCEHaPOAHOro NPU3HaHUA’’, HECKONbKO
CranuHCcKUX npemuin.

Kak u lepacumos, oH 06A3aH cBoum npopsu-
»eHuem BoeHHOW 3nuTe. Cpeau ero noprTpeTupy-
€MbIX MOXHO BCTPETUTb He TONbKO NOAKOBOA-
ueB, HO ¥ NAPTUAHBIX YNHOBHUKOB U COTPYAHU-
ko8 KI'b. Mpumepom mMoxeT cnyXuTb ero MHo-
rocdurypHoe nonotHo “inA cuacTbA Hapopa’'.
Co3pannan B 1951 roay (3a aBa ropa no cmeptu
CtanuHa), 3Ta KapTUHa NOCBALLEHA TeMe 60pb6bI
¢ 3acyxown. ToBapuw, CTanuH B NpUCyTCTBUM BCe-
ro torpawHero Monut6opo cknoHunca Hap kap-
To CoBerckoro Cot3a U 4TO-TO Ha Hei cocpe-
poToYeHHO uepTuUT. MonuT6opo BHUMaATENbHO
CneauT 3a XOAOM CTanuUHCKOW pyku. 3a cnuHo#
Cranuna ctout Xpyuwes, 6nvxaiiuan cupAwan
turypa usob6paxaer Naspentuna Bepua. Cywecr-
ByeT u oTaenbHbIn noptper Bepua kuctu Han-
6anpAHa.

Mpu Bpexnese Han6aHpAH cymen yTBepauTb
CBOM NOWATHYBWUECA 6bIN0 NO3UUUU U BEPHYTL
cebe 6binyto cnasy, co3pnas o6pa3 HoBoro Box-
AR Ha Manon 3emne B okpyxeHuu ero 6oeBbix
COpPaTHUKOB.

Teopyeckul npoyecc
P. v B.MepnoBuHe: UckyccTBo camusaata...3
Macrepckaa

NMyinkos (B.FpoWc) ...........ocoovviveeei, 13
B.Komap, A.Menamua (3.3uHuk)

M.lWsapuman (B.Mpowc) ........ . 25
N.Namm (M. TynuueiHa) ..ooooooeevee . 29
Teopua

A.BuHbkoseukuit: dusonucs kak npouecc

M PE3YNBLTAT..ccoutiiiiiiieiiiiieeiiiii e, 35
Jcce

W.Kabakos: Hosapes v MnowkuH............. 41
Hacnedue

AnexcaHap Boromasos (U.AbiueHko) ....... 46

Coyuanucruyeckul peanuszm
K.Kop: Akanemua xynoxects —

106unetHbIe Pa3MbBIWNEHWA......................... 52
Tearp

M.TopaoH: PekoHcTpyKUMA NOCTaHOBOK
®operrepa n Meitepxonbaa......................... 59
Creative process

R. and V. Gerlovin: The Art of Samizdat......3

In the Studio

I.Chuikov (B.Groys)
V.Komar, A.Melamid (Z.Zinik)..
M.Shvartsman (B.Groys)......... .
L.Lamm (M. Tupitsyn)........cooeovivviiieiin. 29

Theory
Y .Vinkovetsky: Painting as Process
and Result...

Essay

|.Kabakov: Nozdrev and Plyushkin.............. 41
Legacies

Alexander Bogomazov (I.Dychenko)........... 46

Socialist Realism
C.Core: Jubilee Reflection on the

Academy of Art....ccccccceiiiininiiniiniiiiiieein, 52
Theatre

M.Gordon: Reconstructing Foregger

and Meyerhold...........ccccoeeeieiiiiiiiiiii . 59




RECONSTRUCTING FOREGGER AND
MEYERHOLD

By Mel Gordon

In 1941 the French director Jacques Copeau
declared that the theatre of the future would be
based on exact recreations of great productions
of the past. While Copeau’s predictions may have
had something to do with a pessimistic view of
the Parisian avant-garde and the malaise of occu-
pation, a curious thing has happened in the galle-
ries and museums of New York City in the last
four years: exact recreations seem to be blooming.

