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THIS REVIEW IS PUBLISHED WITH THE FOLLOWING
OBJECTIVES:
— TO ACQUAINT RUSSIAN ARTISTS - IN AND OUTSIDE RUSSIA
WITH EACH OTHER'S WORK ;
— TO INFORM THE READER ABOUT THE ARTISTIC CREATIVITY
AND DEVELOPMENTS IN CONTEMPORARY RUSSIAN ART ;
- TO PROVIDE A FORUM WHERE WRITERS ON ART CAN EX-
PRESS THEIR OPINIONSONARTISTSOR ARTISTICPHENOMENA,
THIS REVIEW DOES NOT REPRESENT ANY PARTICULAR
GROUP OF PERSONS. ITS PAGES ARE OPEN TO ALL INDEPEN-
DENT THOUGHTS AND NEW IDEAS.

HACTOSLLMI XXYPHAN CTABUT MEPEJ, COBOW CNEAYIOLWME
3AOAUN
- 3HAKOMUTb PYCCKUX XYAOXXHUKOB, KAK XVBYLINX B
POCCUWN, TAKN HAXOAALWMXCA B SMUTPALINK, C TBOPYECT-
BOM APYI APYTA;
- UHOOPMVIPOBA Tb UNTA TE/NA, FNABHbIM OBPA30M 3ATMA/-
HOrO, O TBOPUYECTBE 3TUX XYAOXXHVKOB;
- OATb BO3MOXHOCTb /IIOAAM. MULYLIVM OB NCKYCCTBE,
BbICKA3ATBLCS MO MOBOAY TOrO WUV MHOMO XYAOXKHUKA
IV COBbITUA B UICKYCCTBE.

HE $BNAACbL PYMNOPOM KAKOW-IMBO TPYMMPOBKMY,
YKYPHA NPEJOCTABNSET CBOU CTPAHUL|bI BCEMY HOBOMY,
SPKOMY V1 HE3ABV/ICVIMOMY.

PasroH  6ynbao3sepamu
BbICTaBKN XYAO0XXHUKOB

HOH-KOH(POPMUCTOB.

MockBa, 15 ceHTA6psA

1974 ropa.

A crowd of artists being
dispersed by bulldozers at
art open-air exhibition in
Moscov/, sept. 15th, 1974
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Bopuc POWC - poawncs B
1947 r. B bepnuHe.

B 1970 r. okoHuun JleHuH-
rpagckuii YHmeepcuTeT Mo cne-
UnasibHOCTN  MaTemaTuyeckasi
norvika.

B HacToOslee BpeMs XMBET B
Mockse.

3aHnmaeTCcA Nnpobnemamu du-
nococomn A3blka, dmnocodun
McKkyccTBa M MTepaTypHO-Xy-
[0XeCTBEHHOI KPUTUKOIA.

Boris GROYS - was born in
1947 in Berlin.

In 1970 he gratuated from the
University of Leningrad where
he studied mathematical logic.

Residing now in Moscow, he
works in the field ofphilosophy
of art and language. He is also
active as an art and literary
critic.

MOCKOBCKUIN
POMAHTUYECKNA

KOHUENTYAJIM3M

CoueTaHve CNoB "pPOMaHTUYECKUI KOHLenTyainsm"
3BYYMT, pasymeeTcsi, Yy[OBULIHO. W Bce e A He
3Hal0 Nydywero crnocob6a 0603Ha4YNTbL TO, 4YTO MNpPOUC-
XoauT celiyac B MockBe, 1 BbIrSiAUT 4OCTAaTOYHO MOZ-
HO ¥ OPUTNHASTBHO.

CnoBo "KOHUeNnTyasin3mM" MOXXHO MOoHMMaTb U focTa-
TOYHO Y3KO KaK Ha3BaHue onpefesieHHOro Xyp[oXecT-
BEHHOro HarnpaB/iIeHUsl, OrpaHN4YeHHOro MecToM W Bpe-
MeHeM MOSAB/IEHNSA U YMNC/IOM YHACTHUKOB, U MOXHO Mo-
HUMaTb ero 6onee WMPOKO. MpU LUMPOKOM MOHMMaHWUU
"KoHuenTyam3am" 6yaeT o3HavaTb /106y MNOMbITKY
OTOWTM OT fAenaHWs NpeaMeToOB WMCKycCTBa Kak mare-
puanbHbIX O6BLEKTOB, NpeAHasHauYeHHbIX A5 co3epua-
HUA 1 9CTETMYECKOW OLeHKN 1 NepeiTn K BbIABMIEHMWIO U
thopmupoBaHUio Tex yC/1I0BUA, KOTOpble AUKTYHOT BOC-
npusiTVe NpousBefeHniA NCKyccTBa 3puTesieM, npoueay-
py WX MOPOXAEHUA XYOOXHUKOM, UX COOTHOLLEHWe ¢
3/71IeMEHTaMN OKpY>KaloLLell cpefibl, X BPEMEHHOI cTa-
TyC 1 T.4. BO3HMKHOBEHME "MoOAepHM3ma', uin UCKyc-
cTBa ‘"aBaHrapga' paspylmnsio HernocpeacTBEHHYO
y3HaBaeMOCTb MpPOM3BEAEHUI NCKYyCCTBa KakK HEeKOTO-
pbIX BeLllell nan TEKCTOB cpean ApYrnx Bellei M Tek-
CTOB. VI XyA0XHWK, 1 3puTesib B KOHLe X1X Beka OLLy-
TN HegoBepue K TOMY MPUPOAHOMY AapOBaHUIO, KO-
TOpoe MoBYX[asio XyAOXKHUKa TBOPUTb U JaBasio emMy
BO3MOXHOCTb feflaTb Belln, MOXOXne Ha Apyrue BeLyu,
B YeM paHee nosarasn ero 3agady. Cam NPUHLMN CXO4-
cTBa OKasa/iIcA Moj COMHEHVeM. BbISCHMNOCL, 4TO
CXOACTBO O6BEKTOB eCTb MaHudecTauusi cxoAcTea Cy-
neb6 xXyaoxHuka un 3putenst u pyHkumus obuleli popedp-
NEKTUBHOW OCHOBbI CYXAEHWs, KOTOPON XYAOXHUK U
3puTeNnb 061a[al0T Kak UsieHbl OAHOW U TOW e yenoBe-
yeckoli o6WHOCTU. HO Nub TONBKO 3TO 6bIJI0 OCO3Ha-
HO - 06WHOCTL pacnanacb. M XyAOXHUKU CTasim aHav-
TMKaMKn : X aHannm3 6bi1 HanpasfeH Tenepb Ha TO,4YTO-
6bl HaliTu He CXOACTBO MexAy npouv3BefeHNeM WNCKYC-
cTBa Kak "nmpegcTtaBnsoWwmM” 1 06bEKTOM Kak "'npeg-
CTaB/IeHHbIM", a pas3/imuve Mexay npousBefeHUs MU
MNCKyCCTBa KakK MpUCYTCTBYIOWWM B MUpe O6bEKTOM
N Apyrmmm ob6bekTamu, NPUCYTCTBYIOWVIMY B MUPE Ha
paBHbIX MpaBax ¢ HUM. CxOoACTBO Obl/I0O OCO3HAHO Kak
"YCMOBHOCTL'", 1 BbIXO[, 38 YC/IOBHOCTb CXO/ACTBa BOC-
MPYHNUMAICA KadKAbIA pa3 Kak 3KCMepuMeHT, nokasbl-
BaloOLNA, KaK [AasleKo MOXHO OTOWTU OT CXOACTBa, HO
BCe elle ocTaTbCsi B npefenax WCKyccTBa. Kaxabli
yAauHbIi 9KCNepuMeHT pa3aBuran npegesnbl NCKycCcTBa
M, KaK Kasa/loCb, YTOYHSI/1 rpaHuLy Mexay WCKycC-
CTBOM W HENCKycCTBOM. HerogosaHwe ny6/uvKn cTano
cTonb ke ybeanTe ibHbIM [OKa3aTe/IbCTBOM MNpaBusb-
HOCTM NYTW, KakK paHee UM 6blI0 BOCTOPXEHHOE Npus-
Tne.

Kpusuc crtan sIBHbIM, KOrga HerogoBaHue ny6/unkn
McYye3no u OBHAPYXWU/IOCb, YTO YC/IOBHOCTb HUKyAa
He fenacb. YC/IOBHOCTb CXOACTBa CTasla YC/IOBHOCTbIO
pasnimuma. T.e. YC/IOBHOCTb CXOACTBa Mpoun3BeaeHus
n306pa3nTenbHOr0 McKyccTBa (a M306pasuTesibHbl -
BCE KNCKYyCCTBa) C M306pakeHHbIM OObEKTOM, 6a3npo-
BaBLUAACA Ha "'MpUPOAHOM™ TOXAeCTBe XYAOXHUKa 1
3puTens, npeBpaTuiacb B YC/IOBHOCTb pas/iMyeHust
MeXAy XYOOXHUKOM U HeXyAOXHUKOM, T.e. YC/0B-
HOCTb MPU3HaHUS UMAPEK XYOO0XHWUKOM. [lefio B TOM,
4YTO pa3 Takoe Mpu3HaHVe COBEepLUINIOCb — BCE OCTallb-
Hoe B nopsigke @ XyAOXHWK Bce, T.e. B TOYHOCTU BCe
06beKTbl, CNocobeH caenarb NPOU3BeAEHUAMU UCKYC-
cTBa.

Kazanocb 6bl, Bce XOpoLO. Kaxabli XyA0XHWK aena-
eT, YTOo Xou4eT, Bblpaxas 3TUM CBOI MHAMBUAYa/IbHOCTb
— 1 NpekpacHo. Ho aTomy BbiBOAY MPOTMBOPEUUIN ABa
CoOGpaXeHVsi | BO-NMepBbIX, €C/IM paHblle UCTUHa U30-
6paxeHns1 cocTosinia B CXOACTBE, TO Kyja OHa Aenacb
Tenepb? Ecnn oHa BMecTe C yC/NIOBHOCTbIO Mepeluna B
cyuiecTBoBaHNe Xy[OXHWKa, TO BO3HWKaeT BOMPOC,
Kakoe cylllecTBOBaHVe eCTb UCTUHHOE CyLLieCTBOBaHue,
a 9TOT BOMPOC CTaBUT UHAVBUAYANIbHOCTb XYAOXHUKA
nof COMHeHve. W BTOpoe : XOTS, KasasloCb 6bl, [OSIK-
Ha rocnofcTBoBaTb WHANBUAYA/IbHOCTb, W OHa AeCTBU-
TeNlbHO rocrnoAcTByeT B paboTax, pacMOTPEHHbIX CUH-
XPOHHO, B CMeHe HanpaB/ieHWA SIBHO BUAHa JlOruKa.

Ansa paspelleHNss 3TOro NpoOTUBOPEYUst eCTECTBEHHO
6bIN10 06paTUTLCA K BOMNPOCY O (YHKUMOHUPOBaHUN
npou3BeAeHNs UCKyCcCTBa B OT/IMUYUN OT (PYHKLMOHNPO-
BaHUA NpeAMeTOB MHOro popa. NMOHATHO, YTO ecnn uc-
KycCTBO 06nafaeT Kakoi-TO WMCTUHOW, TO OHa [0smHKHa
BbISIBUTBCA MMEHHO 3feCb. HO 3TO M 3HauuT, Kak cka-
3an 6bl lerenb, 4To VICKyCcCTBO npuxoanT 34ecb K
CBOEMY MOHATUIO, T.e. CTAHOBUTCA "KOHLENTya/IbHbIM'.!

MOSCOW

ROMANTIC
CONCEPTUALISM

However odd the juxtaposition of these two words
may sound, | know of no better term than romantic
conceptualism to describe the present development in
the moscow art field.

The word «conceptualism» may be understood in the
narrower sense as designating a specific artistic move-
ment clearly limited to place, time and origin. Or, it
may be interpreted more broadly, by referring to any
attempt to withdraw from considering art works as
material objects intended for contemplation and aesthe-
tic evaluation. Instead, it should incourage solicitation
and formation of the conditions that determine the
viewer's perception of the work of art, the process of
its inception by the artist, its relation to factors in the
environment, and its temporal status. The rise of moder-
nism or avant-garde art did away with direct cognitive
reception of works of art as objects. At the end of the
nineteenth century, artists and spectators alike began
to doubt whether there was such a faculty as an inborn
gift. The artist was creating things resembling other
things. The very principle of resemblance was challenged.
As it turned out, resemblance between objects mirrored
analogous aspects in the lives of artists and their audi-
ences. And it was a function of a general pre-reflective
ground for judgement, shared by the artist and the
viewer as members of one and the same community. But
as soon as this was recognized, the unity fell apart. Artists
became analysts : their analytic efforts were now aimed
not at finding a similarity between the art work as repre-
sentation and the subject represented, but rather the dis-
tinction between art works as extant objects and other
objects existing in the world on an equal footing. The
resemblance was perceived as a «contingency», and
when the resemblance exceeded the realm of contingency
it was always regarded as an experiment showing how
far one might depart from similarity while yet remaining
within the confines of art. Each successful experiment
extended the boundaries of art and, or so it seemed,
sharpened the demarcation between art and non-art.
Previously, if the audience was enthusiastic, that meant
the artists were on the right track ; now, public disap-
proval was seen as a proof that the approach was valid |

The crisis came to the fore when public indignation
waned, and it was discovered that contingency didn't
reach far. The contingency of resemblance became
contingency of difference. That is to say, the contingency
of resemblance between works of figurative art ( and all
arts are figurative ) and the object depicted, based on a
«natural» identity of artist and viewer, was transformed
into a contingency of the distinction between artist and
layman. The fact remains that, once this recognition has
taken place everything else falls into line : the artiste is
capable of turning any object into a work of art.

And so it would appear that all was going well. Each
artist did what he wanted, thereby expressing his perso-
nality, and everything was fine. But there are two objec-
tions to this view : Firstly, if pictorial truth had previously
resided in resemblance, where was it now to be found ?
If it had passed over, along with contingency, into the
artist's existence, then the question arises : what kind of
existence is a true one ? This very question casts doubt
upon the artist's individuality. Secondly, while indivi-
duality is supposed to predominate, and does indeed
predominate in works viewed synchronically, there is a
logic that can be seen plainly in a succession of trends.

It was natural, in seeking a solution to this contradic-
tion, to look at the question of how art works function
by comparison with other types of objects. Clearly, if
art possesses some kind of truth, it is precisely at this
point that it should be discovered. Here, however, as
Hegel might say. Art comes into its concept ; that is,
it becomes «conceptual». True, Hegel himself held that,
with attainment of Absolute Spirit ( or the sphere of
ideas or concepts ), art disappears, because of its very
nature which is that of the actualization of the imme-
diate. Yet if art subsists while having ceased to be direct,
it is only for the reason that it has become a «concept».
Again the question arises as to what happens to the im-
mediate. Has it really been left behind once and for all ?
| think this is hardly the case, but the scope of the
present essay will not allow for a detailed examination
of the problem.

From what has been said so far, it is evident that con-
ceptual art by its very nature must be absolutely explicit.
It should contain within itself the clear criteria of its
existence as art. It must not imply any immediacy. The



Mpasaa, cam [erenb nonaran, 4TOo NpU AOCTMIKEHUU
A6conotHoro flyxa, T.e. cepbl NOHATHA (MK "'KOH-
uenta’’) uckyccTBo ucvesHer, 6yaywu camo no cebe
packpbiTuem HenocpeacteeHHoro. Ho ecnu uckyccteso
COXpaHUNocb, nepectaB 6biTb HENOCPEACTBEHHLIM, TO
TONLKO ECTECTBEHHO, Y4TO OHO CTano ‘“KoHuenTom'.
MNpasaa, BHOBL BO3HMKaET BONPOC : @ KYAA Xe Aenocb
HenocpeacTeeHHoe? Heyxenun ¢ HUM NOKOHYEHO Ha-
sceraa? Al aymalo, 4TO easa Nu 3TO TaK, HO 06CYAaTbL
B pamMKax AaHHOM CTaTbu 3TOT BONPOC He NpeAcTaBNA-
€TCA BO3MOXHbIM.