In 1978 it seems | initiated Copeau’s forecast
with a restaging of Lothar Schreyer’s abstract-
Expressionist piece The Crucifixion (1920) at the
Goethe Haus. Based on Schreyer’s promptbook
that indicated the precise movements and into-
nations of the performers, which | later published
in The Drama Review ( T85 March 1980), this
recreation was repeated at The Kitchen to over-
sold houses a few months after. In 1981, with
Alma Law, | directed Meyerhold’s The Magna-
nimous Cuckold (1922) in the atrium of the Gug-
genheim Museum. Mounted on the first true copy
of Popova’s massive Constructivist set, the
Cuckold was seen by large, sold-out audiences.
Although many spectators were surprised by the
broad humor and ’‘non-revolutionary’’ aspects of
original performance, the Guggenheim restaging
was considered a successful and novel experiment.

In 1982 two other recreations appeared in
Manhattan. lan Strasfogel, under the sponsorship
of the Guggenheim Museum, staged a kind ot

PEKOHCTPYKUUA NOCTAHOBOK
®OPEFTEPA U MEMEPXONbAA

Men NopdoH

B 1941 r. dpaHuy3ckun pexuccep Xan Kono
npoBo3rnacun, uTo Teatp Gyayulero craHeT 6asu-
pOBaTLCA HA 6y KBaNbHbLIX NOBTOPAax BENUKWUX NO-
CTaHOBOK Npownoro. XoTA npeackasawua Kono
0Tpaxanu NeccUMU3m NapuXCKOro asaHrapaa B
YCNOBUAX OKKYNauun, M — Tem He MeHee — y aa-
NOCb OCYWECTBUTLCA: B NOCNEAHWE YeTbipe roaa
B My3eAx u ranepeAax Hblo-Mopka xaHp TOUHbIX
BOCNPOM3BEAEHUN pacuBen NbIWHbLIM LBETOM.

B 1978 r. mHe, KaxeTcA, yAanoCb OKa3aTbCA
nepBbIM U3 caenaswmnx 6biNbi0 NPOrHo3el Kono:
370 6bIN0 BO306HOBNEHWEM CcueHU3auWKN abcTpak-
THO-3KCNpeccUoHncTKon Beww Jlotapa Wpeepa
(1920 r.) ,,PacnaTue’’ B8 Mete Xays. Byayuum oc-
HOBAHHOW Ha WPEEPOBCKUX TETPAAAX, C ONUCAHN-
emM ABWKEHUM W MHTOHAuWW ucnonuutenen (cm.
moto nybnukaumio B The Drama Review, 1. 85,
mapT 1980), nocTaHoBKa 6bina NoBTOpeHa B Kut-
4yeH ABYMA MecAuamu nosaHee. B 1981 r. cosme-
cTHO ¢ Anbmon Jloy, A nocTaBun menepxonbLaoB-
ckoro ,,Benukoaywhoro Poronocua’”. (1) 8 My-
3ee yrenxenima. Bkyne c pennuKon KOHCTPYK-
TMBUCTKOro ausanHa Nonosown, , Poronocey’ ' vmen
KOnoccanbHbLIM ycnex. XOTA ANA MHOTrUX OMOpP
N ,,HEepeBONIOUMOHHOCTL'' pAAA acnekToB nep-
cdopmaHca 6b1nu cropnpu3om, noctaHoska B lMy-
reHxeime nNpu3HaBanacb BaKHbIM W HOBATOP-
CKWUM 3KCNEPUMEHTOM.