W3 cKa3aHHOro ACHO, OAHAKO, YTO NO CaMOWl CBOew
npupoae KOHUENTyanbHOe WCKYCCTBO AOMKHO 6biThb
COBEpLWEeHHO NPO3PayHbIM, T.e. OHO AOMKHO COAEPXKATb
B cebe HOBble KpPUTEPUU CBOErO CYLLECTBOBAHUA Kak
nckycctea. OHO He AOMKHO NOApa3ymeBaTb HUKAKOW
HenocpeacTBeHHOCTU. B cosHaHumn 3puTenA NpoekT Ta-
KOFO MCKYCCTBa AO0MKeH GbiTb HACTONBKO ACEH, YTOGLI
OH MOr NOBTOPUTL €r0, KaK NOBTOPAIOT HAaY4YHbIA 3KC-
fNepuMeHT : He BCceraa ANA 3TOro 6bIBalOT 3HaHWUA U an-
napaTypa, HO B NpuHUMNE 3TO BO3MOXHO Bceraa. Mpo-
n3BeaeHue KOHUEeNnTyanbHOro UCKYCCTBa AOMKHO CO-
npepxats B cebe M NPeacTaBNATL 3pUTENI0 IKCNANUUT-
Hble NPEANOCLINKU U NPUHLMNBI CBOEro NOPOXAEHUA ¥
CBOEro BOCNPUATUA.

Cneayer CKa3aTbh, YTO TakaA BO3MOXHOCTb AAeTCA
NPOU3BEAGHNIO UCKYCCTBA NOCTONbLKY, MOCKONbKY OHO
acCUMMNMPYET BO3MOXHOCTU KPUTUKKU. Yrke A0BONBHO
[3BHO 6bINO 3aMEYeHO, 4YTO NPOW3BEAEHUA COBPEMEeH-
HOr0 MCKYCCTBa ''HENOHATHbI'' 6e3 OpueHTUpyiowero
BO3AEWCTBUA KPUTUKU. ITO O3HAYaeT, YTO KPUTUKA NO-
TEePANa CBOK UCXOAHYIO PONb 6bITb METaA3bIKOM W B3A-
na Ha cebA 4acTb pyHKUWA COBCTBEHHO A3bIKA UCKYC-
ctBa. KoHuentyanbHoe uckyccteo 6eper ceivac 3atu
(yHKUMK Ha3aA.

OaHaKo, NPO3PaYHOCTb NPO3PAYHOCTU PO3Hb. B AHr-
nun u_Amepuke, rae chopmMmMpoBanoCL KOHUeNTyans-
HOE WCKYCCTBO, NPO3PaYHOCTb - 3TO 3KCNAUMUMTHOCTL
HaY4YHOro 3KCNEepUMEeHTa, AenatoLwero HarnAAHbIM rpa-
HWUbI U CBOWCTB3 HAawel NO3HaBaTeNbHOW CNOCO6GHOC-
™. B Poccun, 0aHaKo e, HeBO3MOXHO HanucaTtb NOpA-
AOYHYI0 aBCTPAaKTHY KapTUHY, He COCNaBLWWCL Ha
®asopckuit cBeT. EAUHCTBO KONNEKTUBHOW AywwM ewe
HacTONbKO XUMBO B Haweh CTPaHe, YTO MUCTUYECKUIN
ONbIT NPEACTAaBNAETCA B Hed He MeHee NOHATHbIM W
Npo3payHbiM, YeM HayyHoin. N paxxe 6onee Toro. bes
YBEHYaHUA MUCTUYECKUM ONbLITOM TBOPYECKAR aKTUB-
HOCTb K@XKeTCA HenonHoueHHoin. N 3To aaxe BepHO No
cywecTsy, NOCKONbKY, €CNU HEKOTOpbLIW YpOBEHb NO-
HUMaHWA ecTb, ero Hano NpoinTu. C MucTuyeckoin penun-
FUO3HOCTBIO CBA3aH W HEKOTOPbLIM cneundduyeckKun
“nupusm’’ U '4yenoBEeYHOCTb UCKYCCTBA, Ha KOTOPbIE
NPeTeHAYIOT AaXe Te, KTO Ha Aene AaBHO U CYacTNUBO
OT BCEro 3Toro oTAenanca.

BoT 310 eauHCcTBO 06WEMOCKOBCKON ‘‘nupuyeckon’’
¥ ‘POMaHTUY4ECKON” 3IMOUMOHANBHON XN3HK, BCE ewe
NpoTUBONOCTaBNeHHoe OpUUUanbLHOW CyXOCTh, Aenaet
BO3MOXHbIM (hEHOMEH POM3HTUYECKOro W NUPUYECKO-
ro KOHUenTyanuama, o6naaaiowero 4OCTaTouHon (unn
NOYTU AOCTATOYHON) HOBOCTLIO B 3IMOLMOHANbLHOW XKN3-
Hun Mockesl. A He Kone6niocb, HECMOTPA Ha ero nu-
PU3M, Ha3BaTb ro KOHUENTYanuamoMm, CNeayn CyuiecT-
BY Aena M NaMATYA O TOM, YTO KOHUEeNTyanucTom, CKa-
wem, HaswiBann Mea KnetiHa - paHUy3CKOro xynox-
HWUKa, BO (hpaHUY3CKOM AyXe NPOTUBONOCTaBNAIOWEro
MWD YUCTOW MEYTbl MUPY, YNPABNAIOIUEMYCA 3EMHbIMU
3aKOHaMW.

Ectb kK TOMy u ewe 60nee Beckue 0CHOBaHUA. 3anaa-
Hble XyAOXHUKK 70-x ropaos NPOTUBONOCTABNAIOT
""KoHuenTyanuaMm’’ n ‘‘aHanutuyeckuin noaxoan’’ GyH-
Tapckum HanpasneHuAm 60-x ropos. B Te Bpemena uc-
KYCCTBO paccMaTpusBanoch Kak nocneaHwin copnocTt,
yAepKuBaemMbii ‘OTAENbHLIM Yenosekom’’ B ero 60pb-
6e NnpoTuB 06e3nnMunBaOLEro CYLWECTBOBAHWUA B COUMY-
me. Kpax unniosuii OTHOCUTENbHO ‘‘n3bpaHHOCTU’ w
YHUKaNbHOCTU XYAOXKHWKA W ero cnoco6HOCTM nepe-
CTPOUTb XXU3Hb NO 3aKOHY TBOPYECKOW cBO60AbLI NOGY-
Aun KoHuenTtyanuctos 70-x rogos HanTu cebe onopy B
NOHUMAHUN XY A0XKECTBEHHOro TBOPYECTBAa Kak cheuu-
cuueckoin npodeccun, ob6naaaoeir HapAARY C APYrumn
npocgeccmAaMu, onpeaeneHHbIMK NpUeMamu, UenAMn u
rpasuuamMn. UcKyccTBO CTano OnNpeaenATLCA onepa-
UMOHANbLHO : 4YTO TaKOe UCKYCCTBO CTAHOBUTCA ACHO,
KOFAa MOXHO BWAETb, YTO U KAK AENaeT XyAOXKHUK W
KaK pe3ynsrat ero paboTbl COOTHOCUTCA C APYrWMK
npeameTaMu BHYTPU MUpa.

OaHako nNoAoGHLIN MNO3UTUBHO-NPO3PaYHbIA NOA-
XOA K UCKYCCTBY noapa3ymeBaeT HOBYI0 hOpMy aKa-
AEMU3Ma, T.K. YCTaHaBNuBaeT ANA TBOPYECTBA XYAOXK-
HUKa HEKOTOPY0 BHEUCTOPUYECKYIO HOPMY, OTOXAECT-
BAAEGMYIO C YUCTbIMW FpaHnULaMun npodeccun, nu Kak
ceiiyac roBopAT, ‘meana’’, BHYTpU KOTOPON XY AOKHUK
pa6ortaer. PomaHTuueckoe metadusnyeckoe U Np. Ha-
NpaBneHnA B NCKYCCTBE Takxxe 06nanaloT csoen Npak-

projected intent of such art must reach the mind of the
viewer in a way that he could repeat it as if it were a
scientific experiment. Though the knowledge and equip-
ment may be lacking, it is always possible to de this in
principle. A work of conceptual art must embody the
explicit prerequisites and principles of its origin, its
communicability, and it must be able to convey these to
the audience.

An art work possesses that capability as far as it does
not exclude the possibility of criticism. For a fairly long
time, it was recognized that contemporary works of
art were «incomprehensible» without a guiding hand
from the critics. This meant that criticism had lost its
original role as a metalanguage and had taken over
some of the functions of the language of proper art.
Conceptual art is now reclaiming these functions.

There are different forms of transparency. In England
and America, where conceptual art originated, trans-
parency meant the explicitness of a scientific experi-
ment, clearly exposing the limits and the unique charac-
teristics of our cognitive faculties. In Russia, however, it
is impossible to paint a decent abstract picture without
reference to the Holy light. The unity of collective
spirit is still so very much alive in our country that mys-
tical experience here appears quite as comprehensible and
lucid as does scientific experience. And even more so.
Unless it culminates in a mystical experience, creative
activity seems to be of inferior worth. And this is essen-
tially true to the extent that, where a certain level of
understanding has been attained, it must be traversed.
Along with religious mysticism, and related to it, we
also find a definite sort of «lyrical» and «human» qua-
lity in art - an element assigned even to those artists who
have happily left such things far behind.

The general tenor of emotional life in Moscow, thus
forming a lyrical and romantic blend, still stands opposed
to the dryness of officialdom. And this climate is propi-
tious to the phenomenon of romantic and lyrical
conceptualism -~ a phenomenon rather clearly discernible
in the emotional atmosphere of the capital. | do not
hesitate to call it conceptualism, notwithstanding the
lyrical aspect, bearing in mind the basic essentials and
remembering that the term has been applied to Yves
Klein, a French artist who distinguished in the French
manner between a world of pure dream and a world
governed by earthly laws.

There are even more important reasons for using this
term. During the 1970s, Western artists drew a line
between conceptualism and the «analytical approach»,
on the one hand, and the rebellious mood of the 1960s
on the other. In those days, art was regarded as the last
forward-defense position held by the individual human
being in his battle against a depersonalizing existence
within the society. Belief in the unique status of the
artist as a priviledged person, and in his ability to rebuild
life in keeping with the dictates of creative freedom,
proved illusory. In the 1970s the collapse of this belief
prompted conceptualists to cling to a notion of artistic
creativity as belonging to a specific profession, possessing
its own techniques purposes and confines alongside other
professions. Art acquired an operational definition : what
art is will be evident when you can see what the artist
does, how he does it, and how the results of his work
interrelate with other objects in the world.

None the less, this kind of positive-transparency ap-
proach to art presupposes a new form of academism.
For it confronts the artist in his creative work with a
certain extra-historical norm that is identified with the
clearly demarcated boundaries of the profession or, as
they say, of the media within which the artiste
operates. Romantic metaphysicism and other trends in
art likewise have their waysof doing things. Furthermore,
to each school belong its particular usages in the field of
perception, or interpretation. That is, the «romantic»
view of art has its own facticity : reducing it to illusion
amounts, above all, to closing one’s eyes to the facts.
Even if art of this type loses its immediate appeal, it still
preserves its significance, which is to say, itsrelationships
with the realms of action and cognition. It is important
to clarify these relationships, without stressing as before,
on totality and immediacy of perception, and to free
ourselves from the evocation inherent in attempts to
present a work of art as a revelation that speaks for itself.

The positivist view on art as an autonomous sphere of
activity determined solely by an available historical tra-
dition has always been alien to the Russian mind. We
can hardly reconcile ourselves with the idea that art
should be regarded as being simply the total sum of its
techniques, and that its purpose has been lost of sight.
Therefore, romantic conceptualism in Moscow not only
testifies to the continued unity of the «Russian soul» ;
it also tries to bring to light the conditions under which
art can extend beyond its own borders. It makes a
conscious effort to recover and to preserve all what
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1 .MoxHo

5.MoxHO

KATAJIOT KOMEJHUMHbIX
HOBIECTB

yeM-HHOYIAbL 3aHA-
ThCA;

3aHATHCA KNACCH-
¢ukanueit BOo3IMOXHOCTEM
C TOYKH 3PEHHA CTEMNEeHH
HX KOMEIZMHHOCTH;

6.MOXHO 32HATHCA KJACCH-

¢vxanuelt crpacreit c
TOYKH 3PEHHA pa3sMepoB
HX NocaenCTBHH;

12.MOXHO 3aHATBLCA KJACCH-

¢ukanuet coMHeHuit ¢
TOYKM 3PEHHA CTEeNeHH
WX HepaspemHMOCTH;

13.MOXHO yCTPaHHTbL JLGbIE

COMHEHMA, Halla Jnmb
MOmMHLA PHTMOOGpa3yOmHUHK
$aKTOp CymeCcTBOBaHHA -
HO B 3TOM-TO M BCA
TPYAHOCTD ;

44 .MOXHO TMOWTH MamHHaJNbHO

KOHCTPYHpPOBaTh MUGPONO—
rHyecKue CHUTyaluH;

45.MoxHO oka3aTbCA B 60—

Nee ueM IBYCMBICIEHHOM
NMONOXEHUH ;

46 .MOXHO OKa3aThLCA HeNno-

naneky M 3afiTH, YTO6M
BHIIMTL 4ap ¥ NO60ATATH

..

58.MOXHO MHCTHPMUHMDPOBATDL

RO TOH cTemeHu, NpH
KOTOpPO# BO3MOXHOCTH
xeMucTudukauuu npuobpe-
TaeT OTKPOBEHHO INpH-
3pauHHif xapakTep;

66 .MOXHO TOrOBOPHTHL O TOM

OMacHOCTH, KOTOPYD
npeacrasafeT co6ol
MHOTO3HAYHTENbHOCTD,
NMOBCEMECTHO BhIaBae-
Mag 3a MHOTO3HAUH—
MOCTb;

67.MoxHO morosoputrb 06

OTMEHe aBTOPCKHX NpU-
BHUJNETHil, NPOABNAA NpH
3TOM C pPa3HbLM yCHEeXoM
CKpHBaeMOe ROKEeTCTBO;
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TUKOW, U, KPOMeE TOro, OTHOCUTENLHO HUX CYLLECTBYIOT
NPaKTUKN WX BOCNPUATUA, UCTONKOBAHMA WU T.A. TO
ecTb “"pomMaHTu4eckoe’’ NOHWMaHWe nckycctea obnapa-
eT cBoel (aKTUYHOCTLIO U CBOAUTL €ro K MAN3uu
O3HayaeT Npexxae BCero 3aKpbIBaTb rnasa Ha (aKTbl.
Ecnn paxe UCKYCCTBO Takoro poaa yTpayvsaer CBOIO
HEeNOCPeACTBEHHYIO YBNEKaloulyo cuny, To 3TO BOBCE
He O3HavaeT, YTO OHO YTPaYnMBaeT CMbICA, T.e. CBOIO CO-
OTHECEeHHOCTb €O cdepamu NO3HAHUA U aencTeuA. Cne-
AYeT NUwWb, HEe YNOBAA KaK Npexae Ha TOTafNbHOCTb U
HEeNnoCpeaCTBEHHOCTb BOCNPUATUA, BLIABUTL 3Ty COOT-
HECEHHOCTL U 0CBOGOAUTLCA OT ABYCMBLICNIEHHOCTH, He-
n36exHO Npu NonNbITKe NPeacTaBuTL Npou3BeaeHUe
WUCKYCCTBa B KayectBe Camoro 3a ce6a roBopAwero oT-
KpPOBEHUA.

Pycckomy cosHaHuio Bcerpa 6bin 4y>ka NO3UTUBHLIN
B3rNAA Ha UCKYCCTBO KaK Ha aBTOHOMHYI0 Ccepy Aen-
TENLHOCTU, ONPEAENAEMY IO NULLIb HANUYHOW UCTOpUYEC-
KOW Tpaauuven. BpAaa nu MOXHO NPUMNPUTLCA C TeMm,
4TO UCKYCCTBO - NULWbL COBOKYMNHOCTbL NpUemMos, “‘uens’’
KOTOPbLIX yTpayeHa. "PoMaHTUueCKuit KOHUENTyannam"’
8 Mockse - 310, cnNeaoBaTENLHO, HE TONBLKO CBMAETENb-
CTBO COXpPaHAIOWEroCcA eAMHCTBA ‘'PyCCKOn Aywmn’’, HO
W NO3NTUBHAA NONbLITKA BLIABUTL YC/OBUA, KOTOPbIE
AENalT BO3IMOXKHLIM ANA UCKYCCTBa BLIXOA 3@ CBOW
rpaHnubl, T.e. NONbLITKA CO3HATENLHO BEPHYTb U COXpa-
HUTbL TO, YTO KOHCTaTUPYEeT UCKYCCTBO Kak cOobbiTue B
Wctopuu [lyxa u aenaer ero cOGCTBEHHYIO UCTOPUIO
He3aBepLEeHHON.