B 1982 r. An Ctpacdorens noa armpon Myren-
xenma ctaBuT Bepcuto ,, XenTtoro 3syka’’ KaHauu-
ckoro 1912 ropa (He yBuaeswylo cBeta pamnbl
Npu *WU3HW xyaoxHuKa); [le6pa Makkon peko-
CTpyMpyeT HecKONbKO "TaHuesanbHbix Nepdop-
mancos (Bayxays, 1925-1921) Ockapa Wnem-
mepa anA Kutuen. CnpaBeanvuBoCTA paaun, CTouT
3amMeTUTbL, YTO K TOMY BpemeHun Jloc-AHxenec-
CKWIA My3en yxe Bocnpoussen,,llo6eay Haa CONK-
uem” A.Kpyuenbix (1913 roaa). (2) Nadoc pe-
KOHCTPY KUUA, B 0CO6EHHOCTU pyccKux nepdop-
MQaHCOB, Ka3ancA MHE MUCTUKOW: My3eu NPOAB-
NANW HENOMEPHLIN UHTEPEC K CUEHWU3AUMAM, Kpu-
TUKW He yNnycKanu cny4an o6 3ToM nucaTtb, Ny6-
NWKa NbINaNa 3HTY31Ma3MOM.

Bechon 1983 r. A npeanoxun BOCKpecUTb
MACT®OP (3) Hukonaa ®operrepa (TaHubi n
cueHbl 1921-23 rr.) , a takxe ,,A4.E.”" (4) Menep-
xonbaa (1924 r.). Npoaroccepom ctana Anbma

recreation of Kandinsky's The Yellow Sound
(1912), although it had been never realized in
Kandinsky’s lifetime. Debra McCall reconstructed
and directed a number of Oskar Schlemmer’s
Bauhaus Dances (1925—27) for The Kitchen.
Meanwhile the Los Angeles County Museum of
Art has already produced a recreation of Aleksei
Kruchenykh’s Victory Over the Sun (1913).

The near mania for reconstructions — especially
of Russian performances — was not clear to me,
only museums were more than willing to produce
them, critics were happy to write about them,
and audiences were enthusiastic to view them. In
the spring of 1983, | proposed to recreate Niko-
lai Foregger's MASTFOR dances and scenes
(1921-23) and Meyerhold’s D.E. (1924). Pro-
duced by Alma Law and placed in the context of
Constructivist music, the works of Nikolai Ros-
lavetz and Alexander Mossolov, directed and per
formed by Sarah Rothenberg, were presented in
two weekends of Constructivist evenings at The
Kitchen in October of 1983.

I chose Foregger's MASTFOR (Foregger's
workshop-ed.) theater because his work was
practically unknown, although he was considered
a major innovator in the early twenties. Eisenstein
and Sergei Yutkevich did his costume and set
designs, and Foregger’s grotesque-mechanical stiles
anticipated contemporary performance art. Using
worksheets, elaborate reviews and interviews with
Foregger's performers, | was able to recreate a
typical evening at the MASTOR. Set in a
cabaret-revue format, we mounted the following
program:
1).Tafiatrenaqe exercices (A series of 100 complex
grotesque-mechanical movements or activities
that Foregger used to school his performers.)

Noy, ucnonnutenem — Capa Poten6epr. Mome-
WeHHbIEe B 06NN KOHTEKCT KOHCTPY KTUBUCT KON
My3bikW, npousseaeHnAa Hukonaa Pocnasua u
Anexkcangpa Mocconosa 6binu TemowW AaAByXx
,,KOHCTPYKTUBUCTKUX BUKEHAOB'' B ranepee
Kutuen 8 okTA6pe 1983 r.