A paccmoTpio 3aech TBOPUYECTBO HECKONbKNX XYAOXK-
HUKOB W NO3TOB, KOTOPbLIX, Pa3yMeeTCA AOBOMLHO
WCKYCCTBEHHO, MOXHO OTHECTU K POMAHTUYECKUM
KOHUeNnTyanucram.

1. JIEB PYBUHIWITEAH

Npu nepsom e 3HakomcTee ¢ TekcTamu J1.Py6un-
wTeHa 6pOCaeTCA B rNasa X CXOACTBO C MAWMUHHbLIMU
anroputmamu. N paneko He TONbLKO NOTOMY, YTO OHU
3anucaHbl Ha nepdokaptax. Camu TekcTsl nepdoma-
TUBHbLI. OHKN O6pPYLWIMBAIOT HA YMTaTENA rPO3HbIe YKa3a-
HUA U KOHCTaTMPYIOT Heo6patumsbie co6bITUA. EcTs,
Bnpoyem, n onucaHua. Kak U B HacTORWMX pabounx
anropuTMax, TeKCTbl YNEHATCA Ha ONUCaAHUA U NpUKa-
3bl. BoO6uwie rosopA, ONUCaHMA B anropuTMax He ume-
10T CaMOCTOATENLHOro 3HaueHwWA. HukTto »Aaer or
HUX HU4Yero 6onbwero, Yem NONyYeHUA uHGOPMauun
ANA NPOAOMKEHUA AencTeuA. W Huuyero 6onbuwero B
HUX He coaepXUTCA.[leicTBUA AOMUHUPYIOT HAa onuca-
HUAMK, ¥ NOCNEAOBaATENLHOCTL AeNCTBWUIA OonpeaenAeT
UX CTPYKTypy. TakoBssbl ke Ha NepBbii B3rNAQ TEKCTbI-
anroputmbl J1.Py6uHwreitna. EaMHCTBO TeKCTa KOHCTa-
TUPYETCA He EAMHCTBOM AUCKPUNUWW NNN eANHCTBOM
ONUCHLIBAEMOrO NPeAMeTa, a eAUHCTBOM AENCTBUA - He-
8ep6annM30BaHHOrO U 3aKNIOYEHHOTrO B pabouue nayassbl.
Takoe BneyatTneHue, YTO OT KAPTOYKN K KapTOYKe 4TO-
TO MNPONCXOAWNT - YTO-TO FAYXO CKpEexeweT, Muraet,
pPa3’BOpPaYNBaeTCA U MEHAET OKPYKALWNA MUp.

OaHako NO mepe TOro Kak uYTeHue NPOAONIKAeTCA,
HaYMHaeT Kas3aTbCA, YTO C FPO3HLIMU NPUKA3aMK He Bce
8 NopAake. N 8 NONbITKE BLIACHWUTb, 4TO XK€ C HUMW He
B8 NOPAAKE, Mbl HECKONbLKO 3aMeANAeM NPOUECC YTEHUA
n O6pawaemM BHUMaHWe Ha ONUCaHWe Tex CUTyauun, Ha
KOTOpble 3TU NPUKasbl UMEIT uensb BO3AENCTBOBATH.

WU TyT CTAHOBUTCA ACHO, 4TO OHWU U HEAOCTATOYHO TOY-
Hbl, 4TO6bI CNYXXUTb OCHOBOMW ANA AEACTBUA MaWMUHHO-
ro M uepecyyp TOMHbI, YTOGbI CNYXUTb OCHOBOW ANA
AencTBMA Yenoseyeckoro. To ecTb He TO, YTO TOYHbI, @
cy6TUNbHLI, padMHUPOBaHbI U NONPOCTY POMaHTUYHbI.
a, pPOMaHTUYHBI.

Hanpumep, B “Kartanore komeaunitHbix HoBwecTs’
(cenTA6pL 1976 r.) Mbi ynTaem : “MoxHO Npo3peBaThb
MPUYUHLI PA3NINYHBLIX ABAEHUA N HUKOrO He CTaBUTbL 06
3TOM B U3BECTHOCTb .

"MOXHO NPUrNAALIBAaTLCA APYN K APYrY C TAKOW Ha-
CTOPOXXEHHOCTbIO, YTO 3TO MOXKET NPEBPaTUTLCA B POA
AOBONBHO 3axBaTbiBalOLLEN UrPbI’'.

Aa, moxHOo. Tak ¥ NOCTYNalOT POMEHTHNYECKHE repou.
OHW NpAYYT cBOE 3HaHWe W UrpalT APYr C APYrOM B
BO3BblIWeEHHbIe Urpbl. HO MbI XOpOWO 3Haem, yero cTo-
UT 3T0 "‘MOXHO"'. OT HEro BeeT y)>KacOM HEBO3MOXKHO-
ro. PacuneHeHune 3TOro pOMaHTU4YECKOrO ""'MOXHO GbITb
HEBO3MOXHbIM" Ha M30NMPOBaHHbIE YKa3aHUA nNuwaet
ero BO3MOXXHOCTU NOCPEACTBOM Opeona, niny4yaemoro
NUYHOCTHIO POMAHTUYECKOro reponA, Bbi3BaTb Henocpea-
CTBEHHOEe AoBepue B KavyecTBe XKeNnaHHoro u Heonpeae-
neHHOro o6pasua ANA NOAPaXkaHWA, nepopmaTUBHOE
""MOXHO"”, NpuxoaAwWee Ha CMeHy ONUCaHWIo "'repon,
KOTOPbLIA MOXET’' 1 C KOTOPbIM 6ecco3HaTenbHo U un-
NI030PHO NAEHTNHDUUNPYETCA YnTaTensb, NPMBOANT YUTa-
TeNA K MNO3HaHUIO ero CO6GCTBEHHbIX BO3MOXHOCTEN.
Mbi BuauM 3aecb M O6GHapy>keHue BHYTpEHHen mexa-
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constitutes art as an event in the History of Spirit and
which renders its own history uncompleted.

| shall now examine the work of several artists and
poets who may be numbered - somewhat arbitrarily,
to be sure, -- among the romantic conceptualists.

1. LEV RUBINSTEIN

At first encounter, what strikes us about the texts of
Lev Rubinstein is their resemblance to machine algo-
rithms. And this is not only because they are written on
perforated cards. The texts themselves are performatory.
They shower the reader with stern instructions and they
register irreversible events. They also contain descrip-
tions. As in the case of real working algorithms, the
texts are structured into descriptions and instructions.
Generally speaking, descriptions in algorithms have no
autonomous significance. No one expects them to do
anything more than to provide information for conti-
nuing action. And they contain nothing more than that.
Actions predominate over description, and the structure
of the actions is determined by their sequence. This
is how the algorithm-like texts of Lev Rubinstein look
at first glance. The unity of the text is ascertained not
by the unity of description or of the object being
described, but rather by the unity of action -- unverba-
lized and confined to working pauses. We get the
impression that, from card to card, something is going
on : something is blinking, unfolding, making a dull
grinding noise and altering the world around us.

As we go reading, however, it dawns on us that some-
thing is not quite right with those stern instructions.
And in the attempt to find out what exactly is wrong
with them, we also down our reading somewhat and
turn our attention to the description of those situations
which the instructions are designed to act upon.

And now it becomes clear that they are not precise
enough to serve as a basis for machine activity and at
the same time they are too precise to serve as a basis
for human action. They are not so much precise as they
are subtle, refined and just plain romantic. Yes, romantic.

For example, in the «Catalogue of Innovations in
Comedy» ( September 1976 ) we read: «lt is possible
to discern the causes of various phenomena and not to
tell anyone».

«lt is possible to look at one another with such keen
watchfulness that this can become a rather exciting
kind of gamep.

Yes, that is possible. That is indeed the way romantic
heroes behave. They conceal their knowledge and they
play exalted games with each other. Yet we know very
well the price of that «possible». It exudes the horror
of the impossible. If this romantic «possibility of being
impossible» is broken up into isolated instructions, it
loses the possibility of using the halo of the romantic
hero’s personality to inspire direct confidence as a
desirable and indeterminate model for emulation. The
performatory «it is possible», replacing description of
the «hero who can» and with whom the reader incon-
sciously and in an illusory manner identifies, leads the
reader to a knowledge of his own possibilities. Here we
see a revelation of the inner mechanistic nature of
romantic discourse as well as a challenge hurled at the
reader : to take cognizance of the true measure of his
participation in the romantic dream. The distance
between «able to do it» and «able to read it» becomes
evident.

In the text « That is Ally, the subjectivity that ascertains
the world discovers its own romantic origins. This text
is a sort of «Anti-Husserl». The description is given
inside that space of language which is formed, as it were,
by the language’s own possibilities and to which no
experience corresponds.

«That is All - an avalanche of forebondings, crashing
down for no reason at all ..................

-- the voice of longed-for repose, drowned out by other
voices» and so on.

When we read a rarity of this type, the ease with which
we can understand what is being said is in proportion to
our utter bewilderment when we try to relate it to our
own extra-literary experience. These descriptions are
possible only in a world where literature exists as an
autonomous sphere of linguistic development and
functioning. Whereas Husserl sought to give a foundation
to the word in purely subjective experience. Here the
subject faces a task that is transparent on the literary
plane but cannot be carried out empirically.

We may say that here Lev Rubinstein, in the way he



HUYHOCTU POMaHTUYEeCKOro Auckypca U Bbl30B, o6pa-
WEeHHbI K 4YuTaTesito | 0CO3HaTb MOAJ/IMHHYIO Mepy CBO-
ero yyactusi B pOMaHTUYecKkol Meute. [leflaeTcs siBHOM
AUCTaHUMA Mexay “"MOXHO fgenatb™ U "MOXHO npo-
yecTb".

B TekcTe "3To Bce" KOHcCTaTupytlowas mMup .cybbek-
TUBHOCTb OGHapyXuBaeT CBOE pOMaHTU4Yeckoe npowuc-
XOXOeHNe.OTOT TEeKCT-CBOero poga "AHTu-N'yccepnb".
OnucaHve paetcs BHYTPWM TOro MpocTpaHCTBa A3bIKa,
KOTOpOe 06pa3oBaHO KaK 6bl ero (s3blka) CO6CTBEH-
HbIMW BO3MOXHOCTAMM U KOTOPOMY HE COOTBETCTBYET
HWKaKOW OnbIT.

"OTo Bce - NlaBMHa NpeAvYyBCTBUIA, OOPYLUMBLUMXCS
HA C TOrO, HW C CEero..... - FOJIOC XeslaHHOro MOKOos,
3arnywaemblii Apyrummn ronocamn’ " T.4.

Korga mbl untaem nogo6bHoro poga Aetvumnt, To Ha-
CTOJ/IbKO e J/Ierko NMoHMumaemM “TO, YTO B HUX FOBOPUT-
cA", HaCKoJ/IbKO OKa3bliBaeMcsi B MOJSIHONM pacTepsiHHOC-
TW NPV NMOMbITKE COOTHECTU C HUMU COGCTBEHHbIV “"BHe-
NMTepaTypHbIA"ONbIT. 3T ONUCaHNSA BO3MOXHbI TOJIb-
KO B MwWpe, rae ecTb nmMTepatypa, Kak aBTOHOMHas
cthepa pa3BuTUA 1N DYHKUMOHMPOBaHUA A3bika. Ecnn
lyccepnb cTpemuncss o60cHoBaThb C/I0OBO Yepes YUCTbIN
OonbIT CYy6BLEKTUBHOCTWU, TO 34eCb CYObLEKT CcTaBuTCs
nepej NUTepaTtypHO MNPO3pPayvHON, HO IMMUPUYECKN He-
BbINO/IHUMOV 3azauyeii.

3gecb JleB PyOGuHLWITENH MO MaHepe CTpPOUTb ornpeje-
neHnsa cbnuxaetcs, ckaxxem, ¢ PeHe Llapom. Ho PeHe
lWap nonaras, 4To B MMpe, UM OnpegesieHHOM, MOXHO
XWTb. J1.PyOUHLITENH OCTaB/fisieT BOMPOC OTKPbITbIM
MOXHO /11 B HEM XWUTb UM TONbKO YnTaTb. Beap He mMo-
XEeM >Xe Mbl BCepbe3 [yMaTb, UYTO CMOCOGHbI XUTb B
"aToM BCemM",

41O CTpPOUTCS 06bsiCHsIeTCSA

CBsI3aHO nopoXxaeHo
aHanuaunpyet oTHOCUTCS

3HAUMT ycyry6nsietcss  u T.4.

Hanuuo 6ecKOHeYHOCTb KOHCTUTYMPOBaHUS, BOMUIO-
Lle NPOTMBOMNOCTAaB/IEHHAsA KOHEYHOCTU CyLLLeCTBOBaHUSA
1 BCe e OTKpbITass AN1A MOHUMaHus 1 yTeHnsa. Cama
6EeCKOHEYHOCTb KOHCTUTYMPOBAHUA POMaHTU4YHa. Po-
MaHTMYHa N BHYTPEHHASA 6GECKOHEYHOCTb NUTEpPaTypHbIX
onucarte/ibHbIX K/nle, NMoOHMMaeMbIX C OHOro B3r/isaaa
yuTaTesieM, HO HepasfnoXuMasi Ha NpocTellune afemMeH-
Tbl CCMefoBaTeIeM-0onepaTopomM.

Ho uTo Xe rposHbie nMpukasbl? OHWM OKasanucb 6ec-

noyBeHHbIMU. OCBOEHHOE MPOCTPaHCTBO NUTEpPaTypHO-
ro A3blka He Ja0 UM HU NAAM 3eMAn 418 onpaBfaHHO-
ro pelicteua. Kpome ofHOro : uteHusi. Bce npukasbl
CBEMCb K OAHOMY MpuKasy : uyuTartb. Tak, Mbl Haxo-
OUM cnepyowmii TekcT (HoBbIli aHTpakT, 1975 r.):
"YuTalite, HauMHaa co cnos : "'K Mon4YaHWo B U3BECT-
Hble MWHYTblI MpuberawoT MHoOrme" u T.4. 4O C/OB
"ABTOp npeycnesaeT B MOJ/THaHUN".
WTak, untatenb yntaet v aBTOp MONUUT. U panee Mbl
BUOUM B TOM Xe TekcTe : "lMepeBepHuTe cTpaHuuy"
wam "cMm. panblue”, HanucaHHoe B KOHLe CcTpaHuLlbl
nnn “uuntailite cnepgytoulee : "BTOprHyTble B cdepy noa-
TUYECKOro BOCMPUATUA BEWM CTaHOBATCA 3Hakamu
noaTnyeckoro psaga'.

Mbl 3Haem Tenepb, YTO 3a a/iIrOPUTMbI Nepes Hamu.
37O a/IropuUTMbl YTeHUs. EQVHCTBEHHOE Aeno, B KOTO-
poM HaM [aeTcsa 3TO BCE W B KOTOPOM OHO Aesfaetcs
"MOXHO" - 3TO UTeHMe. XXu3Hb Kak 4YTeHue, Kak cyujec-
TBOBaHWE B HEBO3MOXHOM MMPOCTPaHCTBE SIUTepaTypHO-
ro sA3bika. C HaTyroii u noj OKpPMKW aBTopa nepenuchbl-
BalOTCA CTpaHuubl. YuTaiiTe, nepennucTtbiBaiiTe, ymiTaiiTe,
nepenucTbiBaliTe......"M BelWM CTaHyT 3HakamMu MnoaTu-
Yyeckoro psaga’.

MepcopmaTmBHbIE C/IOBECHbIE aKTbl OGHapyXmBarT
CBOIO WIIO30PHOCTL M BO3BpaLLAlOT K TEKCTY KaK K
yucToli NuTepaTtype, NUWIb Aenas SABHbIM OTYasiHUE K
MyKW uTeHusi. Cam e nuTepaTypHblii TEKCT U Henpo-
HUL@eM W Mpo3payveH : OH He TpeGyeT MHTepnpeTaunii.
FepMeHTEBTUKa 3aMeHeHa a/lfOPUTMOM YTeHUsA. MoHu-
MaHue - yCuanem nepesBepHyTb CTpaHuuy. YTO 3Haunt
ynTaTb? OTO 3HAUYUT nepesopayMBaTb CTpaHuubl. Oc-
Ta/IbHOE SICHO caMo co6oii. Mpouecc YTeHNs OGHapPYXu-
BaeT y JI1.Py6uH WITeiiHa CBOIi AesiTeNbHblii cy6cTpar,
CBOli XapakTep >XW3HEHHOro YCWIuA. YCUnne 4TeHus
BbISIB/ISETCA KaK MPUHLUUN NOCTPOEHUs TekcTa. TeKCT -
3TO TO, YTO AeNnaroT, KOorga ero unmtarT : nepenncTbiBa-
10T, BOAAT rnasamn un "BoobpaxatoT". PoMaHTU4eckoe
BOOOpaXkeHne XOTS 1 CTaBUTCH 34eCb Ha MecTo (B Mosy
YMTaloOLLLEr0),HO 3aTO OHO CHOBa HauyMHaeT MasyuTb B
6EeCKOHEYHOCTU YUTATEs/IbCKOIO YCW/IUA, KOHCTUTYUPY-
Lero TeKcT.

TakoBO 4TeHMe, TakOBO W nucbmo, B “Tporpamme
paboT"” (1975) He npepnaraeTcss HUKaKUX OMUCaHWNA,
HO 3aTO W He JaeTCs HUKaKuUX yKasaHWi, 4To fenatb.
"Mporpamma’ oyepymBaeT tv MNYCTOTY, B KOTOPO Ha-
X0auT cebe MecTo YucTas CMOHTAHHOCTb, T.e. POMaHTu-
yeckas CcybbeKTMBHOCTb Kak TakoBas. U B "Tporpam-
Me" Mbl ynTaem:

builds his definitions, is coming close to René Char. But
René Char believed it possible to live in the world as
defined by him. Rubinstein, on the other hand, leaves
the question open : whether it is possible to live in that
world or merely to read in it. Surely we cannot seriously
suppose that we are capable of participating in «All of
That» which

gets build

gets bound

analyses

signifies

gets explained

originates

relates

gets more involved etcetera

Here, for all to see, there is an infinitude of findings,
flagrantly contrasted with the finitude of existence and
yet open to being read and undestood. An infinitude of
findings is romantic to begin with. And the internal
infinitude of descriptive literary stereotypes grasped at
a glance by the reader is likewise romantic, but an ope-
rater researcher cannot break it down into elementary
components.

So what about those stern instructions ? They have
turned out to have no basis. They have not gained so
much as a square inch of ground for justifiable action
from the conquest of literary language-space. The only
action forming an exception to this is that of reading.
All of the instructions boil down to an order to read.

- Thus, we find the following text ( «New Entracte»,
1975 ):

- Read, beginning with the words

«At certain moments many resort to silence», etc.
up to the words
«The author excels in silence».

So the reader reads and the author is silent. And
further on in the same text we read :

- « Turn the page»

or

«See below», written at the end of the page.

or

« - read the following :

«Things which have invaded the sphere of poetical
perception become signs in a poetic sequence».

We now know the kind of algorithms we are dealing
with. They are reading algorithms. The only activity in
which we are given «all that» and in which the that-is-all
becomes «it is possible» is reading : life is reading, life
as existence in the impossible space of literary language.
The pages are written out with effort, amid loud inter-
jections by the author. « Read, turn the pages, read, turn
the pages..» and the things become signs in a poetic
sequence.

Performatory verbal acts reveal their illusory character
and return to the text as pure literature, making nothing
evident but the despair and the formant of reading. The
literary text itself is impenetrable and transparent : it
requires no interpretation. Hermeneutics has been
replaced by an algorithm of reading. Understanding is
attained by means of the effort it takes to turn the page.
What is reading ? It is turning the pages. The rest is
obvious on its own terms. In the writing of Lev
Rubinstein, the reading process uncovers its own active
substratum, its nature as vital effort. The effort of
reading is disclosed to be a principle of textual structure.
The text is that which is performed in the reading of it :
you turn the pages, you move your eyes, and you «ima-
gine». While the romantic imagination occupies its
rightful place at this point, in the pose of the person
reading, it then begins once again to beckon in the end-
less distance of the reading effort that registers the text.

As the reading is, so is the writing. In the «Program of
Works» ( 1975 ), no descriptions are offered, yet at the
same time no instructions are issued on what to do. The
«Program» sketches out the emptiness occupied by pure
spontaneity, that is, by romantic subjectivity as such.
And in this text we read :

«In the event that the realization of this or that point
in the Program should be factually impossible, the verbal
expression of these points is to be regarded as a special
case of realization or as a fact of literary creation».

Actually, two imperatives are being equated here : to
read and to write. Literature is endowed with being,
with its own reality and with «realization» when another
form of realization is «factually impossible» - in other
words, always.

A text by Lev Rubinstein is both the syntax and the
practice of the romantic, given in unity. The effort of
reading and the effort of writing here appear as auto-
nomous work engendering and organizing an indepen-
dent reality. As cognizance of the practice of the
romantic, these texts likewise lead beyond the boundaries
of romantic conscience. And they return it to the
finitude of its existence, to the state of being doomed

68.MoxHO BApPYr 06paTuUTb
B30p Ha OAHO U3 MHO-
FOYMC/IEHHbIX MposiBNe-
HWIA peaslbHOCTW U yX
noTom Ha3saTb 3TO
NPON3BOJIbHbLIM BbIGOPOM
06"ekTa;

80.MoXHO 6EeCKOHeuHO ypaa-
NATbCA 0T 06'"eKkTa wm
npnénuxarbcsa K 067 eK-
Ty, He yHWXascb npu
3TOM A0 Kakux 6bl TO
HW 6bln0 0606WeHNI;

®5_MOXHO Ha MOLWHOM BbI4O-
Xe BbU/IOXUTb BCE, 4TO
3Haellb, HO CMbIC/IOM
CKa3aHHOro okaxeTcsl
MMEHHO CcaMm BbIJOX;

91._MoxHO npeacTaBuUTb
ce6e nw6oro B 6ol
cuTyaumm - n 3aTo 6y-
feT KomeAWiHbIM HOB-
WecTBOM;

95«MOXHO apTUCTUYECKMN
npeHe6peyb cucTemol
COBCTBEHHbIX MoCcTyna-
TOB, €cnu camo 3TO
npeHeb6pexeHre cnoco6-
HO CTaTb KomeawliHbIM
HOBLECTBOM;

96.MOXHO B KOHLE KOHLOB
B3ATb BCEro MoOHEeMHO-
ry B MNPOV3BOJIbHOM MO-
pAAKEe U MPOU3BOJIbHbLIX
nponopumax - He Cek-
peT, 4TO 3TO b6yAeT
KomeauiiHoe HOBLECTBO;

102_MoXHO cuuTaTb, 4TO
nwbasi oco3HaHHasA (op-
Ma KOHcepBaTvBHa, M1
MCXOAUTb U3 3TOro B
OLEHKe Beleil;

122_MoxHO He gymaTb 0 Mo-
CneAcTBUSAX | UX Xapak-
Telo O6yaeT KomeauiiHbIM;

J1. Py6UHLWTElH
L. Rubinstein



" - B cny4yae dhakTM4ecKoW HEeBO3MOXXHOCTU peasnsa-

unn oTAesibHbIX NMYHKTOB [porpaMmmbl cyuTaTb C/10BEC-
HOE UX BbIPaXEHMEe YaCTHbIM C/lyyaeM peanusauuun wam
cthakTOM NuTepaTypHoro TeBopyecTsa’.
Co6CTBEHHO 37eCb OTOXAECTB/IAIOTCA ABa UMnepaTus-
Ba : uuTaTb W nucaTb. JluTepatypa obnagaeT 6bITnEM,
COGCTBEHHOI peanbHOCTbIO W “peanusauneir” Ttorpa,
Korga uHaa peanusaums “"doakTUYecKu HeBO3MOXKHA' -
VHbIMW c/loBamu, Bcerga.

TekcT J1.Py6uH WiTeliHa - 3TO CUMHTaKCUC W MpaKTuka
POMaAHTUYECKOro, [aHHble B UX €QUHCTBE. YCuUnune ure-
HVA U yCcuive nucbMa 3[eCb BbICTYNalOT KakK aBTOHOM-
Hblli TPpyA, NOPOXAAKWNA N opraHM3yloWnii He3aBUCK-
MY pea/ibHOCTb. Kak Oco3HaHue MpakTUKU POMaHTu-
4ecKoro 3Tu TecTbl BbIBOAAT BMecTe C TeM 3a npefersibl
POMaHTUYECKOro coO3HaHus. OHM BO3BpallalT ero K
KOHEYHOCTU €ero CylecTBOBaHWUS, K OBPeYeHHOCTU Ha
TPYA, U CMepTb, U B TO XXe BPEMSI OHU CO BCeli Tpe3BoO-
CTbIO paccTaB/ISIlOT A1 HEero Bexu Tex BO3MOXHOCTel
CYLLIECTBOBAHUA, KOTOPbIE AOCTUXUMbI Yepe3 A3bIK /n-
TepaTypbl B ero pakTMYHOCTU W HEeJOCTUXUMbI HUKa-
KUM UHBIM MyTem.

2. UBAH UYIKOB

MBaH YyWKOB - Xy[0XXHMK, Ybe BHUMaHNe cocpeaoTo-
YeHO Ha Mpob6sieMe COOTHOLUEHUS MeXAy WANo3unen n
peasibHOCTbIO. KapTuHa B TPaAWLMOHHOM CMbIC/le eCTb
HeYyTo He ToxAecTBeHHoe cebe. OHa SBMsieT HaM 3pe-
iVilLe Yero-To MHOro, 4Yem OHa ecTb cama, [0 Takol cTe-
NeHn OTYEeT/INBO, YTO KaK 6bl pacTBOpPsieT B MnpeacTas-
NIeHHOM CBOe npeameTHoe 6biTve. 3TO U ecTb CBOWCT-
BEHHas KapTuHe KakK npou3BeAeHUI0 M306pasnTesibHO-
ro UCKyccTBa WI/II030pHOCTL. CTpemMseHne K ycMoTpe-
HUIO 06IMKa Belleil Bcerga 6bI/1I0 CBA3AHO CO CTpeMie-
HMEM K WX MO3HaHUIO Yepe3 OBHapYXXeHue B HUX TOX-
[ECTBEHHOTO U HeTOXAeCTBeHHOro. OHaKO CoBpPeMeH-
Has Hayka nogopsasla camble KOPHM MO[06HOro
yCcTpeMeHus.

3a BUAHbIM OGJ/INKOM Belleil Hayka oGHapyxuna He-
4TO MHOEe - aTOMbl, MYCTOTY, SHEPIUI0 N, B KOHLLe KOH-
LoB, mMaTemartmyeckyto copmysny. Camo nepsoHavasib-
Hoe co3epuaHuWe Belleli npeacTano Kak wanosusa. U
npuTOM Kak WANo3ns, BBOAAWAs B 3abnyxaeHue.
ToxaecTBeHHOe U HeTOXAeCTBeHHOoe yTpaTtuin 6binyto
CBSA3b C MNOAOGHBLIM ¥ HENOAOGHLIM. Buanmblii Mup
cTasl 06MaHHbIM MOKPbIBa/IOM Main, HakKUHYTbIM TO
NN Ha NYCTOTY, TO /1N Ha MaTeputo.

B 3Tux ycnoBusiX MCKyCCTBO 06paTuniocb Mpoyb OT
WAN3Un, BNASA B Heli /10Xb. VICKyCcCTBO CTasio aHanu-
TUYHbIM. lpou3BefeHNe NCKyCcCTBa O6HapYy>XXMI0 CBOKO
COGCTBEHHYI0 CTPYKTYpYy W CBOe MaTepuasibHOe Mpu-
cyTCcTBMEe B Mupe. B uLeHTpe BHMMaHuUs OKa3asioCb TO,
4YTO OT/IMYaeT MpousBefeHVe UCKyCccTBa OT APYrux Be-
Lieli, a He TO, YTO AenaeT ero NOAOGHbLIM APYrUM Be-
wam nocpeacTBOM W/IO3UK, T.e.BHUMaHne 06paTtuiochb
Ha KOHCTPYKTMBHYIO OCHOBY KapTWHbl KaK MpocTo
npucyTcTBytoleid Bewmn. CnepgoBasio Tenepb BbISIBUTb
3Ty OCHOBY U MpeAcTaBuUTb ee HarssgHo, YTobbl yTBep-
AWTb 3TO npefcTaBfieHVe Kak NpousBefeHne UCKYCCT-
Ba. OTO 3afjaya nopogusa To, YTO Mbl Ha3blBaeM aBaH-
rapAHbIM NCKYCCTBOM.

Ho npepactaBrieHve ocTasiocb npeacTaB/ieHneM, U 3To
0O3HayaeT, YTO UCKYCCTBO He yTpaTuio CBA3WN C UT03N-
eii. Hayka, OTKpblBasi 3akOH 3MMMPUYECKOro mMwupa,
YHUUTOXaeT BUAMMOe, Ae3UHTErpmupyeT ero, yteepxaas
3aTeM TOXAECTBEHHOCTb CBOEro pesysibrara C nepBoHa-
YasibHOW hopMoii. ONbIT, CTPEMSACH OOGHAPYXNTb 3aKOH
BUAMMOro, Bce Gosee ygansetrca B HeBugumoe. Ho umc-
KyCCTBO He BbIXOAWUT 3a cdpepy npeacTtasnieHuns. Kaptu-
Ha, Ha KOTOPOI NpeAcTaBneHa CTPYKTypa Hekoel apy-
roii npegliecTBytoLleli MO BpeMeHW HanucaHus KapTu-
Hbl, BUCUT PSAOM C Helo Ha CTeHe ranepeun. Ee npuBune-
rMpoBaHHas Mo3nuusa MOXeT 6bITb foKasaHa /vb nc-
Topuyeckn. Cama no cebe oHa Takke CcyauT npeablay-
Liee NCKYCCTBO, Kak 1 cyguma nm. KameHb, pa3buTbiii
Ha KYCKW 1 pa3bATblil HA aTOMbl, OCTaeTCs TeM Xe Kam-
HeM, HO KapTuHa, pa3pe3aHHasi Ha KyCKW 6o yHU4TO-
XaeTcs Kak npousBefieHne VCKYCCTBa, SIM60 CTaHOBUT-
csl ApYroii KapTWHOW. OKCNepuUMEeHT B WCKYCCTBe He
naet B rny6b npeacTaBrieHVs, paspyLluas WiIlo3uio - OH
NMWb NOpOXAaeT HOBOe MnpeacTaB/ieHne, BOCMPOU3BO-
05 VAMI03UI0 BHOBb. MOKy4a 06LWecTBO XpaHUT UCKYC-
CTBO OT MPSAMOro paspyLlUeHUsl, UCKYCCTBO COXpaHsieT
CBOe OCHOBHOE CBOWCTBO ObITb HEMPEeoAo/IMMON UsIto-
3Meil 3a KOTOPYIO He MOXeT nepecTynuTb HUKaKOW
onbIT.

VBaH UyiikoB TemMaTu3vpyeT B CBOEM TBOpYecTBe
3Ty XpaHALyto cuny uckyccrsa. OH o6TArMBaeT neH-
KOV nel3axa napaienenvneibl U HenpoHuuaemble
OKHa. OTa TpaKToBKa nelidaxa cCOOTBETCTBYET ero pyH-
KUMM 060/104KN, CKpblBatoLLeli Bellb-B-ce6e OT OANHO-

to labor and to die, while at the same time they soberly
set up the landmarks of those possibilities for its exis-
tence which are attainable through the facticious language
of literature and are not attainable by any other road.

2. IVAN CHUIKOV

Ivan Chuikov is an artist who centers his attention on
the problem of the corelation between illusion and rea-
lity. A picture, in the traditional sense of the term, is
a thing which is not self-identical. It presents us with the
spectacle of something different from itself ; and so
distinct is that presentation that the picture dissolves
its own subjective being, as it were, in the object repre-
sented. This, precisely, is the illusory nature of the pic-
ture as a work of fine art. The attempt to perceive things
in their external aspect has always been tied to the
attempt to know them by discovering their identities
and differences. Modern science, however, has cut the
ground under such attempts.

Behind the apparent external aspect of things, science
has uncovered something else - atoms, vacuum, energy
and, last but not least, the mathematical formula. The
primordial contemplative perception of things has itself
become an illusion, an illusion moreover that leads
astray. The identical and the non-identical have lost
their old connection to the similar and the dissimilar.
The world of appearances has become the deceptive
shroud of the Maya, cast across the void or over matter
as the case may be.

Under these circumstances, art has veered away from
illusion which it regards as a lie. Art has become analy-
tical. The work of art has disclosed its own structure
and its material presence in the world. Attention is now
focussed on what distinguishes the art work from other
things, rather than on the resemblance to other things
that it acquires by means of illusion - which is to say,
attention has been directed to the constructive basis
of the picture as an object that is simply there. This
process gave rise to what we call avant-garde art.