A sbi6bpan MACTOOP no Ton npuunHe, YTO aK-
TuBHOCTL Poperrepa B 06nacTv TeaTpa TyT NpaK-
Tuueckwn HeussecTHa. A Beab Poperrep urpan 8
Havane 20-bIx rr. ponb Beayuiero HOBaTopa cue-
Hbl: JnHwTenH (5) u l0TKeBUY aenanu y Hero ceT-
AW3aiH, U KPOME TOro, FPOTECKHO-MeXaHU4Yec Kan
ctunuctuka Qoperrepa nNpeaBocxuTuna cospe-
MeHHble nepdopmancel. Ncnonb3yA paboune Te-
Tpaau NOCTaHOBLIM KA, AETaNbHbIE PEBIO U BNevyaT-
neHuA OpPErrepoBCKUX aKTepoB, MHE yAanoch
BOCCO3AaTh TUNUYHLIN Beuep B MACOOP.Ucxoan
u3 cneunduku bopmata kabapa, Mbl CMOTFNK OCY-
wecTBUTbL CNeAYIOWYH NPOrpammy:

1). TpeHupoBOuHbIe ynpakHeHuAa (cepuAa u3 cta
FPOTECKHO-MEXaHUYECKUX ABUXEHUA W aencT-
BWUW, UCNONb3yEeMbIX ANA NOArOTOBKW WUCNONHU-
Tenei B mactepckown ®operrepa) .

2).Taneu N° 4 (nassanue: ,,Mpubansnm Cubups
« Mockse’’, habyna — no6biua NONE3HbIX UCKO-
naembix B coBeTcKon Asum) .

3).Ckety ,,Moe3a’ (armT-rpoTeckHan NaHTOMM-
Ma, n306paxkalouwan BbIXOAUEB U3 OTCTaNbIX NPO-
BMHuMﬁ B CTONKHOBEHWW C HOBbLIM COBETCKWUM
uyenoseKkom) .

4).,,Xopowee OTHOWeEHNE K NOWAaaAM’’, aKT Tpe-
Tun (KOHUOBKa caTupbl Bnagumupa Macca Ha
KynbeTypy H3Ma ¢ napoanAmu Ha 3anaaHbin Ta-
Heu, Ha HeyKMKXecTb armTnpona, Ha Ecenuna,
[ yHKaH U Ha COBETCKYIO UEH3ypYy) .

5).Taneu N° 76-a (aetanbHam uMuTaumA paboTbl
NONMIYHOYHOFO NPOKATHOrO CTaHa) .

HenenA KOHCTPYKTUBUCTKUX NepdOpmMaHcoB
6bina nocsAweHa Menepxonbay. Haunmnaacs ¢ na-
T BMOMEXaHUYECKUX YNPaXKHEHWN, CUEHU3aunuA
ABUNAcb YNPOWEHHON PEeKOHCTPYKuuen menep-
XONbLAOBCKOW arntnpon-akcTpasaranus! , A.E",
pa3zo6navaswen ,,NONbLITKY' amMepuKaAHCKUX Ka-
AMTanuCToB NOKOHYUTL ¢ EBponoi. Ocyuwect-
BneHHan Meniepxonbaom B popmMe HEMOrO KUHO
c cy6TUTPaMM U KOPOTKMMU HECBA3aHHbLIMU Cue-
namu, ,,[1.E’" 6bina nocneaHen KOHCTPYKTUBUCT-
KON noctaHoBkon B MockBee. Hawa pekoHcT-
PYKUWA KOCHynacb TONbKO NEepPBOWN CUEHbI,
BCKpbIBaOWeEW ,, TEMHbIE Aena’’ amepuKaHCKUX
MUWUNNUOHEPOB.

JcTeTuKa peKoHCTpy Kuuh HoBa. Mpouecc cko-
pee HanoOMWHaeT BOCCTaHOBMEHWE YTEPAHHOrO
¢dunbMa No oTaenbHbLIM Kaapam (nnioc cueHa-

2).Machine Dance (A simple mechanical demon-
stration about the exploration of minerals in Soviet
Asia, called "'Bring Siberia to Moscow."’)
3).MASTFOR sketch called”’ The Train’' (An “agit-
grotesque’’ pantomime showing the clash between
the degenerate types in a backwater Russian
village and the New Soviet Man (and Woman);
4).Good Treatment for Horses: Act Three (The
conclusion of Vladimir Mass’ satire on NEP culture
with parodies on Western Dance, sloppy agitprop,
Sergei Essenin, lIsadora Duncan, and Soviet
censorship.)