Nonetheless, representation continued to be represen-
tation, and this means that art did not lose its links
with illusion. Discovering the laws of an empirical
world, science destroyed the visible world and accom-
plished its disintegration, only to assert thereafter the
identity of its findings with the primordial form. Expe-
rience, trying to find the law of the visible, moves ever
farther away into the invisible. But art does not extend
beyond the sphere of representation. A painting, contai-
ning the depiction of the structure of some other
paintings that existed before, hangs alongside that one
on the walls of a gallery. Its priviledged status can be
proven only historically. It passes judgement by itself
on the art before, just as it is judged by that art A stone
smashed into bits and reduced to atoms is still the same
stone ; but a picture torn to shreds is either annihilated
as a work of art or is tranformed into a different picture.
Experimentation in art does not penetrate into represen-
tation or destroy illusion : it merely engenders a new
representation and re-establishes the illusion. As long
as society protects art from outright destruction, art
retains the fundamental character of an insurmountable
illusion that no experience is able to transgress.

lvan Chuikov's work is a thematic treatment of this
aspect of art as a conserving force. He stretches a film of
landscape over parallelepipeds and airtight windows.
This way of handling the landscape is in keeping with its
function as a membranous encasement that conceals the
thing-in-itself from the solitary romantic rapt in contem-
plation. To a classical landscape-painter, the landscape
was a view to be understood as a stage in the cognitive
process. The next stage in that process is the next view -
the one opening up to the wanderer who travels to the
interior of nature and gains knowledge through obser-
vation. Contemporary man finds landscape overcome
at the very first step on the cognitive road. Landscape
is an illusion that makes up the world of romantic
subjectivity ; or else it is a collective illusion shared
by those who dwell within it : the illusion of art.

The insurmountability of art is the same thing as the
insurmountability of landscape. Chuikov exposes the
material substratum of romantic subjectivity. A thin
layer of paint is applied to the surface of a nameless
object without a distinct form of its own. The social
definition of art, by its very essence, renders that

W. YyiikoB :
1. BupTyasibHasa CKy/bnTypa,
1977

2. Yron KomMmHaThbl, 1977
3; 4. NMNaHopama , 1976
LChuikov :

1. Vertual sculpture, 1977

2. Corners of the room, 1977
3; 4. Panorama |, 1976



N.YyilikoB :

1. BupTyanbHble NpoekThbl, 1977

2-4 N3 cepun "YT/ibl N 30HbI",
1978

I. Chuikov :

1. Virtualprojet, 1977

2-4 From the series «Corners
and Zones», 1978

KOro poMaHTU4YecKoro cosepuatens. [ONs nensaxucra
K/1aCCNYECKOl 3NoXm Mnen3ax - 3To BUA, NOHATHbIA Kak
aTan nosHaHusA. Cnegytowmii atan No3HaHWsA - 3TO crle-
AyloWwnii - BUA, OTKpblBalOWMACA nepes MYTHUKOM,
ABWKYLUMMCA BHYTPU NPUpoOAbl ¥ MO3HAaoWMM ee Mo-
cpeAcTBOM HabntogeHus. [1/1 cCOBPEMEHHOro YesioBeka
nerizax npeogosieBaeTca B MnpoLecce No3HaHWA Ha nep-
BOM e ware. lMel3ax - 3To WUAM03KsA, cocTaBnsowas
MUP POMaHTUYECKOW CYy6BbeKTUBHOCTU, NGO KOJsI/1ekK-
TUBHas WIO3UA, pasgensiemasl TeMu, KTO B Heli Xu-
BeT, T.e. WIIO31S UCKYCCTBa.

HenpeosonMmMocTb MCKycCTBa TOXAECTBEHHa Herpe-
0f0NIMMOCTU nelisaxa. UYyiKoB BblAensieT marepuasib-
HbIli Cy6CTpaT POMaHTUYECKON CyObEeKTUBHOCTU - TOH-
KNI CNoil Kpacku, HaHECEHHOW Ha MOBEPXHOCTb aHo-
HUMHOIO U He MMeloLLLero co6CTBEHHOro 06VKa npej-
MeTa. OTOT npeaMeT HeAOCTMXUM 1 Ge3BMAeH Mo ca-
MOW CcyTu O6LEecTBEHHOrO OnpeAesieHns UCKyCcCTBa.
Mapannenenunen, o6epHyTbIi B Nei3ax, NpUCyTCTBYeT
B CBOel rpyboit maTepuanibHOCTVU nepes rfasamu 3pu-
Tens. OH, Kak ckasasn 6bl Xaliperrep - "uMmerolleecs
non pykoii”. NyctoTa 3a N/eHKoOW “HacTosiwero™ nei-
3axkaNKpy>KatoLlass co Bcex CTOPOH Habnoparens, npu-
obpena BynbrapHyto opmy filinka, OTAaHHOro 3puTe-
nto BO BrageHwe. OgHako, B KayecTBe mMaTtepuasibHOro
HOCUTeNs MNJIeHKM '‘MCKyccTBa' 3TOT AWMWK He 6osiee
OOCTWXMM, YeM KaHTOBCKas Bellb-B-cebe. OH nopj oxpa-
HOW ¥ B CBOeli Mool MaTeprasibHOCTU OCTaeTCs Beu-
HOli TaliHoli. Ero o6Hapy)XeHwe paBHO3HA4HO rubenu
MCKyCcCTBa W O3HayaeT He OnbIT, a CBATOTATCTBO.

NTak, BbISiBNEHa posib WTO3UN, UHCTUTYUPOBaHHOM
B MCKYCCTBE KaK OXpaHbl W 3awuTbl. [pyn 3TOM aHo-
HUMHOCTb CTWU/SA, B KOTOPOM 3Ta WNHO3UA BOCMNPOU3-
BefleHa, rapaHTMpyeT ee KOJIIEKTUBHO MpPU3HaHHbIN 3a-
WNTUTENbHBIA XapakTep.

YnomsiHyTble pa6oTbl OCTalOTCA OT4yacTu [ABYCMbIC-
JNleHHbIMW. BO3HMKaeT BOMPOC : CTPEMUTCA /N XY[0X-
HWUK K XeCTy OXpaHbl U 3alnTbl, BUAS B 3TOM 3agady
VICKYyCCTBa, WIN AEeMOHCTpMpyeT yCcloBue CyllecTBOBa-
HUSI POMAaHTUYECKOI KapTUHbI? BoO3HWKaeT noaos3pe-
HWe, 4TO AeMOHCTpaumsa M siluKa-nerisaxa NpoanKTo-
BaHa CTPeMJIEHMEM He CTO/IbKO K KOHLenTyasmsauuu
onbiTa POMaHTM3Ma, CKOJIbKO K HOCTa/1bIMYECKOMY U
VPOHMYECKN 6e30nacHOMy pasBepTbiBaHWIO camoil po-
MaHTU4YeCKol KapTUHbI.

Bce pasyMHble [0BOAbl CK/IOHAIOT Hac KO BTOpPOMY
peweHuvto. N pelictBuUTeNnbHO @ cam no cebe napasnsene-
nuneg (Kak ¥ BMOJSIHE aHOHMMHOE OKHO) KaxeTcs
C/IMLLKOM HWUYTOXHbIM OOGBEKTOM, UYTOObI XyAOXHUKa
Morna Bcepbe3 3avHTepecoaTtb ero CoxXpaHHocTb. Mapan-
nenenunes, criefoBaTefibHO, B3AAT 3[eCb CKOpee B Ka-
yecTBe HarnsgHoro npumepa. M mor 6bl 6bITb 3aMeHeH
Mo6bIM  ApYrMM 06bekToM. OH AeMOHCTpUpyeT mno-
3TOMY UYMCTYIO BO3MOXHOCTb 3allUThbl, a He ee AeicTBu-
TeNbHOCTb, MOCKOJIbKY 3MOLMOHa/IbHO OCTaB/IfAeT 3pu-
Tensi paBHOAYLWHbIM, He BO36yXxdasi B ero aylie nago-
ca MoAJ/IMHHONM 3anHTepecoBaHHOCTU. C Apyroi cropo-
Hbl, N WN306paXeHHbIN Ha ALIVKEe Mnen3ax HacTOJIbKO
TpuBMaIeH 1 y3HaBaeM, YTO ero BOCnpousBefeHue Xy-
AOXHUKOM, MOXeT ObiTb, KakK KakeTcs, NogyvHeHOo
TONbKO 3afayve KOHLUEeNTyam3auum mnsobpaxaemoro.

OpgHako, AnkTyemas Takumu [0Bojamun UHTepnpeta-
LUMa ocTaeTcs BCEro /b MHTepnpeTauuei, T.e. NpoTu-
BOCTOUT caMoii pa6oTe XyAoXKHWKa, npegrnosnaras 3pu-
TeNbCKNA B3rNsaa, Npuxoasinii n3asHe. B camoii pa6oTe
KOHUEeNTyanm3aums He ocyllecTBnsieTca. OTaenbHas pa-
60Ta He NoOMeLleHa HU B KaKoOW psifin He CHaGXeHa Hu-
KakKnMy nprvMmeTamu, KOTopble HeABYCMbIC/IEHHO HaBs-
3a1M 6bl ee nNpoyTeHuwe. MNponsBefeHNe NCKyccTBa Kak
TakoBOe [0/DKHO 06/1afaTb BbISB/IEHHOCTbIO W MPUHY-
AVTENbHOCTBLIO B CBOEl 06palleHHOCTU K 3puUTento, 4To
W OoT/M4YaeT ero OT Belleli Npupoabl, KOoTopble npej-
CTaB/IAOT cebsl yesioBeKy naccuBHo. Ecnm KoHuenT dop-
MUPYETCA MWL B TO/I0BE Y 3pUTENs, TO 3TO 3HAYWUT,
4TO OH ecTb B MPOU3BEAEHUN UCKYCCTBa TOSIbKO Kak
BO3MOXHOCTb U MOA/IMHHOW AelCTBUTE/IbHOCTM He Npwu-
obpen. Tak eCTeCTBEHHO BO3HMVKaeT NoAo03peHune, YTo B
AaHHOM c/lyyae [eMOHCTpaums Ham suvKa-neisaxa
NnpoANKTOBaHa He CTO/IbKO CTPEMJ/IEHMEM K KOHLenTya-
SiM3aumn onbITa POMaHTU3Ma, CKOJSIbKO K HOCTaslbrmyec-
KOMY pa3BepTbIiBaHUIO 3aHOBO CaMOli pOMaHTU4eCcKo
KapTUHbI.

Mpepnaraemoe W.YyiikoBbIM onpeaeneHne WUCKYCCT-
Ba Kak W31 HECOMHEHHO CyXaeT ero o6sacTb, no-
CKOJIbKY MMeeT B BUAY HEKOTOpPOe YXXe MMeloLeecs,
Y>Xe Ha/InyHoe UCKycCcTBO. [0 cyTwu faena Xe UCKYCCT-
BO eCTb BCerja BbIXof K Beliam camum no cebe. He B
TOM CMbIC/ie, pasyMeeTcsl, YTO OHO camMO CTaHOBMUTCS
Bellblo, HO B TOM CMbIC/IE, YTO OHO CBWUAETENLCTBYET
HaMm O Belax, KaKk OHM ecTb Mo UCTUHe. Tak, ecnu W.
UylikoB siBNsieT HaM 06pa3 MCKyCcCTBa Kak W13un co
BCell Cepbe3HOCTbI0, TO 3TO O3HauyaeT, YTO OH roBOpUT
HaM O HeM HeuyTo UCTUHHOe. VI panee, ecnn OH co3paet
Takoe Mpou3BefeHNe UCKYCCTBa, B KOTOPOM WCKYCCT-

object unattainable and invisible alike. The parallele-
piped wrapped in a landscape emerges in all its coarse
materiality to the viewer's gaze. It is «right at hand», as
Heidegger might put it. The void behind the film of a
«real» landscape, surrounding the observer on all sides,
has taken on the vulgar form of a box which now passes
into the ownership of the viewer. However, as the
material carrier of the film of «art» this box is no more
accessible than is the thing-in-itself - the Kantian Ding
an sich. The box is under guard, and in its banal mate-
riality it remains an eternal secret. Its discovery would
be equivalent to the demise of art ; this would be sacri-
lege, not experimentation.

Here we see the role played by illusion, institutionalized
in art as defense and protection. In this context, the
anonymity of style in which the illusion is reproduced
ensures collective recognition of its protective character.

The works mentioned above retain a certain degree of
ambiguity. The question arises as to whether the artist
is trying to make a gesture of guardianship and defense,
as being the purpose of art. Or is he demonstrating a
condition for the existence of a romantic painting ? One
may suspect that his box-landscape demonstration
was inspired less by a desire to conceptualize the roman-
tic experience than by an aspiration toward nostalgic
and ironically innoculus elaboration of the romantic
picture itself. The transcendental conditions for that
gesture would thereby be shown.

All reasonable considerations lead us to favor the
second of these alternatives. Indeed : in itself, the paral-
lelepiped and the completely anonymous window are
such negligible objects that the artist can hardly be
seriously interested in their preservation. Hence the
parallelepiped is taken here to serve, rather, as a tangible
example. And it could be replaced by any other object.
So what we see is the sheer possibility of protection,
rather than the actuality, insofar as it léaves the viewer
emotionally indifferent. The pathos of involvement
as authentic interestedness is not aroused in his soul.
On the other hand, the landscape depicted on the box
is itself so trivial and easy to grasp that its reproduction
by the artist would perhaps appear to have been occa-
sioned solely by the problem of conceptualizing the
object portrayed.

An interpretation based on this kind of reasoning
nevertheless is still nothing more than an interpretation.
It stands in opposing contrast to the artist's work by
presupposing an external vantage-point. Conceptuali-
zation is not carried out in the work itself. The indivi-
dual work is not placed within any kind of series, nor
is it supplied with any attributes which might unequi-
vocally impose a reading. An art work as such must
possess an expository force and a compulsive quality
directed at the viewer. That is what distinguishes it
from natural objects revealing themselves passively to
man. If a concept takes form only in the mind of the
observer, that means that in the art work it exists
only as a potentiality, without having acquired genuine
actuality. Thus it is only natural to suspect, that in the
case at hand, we are shown the box-landscape not so
much because of an attempt to conceptualize the
romantic experience, but as in the sense of still another
nostalgic elaboration of the romantic picture itself.

Ivan Chuikov proposes to define art as illusion - a
definition that unquestionably narrows the field of art
already in existence, an art that is already there. In
essence, art is always an exit, an avenue of access to
the things themselves. Not of course in the sense that
the art becomes a thing itself, but that it affords us an
insight into the true nature of the things. By presenting
us with an image of art as an illusion, and that in all
seriousness, Ivan Chuikov is saying something true to
us. Further, by creating a work of art in which art
displays its illusory nature, it is clear at any rate that the
artwork he himself has produced is a true one.

At this point we must inquire whether that work still
belongs to the realm of art, or whether it goes beyond
it. One way or the other, we arrive at a paradox. Maybe
this very paradox gave the artist pause, preventing him
from using the resources of art to complete his expo-
sition of the artistic truth revealed to him. One gets the
impression that Chuikov assumes the existential status
of art to be revealed not in itself but in the discourse
of which it is the object. However, it is contemplation
and not illusion that is insurmountable in art. To
suppose that contemplation is always illusion, or that
genuine contemplation is impossible, and that all
contemplation must be founded on the unseen ( in
other words, on reasoning ) is to remain within the
romantic framework and to deprive oneself of the
right to truth. Yet in practice a perceptive grasp of
existing art, that is, of art as illusion, has always been
for the artist a motivating occasion to overcome illusion
and to go out toward the things themselves in true



®. VHpaHTa :
1; 2. 3UMHMe Mackm,

F. Infante :
1; 2. Winter masks,
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BO O6GHapy>uBaeT CBOK WI/IHO30PHOCTb, TO SICHO, 4TO
BO BCSIKOM CJly4ae CO3aHHOe UM camuMm rpovssBesieHne
NCKyCCTBa - WUCTMHHOe. W 3aecb BO3HMKaeT BOMPOC
NPUHAANEXUT /IN OHO ellle UCKYCCTBY WM BbIXOOUT 3a
ero npegenbl? O4YeBMAHO, YTO B /IIO60OM Crlyyae Mbl Npu-
XOAUM K napafokcy. BO3MOXHO, Y4TO MMEHHO 3TOT na-
PafoKC N OCTaHOBW/T XYAO0XHUKaA N He Ja/T eMy [0BecTu
o6Hapy>xeHne OTKpbIBLUelCs eMy WCTUHbl UCKyccTBa
00 KOHua. Co3gaeTcs Bnevat/ieHve, Yto cam W.Yyii koB
nonaraeT, YTO GbITUINCTBEHHbIN CTaTyC UCKycCcTBa O6Ha-
pyXmnBaeTcA He B HeM camOM, a B AUCKypce, npeame-
TOM KOTOPOro OH fAB/isAeTcA. To, 4To, OfiHaKO, Hemnpe-
O[l0/IMMO B WCKYCCTBE - 3TO He W/I03Us, HO co3epLa-
Hue. T[lonaraTb e, YTO co3epLaHne ecTb BCerga Wisnto-
33U, T.e., YTO UCTUHHOE co3epLaHe HEBO3MOXHO 1 BCSA-
KOe co3epLaHne fO/MKHO 060CHOBbLIBATHCA HEBUAVIMbIM
(vHave roBops, paccy>kgeHnem) 1 3HauunT ocTaBaTbCs B
pamMKax PpOMaHTM4YecKoro, nuwas camoro cebs npasa
Ha UCTUHY. Ha fene e oco3HaHue Ha/IM4YHOIO UCKYCCT-
Ba, T.e. UCKyCCTBa KakK WI03umn, 6bI/10 BCerga ans Xy-
AOXHMKa NOBOAOM MpeofosieTb W30 U BbIRTU K
caMnM BelaMm B MOAJ/IMHHOM co3epuaHun. WNcTtuHa uc-
KyCCTBa MCTOpMYHA 1 HeYyCTpaHMMa KakK 1u cama UCTOpUA.
VBaH UyiiKOB 1 coBepLUaeT BbIX0/, 3a Npesesibl yCr1oB-
HOro, HO He NyTeM KOHLenTya/m3auum poMaHTUYeCKOo-
ro (Kak 1 rokasblBasl0 BO3HUKLLUEE paHee MNoAo3pe-
HUe), a NyTeM ero fasbHelilleli akcnaHcun. B pa6otax
"Yrabl" 1 "30HbI" N.UyiKOB OKOHYaTeNbLHO BbliGMpaeT
npsAMoii XecT n oTBepraeT pednekcuto. OH BO3BpaLla-
eT B 3TUX paboTax 3aMKHYTOMY MOMELLEHNIO - KOMHa-
Te - ero pUTyasnbHbIi 1 MUCTUYECKMIA CMbicn. (Bcrnom-
HVUM | KpacHbI Yros, cyacT/iMBble U HeCHaCT/IMBble CTe-
Hbl, MeCcTo ANA AOoMallHuX 6oroB v T.4.). "Yrnbl" u
"30HbI" Tak opraHuU3yloT NPOCTPAHCTBO, YTO OHO MNpwu-
obpeTaeT WHAMBUAYa/IbHO-CaKpaslbHbI XapakTep, Te-
pas 6e3/IMYHOCTb XUANJowanun. B 1o Xe BpeMsi BO3HU-
KaeT PUCK Hey3HaBaeMOCTU U HeXy[oXeCTBEeHHOCTN,
4YTO 1 O3HaA4aeT MOJHbIV BbIXOA 3a npeesnbl pedhrekcun.
KomHaTa, B OT/iMuve OT AlMKa, B3blBaeT K 3awumre, u
3TOT 30B BbI3blBaeT HEMNOCPEACTBEHHYIO peakuuio y
3puTenen. [MOA/IMHHOCTL BO3HMKLUEN 3avHTepecoBaH-
HOCTW rapaHTUpyeT Ty BOBJIEYEHHOCTb B Npoucxogsiiiee,
KOTOpasa n npeBpawaet oaHy W ABe YepTbl Ha MoTosl-
Ke W B yrnax KOMHaTbl B MNpou3BefleHne WCKYCCTBa.
HecKoNbKO M3SLLHbIX U [OCTOBEPHbIX HayepTaHuii npu-
[aloT MOMELLEeHNI0 cTaTyC HepaspyLmMMoro coseplae-
MOrO, He OTCbITaloWNA HA K KakKoMy cTepeoTuny, U B
3TOM CMbIC/1e NPeoAosieBatoT UJTIO30PHOCTL, YKOPEHAS
ee B NOA/IMHHOM nepexnBaHn1. CobCcTBEHHbIe CBOICTBa
3TUX HadepTaHulii (MX uUrpa Npu ABWKEHUN 3pUTeNa 1
T.A4.) He CTO/Mb Y>X BaXHbl U, CTPOro roBopsi, U3JINLLHN.
BaxHO TO, 4TO OTKasaB MCKYCCTBY B MpaBe Ha WUCTUH-
Hoe co3epuaHue ViBaH UYylKOB NpPsMO NPOAOIIKUI
34ecb Ty TPaguLMIO 3ak/IMHaloLWero xecrta u pbiLapcT-
BEHHOW 3alUnTbl, KOTOPYIO OH BbIAENNA 1 OCO3Ha Kak
OflHY M3 BO3MOXHOCTEl OCMbIC/IEHHOIO [AeflaHus uc-
KyCcCTBa B Halle BPeMs - UCKYCCTBa, MOHATOro Kak He-
npeogosiMmasi, HO MOA/IMHHO MNepexnTas WIo3us.

3. PPAHUNCKO MHOAHTS

C Havana Hallero Beka MCKYCCTBO, OCO3HaB CBOIO aB-
TOHOMHOCTb OT "»KU3HU", T.e. OT U306PaKEeHUS XU3HU,
NpencnosiHNIOCL BMeCTe C TeM U BbICOKOMEPHOro rnpe-
BOCXO/ACTBa Haj Heil. Beab ecnim y nckyccrtBa CBOW 3a-
KOH, TO U XW3Hb MOXeT ObITb MOHSATA KakK WCKYCCTBO,
1 ecnn ee Tak MOHATb, TO Cpasy CTaHOBUTCS BUAHO, YTO
XW3Hb - 3TO MJ/IOXO€ UCKYCCTBO. XYAOXHUK, 3HatoWuni
3aKOH TBOpYeckoli cBob6ofbl, UMeeT AONr npeobpas o-
BaTb XW3Hb MO 3TOMY 3aKOHYy, T.e. cAenaTb XW3Hb npe-
KpacHoW. dyTypusm, bayxay3 - 3aTu npumepbl XyAo-
)KeCTBEHHOro MpoXekTepcTBa 06Len3BecTHbl. B 50-
60X ropgax xenaHue MOAYNHUTBL XN3Hb UCKYCCTBY BO3-
poavnocb B X3MNMEHWHre U B YTOMUYECKUX BUAEHUAX
6yayuiero. ArpeccMBHOCTb WCKYCCTBa, OfHaKo, C ca-
MOro Havdasia BCTpeTwsa npotuBofencreue. W, geincrteu-
TeNbHO, pasBe MOXeT XYOOXHUK MpeTeHAoBaTb Ha
BHELLHIOK MO3ULMIO MO OTHOLUEHWUIO K OGLLECTBY, B KO-
TOPOM OH XmMBeT? Xy[OXHWK B CBOell [eATeNbHOCTU
ornpefeneH rpaHULamMM CBOEro BUAEHUS W TeM, KakKum
obpa3omM OH COOTHOCUT BUAUMOE C AeiCTBUTE/IbHbIM.
Ho rpaHuubl ero BUAEHUS Y3KW BCNeAcTBME KOHEYHOC-
TV ero cyLecTBOBaHuWsA, a No3HaHNe MexaHn3Ma COOTHe-
CeHuss BWAMMOro 1 No3HaBaeMoro npespailaeTtcs B bec-
KOHEUHYIO aBaHTIopy. OTOT MexaHw3Mm, B MepBylo ouve-
pefb, aHOHMMEH N UCTOpPUYEH. XYA0XHUK XUBET Yy Hero
B MJIEHY U ANS ero NO3HaHUA W BbISB/IEHNS BbIHYXAEH
BbIATV 3a Mpefefibl UCKyCCTBa W OMNepeTbCs Ha WHYIO,
CpaBHUTENIbHO C WCKYCCTBOM, MpPaKTUKY, 4YTO Aenaet
ero BHOBb 3aBUCUMbIM OT "»KM3HW", KakK OHaoCyLLeCT-

contemplation. Artistic truth is historical, and like
history itself it is irremovable.

Ivan Chuikov does accomplish the journey beyond
the confines of the conditional, but not by way of con-
ceptualizing the romantic ( as earlier suspected ) but
rather via its further expansion. In the works entitled
« Corners and Zones» he opts conclusively for the
direct gesture, eschewing self-analytical reflection. In
these works he restores to an enclosed space -- the room -
its ritual and mystical significance. ( Let us recall : the
Red Corner, Happy and Unhappy Walls, the Place for
Household Gods, etc.) «Corners and Zones» organize
space in such a manner that it acquires an individuality
hallowed character and loses the impersonality of mere
living space. At the same time there is a risk of non-
recognition and of non-artistry, which signifies a genuine
departure beyond the confines of reflection.

Unlike the box, the room calls for protection, and this
appeal arouses an immediate reaction in the viewer. The
authenticity of the interest thus stimulated guarantees
that involvement in the happening which transforms
one or two features on the ceiling and in the corners of
the room into a work of art. A few elegant and reliable
tracings confer to the room the status of an indestruc-
table object of contemplation, unrelated to any stereo-
type ; its illusory character is thereby transcended and it
becomes rooted in authentic emotional experience. The
characteristics of these tracings ( the effect of play when
the viewer moves, for instance ) are not very important
and in fact superfluous. What is important is that Ivan
Chuikov, in denying to art the right of true contempla-
tion, is directly continuing the tradition of incantatory
gesture and chivalrous defense which he singled out and
perceived as one possibility for intelligent artistic activity
in our time - for art understood as insurmountable yet
genuinely experienced illusion.

3. FRANCISCO INFANTE

At the beginning of our century, art became aware of
its autonomy with respect to «life», or the depiction
of life, and at the same time it grew inflated with an
attitude of arrogant superiority towards it. If art has its
laws, then life, too, can be understood as art ; and life
perceived in this way may be quickly recognized as an
ugly art. An artist familiar with the law of creative free-
dom has a duty to transform life in accordance with
that law - to make life beautiful. Futurism and the
Bauhaus are well-known examples of artistic projec-
tionism. In the 1950s and the 1960s a desire to subor-
dinate life to art found expression in the happening and
in utopian visions of the future. But from the very out-
set the aggressivity of art was met with resistance. Indeed,
can an artist really lay claim to a position outside of the
society in which he lives ? In his activity the artist is
defined by the limits of his vision and by the way he
relates what he sees with reality.

But the limits of his vision are narrow ones, owing to
the finitude of his existence. The process of knowing
the mechanism by which the visible and the knowledge-
able are interrelated becomes an adventure without end.
This mechanism is above all anonymous and historical. It
holds the artist prisoner. To discover and to grasp it he
has to overstep the bounds of art and rely on other
procedures having little or nothing to do with it. Thus
he falls into renewed dependence on «life» as it realizes
itself here and now. Extension of art into the social
domain, or the attempt to force a particular aesthetic
ideal onto society, is always a diachronic undertaking,,
for that ideal is itself nothing more than that same
society, albeit in its historically transcended form.

Art in our day is more than ever disinclined to put its
faith in aesthetic platitudes. It turns to the common and
vulgar categories as a way out. The old arrogance toward
life's drab and humdrum aspects is gone forever. And
yet the dream and the ritual have not died out, not by
any means, as the work of Francisco Infante so elo-
quently testifies.

Stylistically, his art lies within that traditional tendency
of the European and the Russian avant-garde which
took upon itself the mission of remaking the world.
Infante's pictures are projects for another kind of life
in another sphere of living. Of late he has gone to photo-
graphing the modifications introduced into the natural



BnsieT cebsa 34eckb u celiuac. SKCNaHCUA UCKYCCTBa B CO-
unanbHoe, MonblTKa HaBsA3aTb O6LEeCTBY onpejeneH-
HbIi 3CTeTUYECKUn unaean Bcerga AMAXpPOHUYHA, T.K.
cam 3TOT ugean He 6onee Kak TO e camoe O6LLecTBO,
HO B €ro NCTopuyeckn onpeaeneHHol dopme.

B Hawe Bpemsa wuckyccTtBo 6onee uyem Korga-nmbo
CKJ/TIOHHO He J0BepATb WwabnoHaM npekpacHoro n obpa-
LwaeTcs 3a NOMOLbIO K cthepe npochaHnyeckoro. Mosa
NpeBOCXOACTBa Haf, 'CepocTbio XU3HW" yTpayeHa 6e3-
BO3BpaTHO. /1 BCe ke MeyTa 1 puUTyasl OTHIOAb He yMmep-
nn. VN pgokasaTesibCTBO TOMY - TBOPYECTBO PpaHLUCKO
WHdaHTs. Ero mMcKyccTBO HacsiefyeT Mo CTU/I0 Tomy
HanpaB/IeHVIO €BPOMeNCcCKOro M PYCCKOro aBaHrapga,
KOTOpOe CTaBU/I0 CBOEli LieNbio NepeycTpoicTBO Mupa.
KapTvHbl VIHaHT3 - 3TO MPOEKTbl UHOM XW3HU B MHOW
cthepe obutaHusa. lNocnegHee Bpems XyAOXHUK nepe-
wen K cpotorpacmam Mmoamdpmkauunii, KoTopble npeTep-
nesaeT MNPUPOAHOE OKPY>XeHWe MNpu BHECEHUN B Hero
apTechakTa, a TaKKe K opraHusaunmn akuuii Ha npupoge,
VIMEIOLWNX XapaKTep pUTyasibHbIX AeACTBUiA. HO akuun
opraHudyemble VIHdaHT3, cnesyeT OTHECTM He K Xar-
neHHWram, a K nepcgopmaHcam. OHU Hanpas/ieHbl He Ha
HenocpeAcTBEHHOe BOBJIeYeHME 3pUTENS U U3MEHeHue
CTUNS ero o6bI4YHOrO MOBEAEHUS, a Ha YMNCTYHO 3penuLL-
HOCTb. [NaBHOe B HEM - He cama akuusi, a poTorpacuu,
nosyyaemble XyAOXHUKOM B pesyribTate ee choTorpa-
chmpoBaHus.

Jonroe Bpems XMBONUCb NPOTUBOMNOCTaBAsANack ¢ho-
Torpacoun. XXuBonucb sABMSNA MUP, OpraHN3oBaHHbIN
BOOOGpaXeHMeM XyAOXHUKa, a doTorpadusa npeacras-
nsana Bewwy ""Kak oHu ecTb". Mud o 6ecnpuctpacTHOCTH
coTorpachun AaBHO pas3obsayeH, U BOOGpPaxeHue Xy-
[OXHMKA He KaXeTCs TakUM Y>K CBOE3aKOHHbIM, HO B
choTtorpadmax nepdopmaHca obe 3TV WAI3UN OXUBA-
10T BHOBb. XyAOXHWK dhopmMupyeT He “0O3Hauarouiee”,
a "o3Havyaemoe", T.e. He "nnaH BblpaxeHusa", a nnaH
cofepxaHus, u doTorpadusa ABASIETCA Ham Kak [AOCTO-
BEpPHOEe CBUAETE/IbCTBO MOAJ/IMHHOCTU 3TOM >XXU3HW. YKe
He arpeccusi 34ecb rocnoACcTByeT, a MeuTa U HOCTa/lbrvs.

MepdopmaHc y WNH(paHT? BecbMa OT/IMYeH OT 3anaj-
Horo. Ecnu Ha 3anage BHMMaHMe cocpefioTOYEHO Ha UH-
ANBUOYa/TbHOM, COLMasIbHOM W GMOSTIOTMYECKOM, onpe-
AeNeHnsAX 4enoBeYyeckoro Tena, Ha npefesibHbIX BO3-
MOXHOCTSIX YesloBeYecKOro CyulecTBOBaHUSA U T.4., TO
WHaHT? npeacTaBriseT HaM MWUP TEXHOSI0TMYeCcKom
rpesbl, HanomuHatloweli o ganiekom getcTee. M3swecT-
BO W 3/1€raHTHOCTb, SICHOCTb U OCTPOyMWE OTAeNsoT
ero doTtorpadvn OT MpueBLUENCA CTUINCTUKM Hay4HO-
cdhaHTacTMyeckoro amsairiHa. Mup WHMaHTs - 370 Mup
[oBepusi, B TO BPeMS KaK MOA/IMHHO TEXHOMOTMYeCKNin
MUp - 3TO MUP MOAO3PEeHUiA, MOTOMY YTO TEeXHO/0rms -
3TO ynpaBfieHne, a Henb3s ynpasBnATb, He Noao3peBast.
To, 4TO AenaeT peaslbHOCTb, CTOSLWYIO 3a hoTorpacus-
MU UHbaHTa npuB/iekaTenbHON - 370 ee yncTas dopma,
yucTas npefAcTaBfieHHOCTb. 3Ta peasibHOCTb CBO6OAHA
OT NOAO03PEeHNI NOCTO/IbKY, MOCKOJIbKY OHa He TpebyeT
NPOHMKHOBEHNS 3a cBolo doopmy. W, cnepgosatesbHO,
peanbHbl TONbKO dhoTorpadum, a 1o, 4To cchoTorpadum-
poBaHO - MPOCTO WMCKYCCTBO U 0651afaeT peasibHOCTbIO
POBHO HacCTO/IbKO, HAaCKOJIbKO et BOoob6lle obnagaet
MCKYCCTBO. B ocHOBe nexut o6maH. Ho cam 3TOT o6maH
ecTb WUCKYCCTBO. VIHpaHTa MoauduumpyeT MnoHATUE
KapTUHbI Tak, YTo6bl COXpaHUTb ero. W ato denaeT Ha-
KOHeL, MpYeMaiemMbIM TO, YTO elle TaK HeaBHO Bbi3blBa-
no Tpeeory. O6HapyXuB KOHcepBaTu3m aBaHrapga, VH-
haHT? BO3BpallaeT ero B JIOHO WUCKYyCCTBa, rae OH, no
CyTu fena, Bcerga v npebbiBai.