5).Machine Dance N° 76a (An elaborate perform-
ance showing the working of an iron foundry
at midnight.)

The second week of Constructivist Performance
was devoted to Meyerhold. Beginning with five
Biomechanical Exercises, the production was a
reduced reconstruction of Meyerhold’s agitprop
extravaganza D.E., which unravenled an imagin-
ary attempt of American capitalists to destroy
Europe. Presented in a silent movie format with
projected titles and short disconnected scenes,
D.E. was the last pure Constructivist production
in Moscow. Our reconstruction showed only the
first scene, which detailed the workings of the
demonic and ridiculous American millionaires.
The estetic of reconstruction is new. Itis more like
shooting a lost film from stills and a script than
copying a painting. While finding the appropriate
photographic and written materials is difficult, the
greatest problem is that few directors today have
the facilities or financial resources of the original
directors they wish to restage. What makes
reconstruction interesting, however, is the new
audiance response to see, rather than read about,
performances of the past.

pu0), Hexenu KONMPOBaHWe KapTUHbl. XOTA
OTbICKaHWe Heo6Xx0AMMBbIX (OTOMATEpPUanos u
TEKCTOB -- 3aa4a TAXeNanA, OCHOBHAA TPYAHOCTb
B APYrOM: Mano KTO U3 NOCTAaHOBUIMKOB Ceroa-
HALWHEro AHA pacnonaraer TeMu TexXHWYeCKUMU
cpeacTBamn 1 (PMHAHCOBBLIMU PecypcamMu, KOTO-
pbie 6binn B pacnoprxeHun pexuccepos 20-bix
ropos. W Bce xe, )aHp pEeKOHCTPY KUUA UHTepe-
CeH XOTA 6bl M3-38 TOro, 4TO HOBAA ayAUTOPUA
NPeAnoYNTaeT 3pUTENbHLIN KOHTAKT C NPOLWNbLIM
YTEHUIO O HeM.

Mepesoa ¢ aHrnuickoro Bukrtopa Tynuubiva

NPUMEYAHUA NEPEBOAYNKA:

1). ,,Benuxodywmbii Po2omocey” — nbeca
®.Kpommenunka. [Mocraenena Bc. Medepxons-
dom e 1922 2. e Tearpe AkTepa nod 32udol
Bonbubix MacTrepckux Medepxonsda.
2).,,MMo6eda Hao conHyem” — Kky6o-dyTypucru-
yeckan onepa Kpyyenbix, Marrowuna u Manesu-
ya. lpono2 Hanucan Xnebvuxkossim. [lpedcras-
neHue 6b110 0aHo d8axobi 8 CaHkT-lMerepbypze,
8 Jlyna-lNapke, 3-e20 u 5-020 dexabpr 1913 2.

3) . MACT®OP — macrepckue ®opezzepa. O Po-
pezzepe nucan MaTowuH 8 C80UX 80CNOMUHAHU-
Aax (nonrocTeio He onybnurxoeanHsix), a Taxxice
komnosutop-pyrypuct flypse. Mo-aHznudcku o
cTyouu Popezz2epa MOXHO NPOYUTATh 8 MOHO2PA-
guu P.Monedbepz ,,MMepdopmarcei”, uzd-eo Ab-
pamc, H-U, 1979, cTp. 26-28.

4).,,4.E.” — ,L[Qaews Eepony”(no pomaram
Ipenbyp2a u Kennepmarna) .

5).Cepzed Jizenwrein ¢ 1922 no 1924 2. pyxo-
sodun Teatpom [lponerxkynsra. Kak rteatpans-
HbIO NOCTaHOBWUK, JU3eHwWTelH 8bIPOC HA Cu-
creme ceoez0 yyurena Bc. Medepxonsaa.



B. Cbicoes: Adam u Ega, 1982
6ymaza, aKeaperns, 2yawsb
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V. Syssoiev: Adam and Eve, 1982
watercolour and gouache on paper
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