4. TPYMMA "KOJ/UIEKTUBHbIE AENCTBUNA"

/  Hukuta Anekcees, AHApeit MoHacTbipckuii n ap. /

VckyccTBO nepdiopmaHca npeacTaB/fieHO Takxke B
MockBe rpynnoii "KonnektmBHble pgeiictBusa'. EcTb,
pasymeeTcs, u Apyrve ero npegcrasutenn. Ho HasBaH-
Hasi rpynna mMeHee ApYrnx cBsi3aHa C COLMaibHOCTbIO 1
OpVeHTMpOoBaHa Ha MNpobsieMbl, CTOsLME Mnepes NUCKYC-
CTBOM KakK TakoBbIM. Ee paGoTbl yxe [0BO/IbHO MHO-
rOYMC/IEHHbI (OMMcaHve X MPUIoXeHOo aanee.) XyOoX-
HWKN, BXOAsiWMe B 3Ty rpynny, CTaBsAT cebe cepbesHble
3a/laumn, MbITasiCb Pa3/iIoXUTb 3pUTENbCKUIA 3hhekT oT
CO6bLITUSA Ha ero rnepBO3/iIeMEHTbI | MPOCTPaHCTBO, Bpe-
Ms, 3By4YaHue, uncno curyp u 1.4. OCO6EHHOCTBIO BCEX
3TNX paboT ABNSAETCA MX 3aBUCMMOCTb OT 3MOLMOH&S1b-
HOW NpeAHacCTPOEHHOCTU 3pPUTENS, NX YACTbIN "Nnpusm™
Bce nx nepcopmaHCbl HECKONIbKO 3hemepHbl. OHN He
opMMpytOT 3aKOHa, MO KOTOPOMY WX Hafo BOCMpU-
HUMaTb U CyAUTb, 1 OTAAOT cebs Ha NPOU3BOJT 3pUTeNb-
CKOro BOCMNpuATUA. BcTpeya ¢ HUMK 3puUTens 4acTo Ha-
MEepeHHO cry4yariHa. Tak, XYAOXHWUKN OCTaBsAT Mof,

environment by superimposition of artifacts, as well as
by organizing actions in natural settings that take on a
ritual character. But the actions organized by Infante
are performances rather than happenings. They are not
aimed at inciting the audience to direct participation or
to changes in customary ways of life : the artist wants a
pure visual show. It is not the action itself that is so
important as the photographs taken with the artist's
camera.

For a long time, painting was looked upon as the anti-
thesis of photography. It disclosed a world arranged by
the artist's imagination, while photography presented
«things as they are». The myth of the dispassionate
photographer, however, vanished quite a while ago, and
the artist's imagination seems no longer so much like a
law itself ; but in performance photography both of
these illusions spring to life afresh. The artist forms the
signifié, the meaning or the content-plan, and not the
signifiant - the name or the expression plan : the photo-
graph reveals itself to usasa faithful document testifying
the authenticity of another life. Instead of aggression,
what predominates here is the nostalgic dream.

The performance in Infante's version is quite different
from the Western one. In the West, attention is centered
on individual, social and biological definitions of the
human body and on the limits of human existential
possibility ! Infante gives us a world of technological
reverie reminiscent of faraway childhood. By their grace
and elegance, their clarity and wit, his photographs
stand distinctly apart from the science-fiction designs
that became a boredom for everyone. Infante's world is
a world of trust, whereas the real technological world is
a world of distrust, for technology is control, and you
cannot exercise control without suspicion. What makes
the reality underlying Infante's photographs attractive,
is their purity of formal representation. This reality is
free from suspicion inasmuch as it does not demand
penetration beyond the form. Consequently, there are
only the photographs that are real. The subject photo-
graphed is merely art, containing reality only to the
degree to which art is real at all. Infante modifies the
concept of a picture in such a way as to preserve that
concept : deception lies at its basis, but it is precisely
that deception that constitutes art. By his modification,
Infante's art is finally recognized ; an achievement which
was not easy.

4. THE COLLECTIVE ACTION GROUP
/Nikita Alekseyev, Andrey Monastirski and others /

Performance art is represented in Moscow by the group
known as «Collective Action». The artists in the group
have assigned themselves serious tasks, in an attempt to
decompose the visual effect produced by events into its
primordial elements - such as space, time, sound, or a
number of figures. A characteristic common to all these
works is their pure «lyricism», or their dependence
upon the viewer's emotional predisposition.

Their performance are all somewhat ephemeral. They
set up no law as to how they should be approached and
judged ; they give themselves over to the observer's
perceptive whim. The viewer's encounter with these
works is often intentionally left to chance. The artist,
for example, may leave a ringing bell under the snow, or
a painted tent in the woods. The effect brought by this
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CHErom 3By4alluii 3BOHOK, OCTaB/IAIOT B flecy paspu-
COBaHHy0 nanatky u T.4. DdekT, KOTopbIi NPON3Bo-
OMT Nofo6HOro poja criyyaiiHble BCTpeun, oTCbllaeT K
MUPY HEOXWAAHHLIX MpeA3HaMeHOBaHui U yanBUTE b-
HbIX HaxoOK, B KOTOPOM ellle TaK HeJaBHO XWU/0 BCe
yesioBeyecTBO. BbINn BpemeHa, Korga nosclogy Noan
HaxoAnn Heo6bACHNMbIE Cnefbl YbEro-To NPUCYTCTBUA,
HeKune yKasaHus Ha JesaTesibHble U npeHamMmepeHHble cu-
Nbl, BbIXOAAWME 3a rpaHuLlbl 06bLACHEHWUI, npepnarae-
MbIX 34paBbiM CMbIC/IOM. 3TV MNPUMETbI MNPUCYTCTBUA
Marnyecknx Cui MOXHO cuuTaTb (hakTamm UCKYyCCTBa,
npoTuBoCcToAWMMN hakTaM AeACTBUTEe/IbHOCTW, MOTO-
MY 4TO UX Heslb3s OOBACHUTBL, @ MOXHO TOJIbKO UCTO/I-
KoBaTb. ~Xy[OXHVKN ”3 rpynnbl  "KonekTuBHbIe
felictBma”  CTPeMATCA MNOATONIKHYTb COBPEMEHHOro
3puUTeNIsi K Takol Kak 6bl c/lyyaliHoi BcTpeuve (MK Ha-
Xo/Ke), KoTopas BbliHyAula 6bl ero K NCTOIKOBaHUIo.

E

Mocne nNpegnpuHATOrO Bbille aHasIM3a TBOPYeCTBa He-
CKOJIbKMX COBPEMEHHbIX MOCKOBCKUX XYAOXXHUKOB
eCTeCTBEHHO BO3HMKaeT BOMPOC : YTO cCOCTaB/sieT OCo-
6EHHOCTb COBPEMEHHOIO PYCCKOro nckyccrea? Yrto ge-
naeT ero ceBoeobpasHbIM, eCcin TakoBOe cBoeobpasue y
Hero Boo6LWe ecTb? MOXHO /M TOBOPUTL O ero NpoTu-
BOMOCTaB/IEHHOCTN WCKYCCTBY 3anafa, Buas Mexay
HVIMW O4YeBUAHOE CXOACTBO?

A nonarato, 4YTO Takasi MPOTMBOMOCTaB/IEHHOCTb BCe
e ecTb. BbITb MOXeT, OHa He BbIsiB/IeHa ceiivac B Nos-
Holi Mepe B camux paboTax COBpeMeHHbIX MOCKOBCKUX
XYAO0XHUKOB, HO HET COMHEHWUS, YTO OHa NPUCYTCTBYET
B MOHVMMaHUM 3TUX PaGoT N XYAOXHUKaMU, 1 NYGINKOIA.
A cneposartesfibHO, 1 Ha paboTbl JIOXKUTCA NevaTb pasnu-
UM, K COXasleHUIo, NMOJTyOCO3HaHO, Tak YTo Heobxoau-
Ma UHTepnpeTaums Ans Toro,4To6bl NpaBuIbHO BUAETb.

MckyccTBO Ha 3anafje Tak WAM MHaye roBopuT O MU-
pe. OHO MOXeT roBOpuUTb O Bepe, HO OHO rOBOPUT O
TOM, Kak Bepa BorsiowaeTtcs B mupe. OHO MOXeT roBo-
puTb N 0 camoM cebe, HO OHO FrOBOPUT O TOM, KakK OHO
ocylllecTBAseTCA B Mupe. Pycckoe MCKYCCTBO OT WKO-
Hbl [0 HalWMX AHell Xo4yeT roBopuUTb O MUpe UHOM. B
Poccun celiyac 04eHb OXOTHO BCMOMWHAIOT O TOM, YTO
cnoBo "KynbTypa' npoucxoauTt OT cnosa “Ky/nbT'.
KynbTypa 34ecb MOHMMaeTCsA KaK COBOKYMHOCTb WC-
KycCTB. KynbTypa BbICTynaeT M Kak XpaHuTeslbHuLa
M3Havya/IbHOrO OTKPOBEHUA W Kak nocpegHuua Ans Ho-
BbIX OTKPOBEHWI. $3bIK MWCKycCTBa OT/IM4aeTca OT
NpocTO A3blKa, OT A3blka 06bIAEHHOCTU, HE TeM, B Nnep-
BYIO ouyepefb, YTO OH FTOBOPUT O Mupe Gosiee KpacuBo U
M3AWHO, U He TeM, YTO OH FOBOPUT O "BHYTPEHHEM
MUpe XyOOXHUKa™ 1 T.4. $A3bIK UCKYyCCTBa OT/IM4yaeTcs
Tem, YTO OH FOBOPUT O MUPE MHOM, O KOTOPOM MOXET
ckaszaTb TOJ/IbKO OH OAuH. CBOMM BHYTPEHHMM CTPOEM
A3bIK MCKyCCTBa OOGHapyxuBaeT CTpO/ Mupa MHOrO,
KaK CTpoOi fA3blka O6blAEHHOro obHapyXwuBaeT CTpoit
Mupa 3geLlHero. M kaxgas o6Hapy>XMBLLAsCA BO3MOX-
HOCTb A1 si3blka WCKyCCTBa CKadaTb 4YTO-M60 HoBOe
ob6HapyxvBaeT HOBOEe U paHee HEN3BECTHOE B CTPOEHMU
VHOro Mupa. MoaTomy Xy[OXHUKa MOXHO /obutb 3a
TO, YTO OH OTKPbU1 06/1aCTb HeXeslaHHYH. VICKyccTBO
B Poccun - aTo marus.

YTo >ke Takoe MUP MHOW? DTO U MUP, KOTOPbIA Ham
OTKpbIBaeT penurus. 3To 1 MUpP, KOTOPbIl HamMm OTKpPbI-
BaeTCA TOJIbKO Yepe3 MCKYCCTBO. 3TO U MUp, fiexalymi
B MepeceyeHnn aTux ABYX MUPOB. MNO3TOMY OTHOLUEHUS
MexXay WCKyCCTBOM 1 Bepoli B Poccunm CTOMb Hanps-
XEHHbI. Bo BCAKOM criyyae, MUPUHO - 3TO He NpoLusioe
1 He 6yayulee. 3To, ckopee, TO NpPUCYTCTBYlOLLEE B Ha-
cToslemM, BO UYTO MOXHO yiiTu 6e3 octaTka. [nsa Toro,
4YTOGbI XUTb B LlEPKBU UM B UCKYCCTBE, He Hafo XaaTb
1 He Hapgo xnonoTtaTtb. Hago npocTo caenath war B CTO-
POHY U OYYTUTbCSA B APYTOM MecTe. 3TO TakK >e MpocTo,
Kak ymepeTb. W, no cyuwecTtBy, TO Xe camoe, 4YTo yme-
peTb. YMepeTb AN MUpa U BOCKPECHYTb PAAOM C HUM.
Marus cyliecTByeT B NMPOCTPaHCTBE, a He BO BPEMEHU.
Cam KOCMOC YCTPOeH TakK, YTO B HeM eCTb MecTo AN
pa3HbIX MUPOB.

XYOOXHUKN, O KOTOPbIX FOBOPW/IOCH Bbllle, Hepe-
JINTNO3HbI, HO HACKBO3b MPOHWUKHYTbI MOHVMaHWEM UC-
KyCcCTBa Kak Bepbl. Kak unctas BO3MOXHOCTb CyLLecCT-
BOBaHWA, KakK 4ucTasi NpeacTaB/eHHOCTb (OTKPOBEHWeE,
HECOKPbITOCTb) WM KaK 3Hak, nojaBaeMblii CBbIlLE W
TpebyoLWnin UCTONIKOBAHNA - B SIIOO0OM Crlyyae UCKYCCT-
BO eCTb A1 HUX BTOPXEHWe Mupa MHOro B Hall Mup,
noanexatliee ocmbiCNeHNIO. BTopxeHue, KoTopoe ocy-
LEeCTB/IAETCA 4Yepe3 HMX CaMuX, U 3a KOTOpOe Mbl He
MOXeM He 6bITb MM 6narogapHbl. Beab 6narogaps ta-
KOro poja BTOPXEHWSM Mupa WHOro B Hawy Vctoputo
Mbl MOXEM CKa3aTb O HEM HeuTO Takoe, Yero OH He MO-
eT Ham ckas3aTb caMm O cebe. A MMEHHO, Mbl MOXeM
ckasaTb, YTO MUP WHOW He ecTb MHOW MWp, a ecTb Halla
CO6CTBEHHAs MCTOPUYHOCTb, OTKPbITass Ham 37ecb W
ceiivac.

BnepBble ony6nMKoOBaHO B >XypHasie camusgaTa "'37".

kind of accidental encounter opens up a world of unex-
pected forebondings and amazing discoveries -- the sort
of world in which mankind was actually living not so
very long ago. There was a time when people came across
inexplicable traces of some indefinite presence, signalling
the existence of active and purposive forces that lead
beyond the limits of common-sense explanations. These
indications pointing to the presence of magic forces can
be regarded as facts of art opposed to facts of reality,
that cannot be explained but only interpreted. The
artists of the «Collective Action Group» endeavor to
nudge the contemporary observer into some such fortui-
tous encounter or discovery, as will compel him to en-
gage in interpretation.

In the foregoing we have undertaken to analyze the
creative work of several contemporary Moscow artists.
This naturally leads us to a further inquiry into the
typical characteristics of contemporary Russian art as a
whole. What is it that makes this art unique, if indeed it
is unique ? Can we relate it antithetically to Western art
to see what the two have in common ?

It is certain that such an antithesis does in fact exist.
Perhaps the differences are not so plainly evident in the
works of Moscow artists today compared with their
couterparts in the West ; but the contrast is clear, beyond
all doubt, in the way the public and the artists them-
selves understand their work. Consequently these works
bear the stamp of distinguishable difference, though
unfortunately to an only half-recognized extent, so that
interpretation is required in order to see them in a
proper light.

In one way or another, Western art says something
about the world. Even when concerned with faith it
speaks of faith as incarnate in the world. It may turn
its attention inwards onto itself, but what it says has to
do with its own process of realization in the world.
Russian art, from the age of icons to our time, seeks to
speak of another world. Russians of today like to point
out that the term culture is derived from «cuit», whereby
culture is understood as the totality of the arts. Culture
comes out as the guardian of primordial revelation and
also as the mediator for new revelations. The language
of art differs from everyday language not because it
speaks of the world in a more elegant and beautiful way
or discloses the «internal world of the artist». What
makes it different is the message it has to convey about
the other world -- something that only art can say. The
inner structure of artistic language empowers it to
convey the structure of that other world, just as the
inner structure of our everyday language discloses the
world of here and now. Each discovery of the power of
artistic language to communicate something new is
accordingly a discovery of something new, something
never known before, about the structure of the other
world. We may love the artist for showing us a region
we long for ; we may hate and fear him for revealing a
world we do not want. In Russia, art is magic.

What is the other world ? It is the world opened up
to us by religion. It is the world that opens itself to us
only through the medium of art. It is also the world that
is situated at the point where those two worldsintersect.
This is the reason why there is so much tension in the
relationship between art and faith in Russia. At all events,
the other world is neither the past nor the future. It is
rather the presence in the present into which we may
withdraw without reserve. No waiting around and no
wheeling or dealing is needed in order to live in the
church or in art. All you need to do is to take one side-
ward step, and you find yourself in another place. This
is quite as simple as dying ; and, essentially, it is the same
thing as dying. You perish for the world and you are
resurrected alongside the world.

Magic subsists in space but not in time. The cosmos is
constituted in such way that it contains adequate space
for different worlds.

The artists whose works have been discussed here are
not religious persons ; yet they are able to comprehend
art in terms of belief. Whether as merely potential
existence, or as straightforward portrayal ( revelation or
absence of concealment ), or as a sign from above that
calls for interpretation, art -- as they see it -- involves
impingement of that other world on our own. We must
make an effort to understand what this invasion signifies.
The intervention has occured with the artists' complicity,
and we cannot be ungrateful to them on that account.
By invading our History, the other world gives us the
power to make statements about it that it could not
make itself. And what may we finally conclude ? Preci-
sely this : that other world is not another world at all ;
but it is our own historicity, revealed to us here and now.

First published in the samizdat magazine «37».
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Ivan chuikov
mBaH Yymnkos

Bcsikass mMHTepnpeTauus SBASETCS YaCTUYHOW,
OfPaHUYEHHOW 1, TEM CamblM, CBOAUT paboTy K
OAHOMY NULWb NAaHy, ogHomy cpesy. Ocob6eHHO
onacHa aBTopckasl, MOCKOJIbKY GyZy4n CTO/Ib Xe
OrpaHNYeHHON, YaCTUYHON M He 6olee NPaBOMOY-
HOI, YeM MHTepnpeTaums /11060ro 3puUTesns, oHa,
MCX04s OT aBTopa, BbIrNaaut 6onee asTopuTeT-
HOW 1 paxe 06s13aTeNbHON.

Hanbonee npaBu/bHO - BOOOLLE HE KOMMEHTU-
poBaTb CBOM pabOTbl, OCTaB/SAA UX TOBOPUTL Ca-
MUX 3a cebsi. Ecnn Bce Xe NpUXoAUTCS Kak-TO
TOMKOBaTb WX, TO Jlydlle roBOpPUTb CPasy, 4To
3TO BCErO0 /IMLWb pPa3MbILLIEHMS NO NOBOAY, OAHA
M3 MHOMMX BO3MOXHbIX MOMbITOK OCMbIC/INTb
TO, 4YTO CAENaHo, HM B KOEM c/iyyae He 06s3a-
TenbHasA. bonee TOro, pasMbllLfIEHNS 3TU Onpe-
[ensioTca U OrpaHUuYnBalOTCA  UHTEepecamu 1
npobsiemamu aBTopa B AaHHbli MOMEHT, U MOr-
M 6bl OGbITb COBCEM WHbIMK B ApPYroe Bpemsl.

3Ty OTrOBOPKY HY>XHO MOHUMATh He KaK N3BK-
HEHVE WM YK/IOHEHWEe, a KaK NPUHUMNManbHYo
no3uumio, Tak Kak faxe camoe palvoHasIbHOE W
pauyoHanIMCTMYeCkn MOCTPOEHHOE Mpou3Bese-
HME WUCKYCCTBa, BbIXOAS B KOHTEKCT M BCTynas
B Auanor co 3puTesniem, TepsieT u npuobpertaet
3Ha4YeHUss caMbiM HenpeackasyembiM 06pa3om,
a CyLLlecTBEeHHas cepfLueBuHa ero, ero cyTb, Kak
pas u BbIKpUCTaNN30BbIBaeTCH, hopmupyetcs
B KOHTEKCTe W B MpoLecce Takoro pavasnora.

MocnepgHne HECKOJSIbKO NIET A 3aHNMAKCh TEM,
YTO COeAMHAID HEeKUin obpas, YepTex uam gpyrue
XXMBOMUCHBbIE 3/IEMEHTbI C MaTepuasibHbIMK, ca-
MOCTOSITE/IbHO CYLLECTBYHOLWMMMN HOPMOIA, KOH-
CTpyKUMeii unm npegMeToM, HakiagbiBasi M30-
b6paxeHne Ha 3TV NpPeaMeTbl UM KOHCTPYKLUN.
Ciofa BXOAAT : LMK OKOH, CEPUS BbIBEPHYTbIX
naHopam, nNpoekTbl (I, NpOeKTbl 415 YINOB KOM-
HaT, KNHOMPOEKT).

OTHOLIEeHMs1 Mexay 06pa3om U NpeaMeToM,
Ha KOTOPOM TOT HamucaH, B3auMMHble W3MeHe-
HWS, NPOM3BOAMMbIE B HUX APYr APYroMm, 6biim
CMbIC/IOM 3TOi paboTbl. B3avmopeiicTBue 3TuX
3/1EMEHTOB MPOMCXOAUT Ha MOBEPXHOCTW Npej-
MeTa, KOTopasi ABMSIeTCA CBOEr0 poAa NMoporom,
oTAENsALWUM (OMKTUBHbIE, UNO30PHbIE 3/TIEMEH-
Tbl pab0Tbl OT 0O bEKTMBHOM MaTepuanbHOl KOH-
CTPYKUMWN, HO OAHOBPEMEHHO 3[€eCb MPOUCXO-
OWT chnaBneHne, NO3BOAKOLLEE UM NMPOHUKHYTb
Opyr B Apyra, Hadenswllee MaTepuasibHyH 4acTb
paboTbl NAMO30PHBLIM OLLYLLIEHNEM M HA06OopOT.

MHTepec K Takoil pasfensioLleil MOBEPXHOCTH,
KOTOpasi B CBOK 04epedb MOXeT ObiTb BOOOpa-
XaeMoil, OUKTUBHO, BbI3Bas1 ceputo hoTopaboT
"zepkana” (I, Il, lIll) . 3gecb aTOT Nopor - no-
BEPXHOCTb 3epkasia - HecyLlecTByloLas, Boobpa-
Xaewmasl, B TO BPEMSsI KaK npeamMeTsl U nx oTpa-
XXEHVS BMOJSIHE peasibHbl.

Bcskuidi akT BOCNpuUATUS, co3epLaHus SBnseT-
€Sl LLe/IOCTHbIM, HepasnoXMMbIM 1 HeonucbiBae-
MbIM Ha ApYroM Si3bike. YC/I0BHO, O4HAKO, MOX-
HO rOBOPUTb O HECKOJ/IbKMX YPOBHSIX BOCMpPUS-
TUS MHTepnpeTaumn paboTbl Xy40XHUKA.

Camblii BaXHbIii YpOBEHb TOJIKOBaHUS - COOT-
HOLLEHNE KOHLEMUUA 1 METOLOIOTUN XYA0XKHU-
Ka C ero MMpOOCO3HaHWEM, ero hnI0CoCKoiA
opueHTauueid 1 BO3MOXHOCTb MOHATb MX 4epes
ero paboTbl. TO YPOBEHb MOJ/THA/IMBOIO AEK/a-
pVYpOBaHMs, OAHaKO, TO/IKOBaHME Ha 3TOM YpOB-
He - KOMMNEeTEHLMSA UCKyccTBoBeAa unn counocoda.

ABTOp He MOXET BbICKasblBaTbCH, HauMHas

Any interpretation is partial and restricted, as it
brings a work to only one dimension, one cross-
section. The author's interpretation is partially
hazardous, because being as limited and partial
and no more authoritative than that of any other
viewer, it seems more imperative and even binding,
coming as it does, from the author.

It is best not to comment on one's work at all,
leaving it to speak for itself. If an artists must
interpret his ceuvre, somehow, it should immedia-
tely be made clear that he is only pondering over
what has been done and that his only one of many
possible ways to interpret his work and not at all
binding. Moreover, these thoughts are shaped and
restricted by the author's interests and problems
at a given moment and might be somewhat diffe-
rent at another moment in time.

This reservation should not be regarded as an
excuse or an attempt to evade the issue, but as a
matter of principle, for even the most rational and
rationalistically constructed work of art loses and
acquires meanings in the most unpredictable
manner when it comes into contact with the vie-
wer, while its substantial core, its essence, comes
into focus precisely within the context and in the
process of such a dialogue.

In the last few years | have been engaged in com-
bining images, drawings or other visual elements
with materials and independently existing forms,
projections or objects, by projecting the picture
onto these structures. The works include a series
of Windows, Panoramas «turned inside out», and
projects ( |, Projects for Room Corners, and a Film
Project ).

The meaning of this work lies in the relation
between the image and the object on which the
image is depicted, and the reciprocal interplay.
The interaction of these elements occurs on the
surface of the object, which serves as a threshold
separating a work's fictional and illusory elements
from the objective material structure but, at the
same time, a merging, an interpretation occurs ;
the material part of the work is imbued with an
illusory feeling and vice-versa.

The interest in the aforesaid separation which
may, in turn, be imaginary and fictional, has
resulted in a series of photographic work called
«Mirrors» (1, 1l and IIl ). Here, this threshold -
the surface of the mirror - is non-existent and
imaginary, while the objects and their reflections
are quite real.

Any sort of perception and contemplation is
integral, indivisible and inexplicable in any other
language. In relative terms, however, one may
speak of several levels in the perception and inter-
pretations of an artist's work.

The most important level of interpretation con-
cerns the relationship between the artist's notions,
methodology and his world outlook, his philoso-
phy - the possibility of understanding them
through his works. For him, this is the level of
the silent statement. Interpretation at this level,
however, is within the domain of the art critic of
philosopher.

As to the author, his expression begins at the
conceptual level. This word has been quite vigo-
rously used lately and has acquired many meanings
and connotations. In this case, | do not have in
mind a specific trend in modern art ; | am refer-
ring to the set of ideas and notions on the nature
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JMWb C KOHUENTyas/lbHOro YpOoBHA. CnoBo 3T0
[0CTaTOYHO 3HEPrMYHO UCMOMb30BasIOCh Nocnes-
Hee BpPeEMS 1 CTasl0 BECbMa MHOFOCMbIC/IEHHbLIM
W MHOro3HauyHbIM. B gaHHOM cnyyae He nogpa-
3ymMeBaeTCa Hanpas/ieHue COBPEMEHHOrO MCKYC-
cTBa. fl MMel B BUAY TOT KOMMAEKC KOHUENUUii,
naei, npeacTaBneHnii 0 NpUpoAe UCKyccTBa, 0
BOCMpUATMN TOrO, YTO Mpej/naraeTcs Kak xyno-
XXECTBEHHbI hakT, 0 B3aVMOOTHOLUEHUSAX 3pu-
Tens N Xy[oXeCTBEHHOro 06bekTa, 0 PO/ KOH-
TekcTa M T.4., T.e. TOT (PyHAAMEHT, HA KOTOPOM
OCHOBbIBaeTCA npakTudeckass pabota Xy[oox-
HuKa. B cBOW ovepefb hyHOAMEHT 3TOT onpefe-
nseTca caMbiMU TTYOOKUMU  (XOTS, MOXET ObITb
1 HEeOoCO3HaHHbIMK) hrnocockumMn, peanrnos-
HbIMW 1 NAEOMOTNYECKUMUN YOEXOEHUAMMU.

NMo6oii Xy[oXeCTBEHHbII OOBLEKT MO npupoge
CBOEell napafokc, ABYCMbICIEHHOCTb : C OfHOW
CTOPOHbI - BMOJSIHE peasibHbIi U MaTepuasbHbIii
npeaMeT, ¢ ApYroi - HekoTopasa Unn3uns, ouk-
ums. 37O, KOHEYHO, KacaeTcs He TO/IbKO Tpaau-
LUMOHHOW KapTUHbI WKW CKyNbNTypbl. OAHOM 13
BaXHeWWwnx npobnem unckycctBa XX-ro Beka,
OAHUM M3 CUNbHEWNX Asuratenein ero 6bi1o
cTpemneHne n3baBuTb NPoM3BEAEHNE UCKYCCTBa
OT 3TOi ABYCMbIC/IEHHOCTU, JIMWWTL €ro WAso-
30pHOCTW, 3acTaBUTb KapTUHY ObITb TOJIbKO Ca-
MO CcOo6OV N HMyem 6osblue, OCTaBUTbL TOSTLKO
NpeLMETHYI0 CYLUHOCTb KapTuHbl unn  dmkca-
UM npouecca. 370, Of4HaKo, He yaaetcs. KoH-
TEKCT fenaet No6oi npeamMeT, NOMELLEHHbIN B
Hero 4em-To 60MbLUMM, YEM-TO eule, Hadensert
€ero Hekon doukumelr (nnnw3neid) . npumep —
ArowaHoBckue ready-mades.

Muccyap B ranepee octaeTcsi, KOHEYHO, NUCCY-
apoM, HO B HOBOM KOHTEKCTE 0bpeTaeT HOBbIl
CMbIC/T 1 3HAYMMOCTb U LLUIMPOKYIO chepy TOJSIKO-
BaHWs, 3aBUCSALLYIO OT 3puUTeniein n ABMAILLYCA
douKUMelt, UTo COBCTBEHHO U AenaeT 3TOT oakT
hakTOM KMcKyccTBa. Tak 4To 3Ta CTOpOHa Aena
Oblfla MccnefgoBaHa BeCbMa MCHEPMbIBAIOLLE YXKe
Torga.

B Hambosiee MHTEPECHbIX 1 NocnefoBaTesibHbIX
COBpPEMEHHbIX paboTax Bce 3T0 BUAHO OYeHb Sp-
Ko. Hanpumep, pa6otsl Daniel'a Baren'a o06pe-
TalT MOMHBIA CMbICA TOJILKO TOrga, Korga npo-
yTelb €ro A0BOJIbHO 06BbEMHbIE M NPOCTPaHHbIe
TekcTbl. Takum o6pasom, camu paboTbl BbICTY-
nawT Kak NoAMEH, KakK CMMBOJT €r0 paccyxpe-
HUi W, B 3TOM CMbIC/le, ONSATb-TakM o6peTarT

of art, to the perception of what is offered as an
artistic fact, to the relationship between the
viewer and the art object, to the role of the con-

text etc. , i. e. to the basis underlying the artists
practical work. In its turn, this basis is determined
by the most profound ( though perhaps Subcons-
cious ), philosophic, religious and ideological
convictions.

Any art object is intrinsically a paradox, an
ambiguity ; on the one hand, it is a completely
real and material object, but on the other hand, a
certain illusion and fiction. This, of course, is
true not only of traditional pictures and sculp-
tures. One of the most important problems in
20th-century art and one of its strongest driving
forces was the desire to rid the work of art of
this ambiguity and illusory nature, compel the
picture to be itself and nothing else, and leave
only a picture's essence as an object or the record
of a process. However, this has not proved possi-
ble. The context makes any object placed in it
something more, something else, and imbues it
with a certain fiction ( illusion ). An exemple is
provided by Duchamp's ready-mades. A pissoir
in an art gallery still remains a pissoir, of course,
but in the new context it acquires a new meaning
and importance, and a broad scope for interpre-
tation ( depending on the viewer ), thus becoming
fiction, transforming the fact of art. This aspect
was studied quite exhaustively at the time.

All this is apparent in the most interesting of
modern works. For example, Daniel Buren's
works take on their full meaning only when one
reads his rather long texts. Thus the works them-
selves serve as a substitute, as a symbol of his
reflections and, in this respect, acquire a second
fictional dimension.

They may be considered from the vantage-point
of the relationship between the art object and the
context into which it is placed. The result of this
interaction, having the viewer in mind, is once
again fiction.

In other words, fiction is what arises as a result
of the relationship between the art object and
the viewer ; it is essentially the same thing as illu-
sion in traditional painting. Thus it is impossible
to destroy illusion and fiction while remaining
within the framework of art ; at the same time
the indestructible ambiguity in any art object
leaves unlimited opportunities for inquiry, play,
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1977

1977



BTOPOW, (PUKTMBHbIV acnekT. VX MOXHO pac-
cMaTpMBaTb W C TOYKU 3peHVs B3auMOAenCcTBUS
06beKTa MCKycCTBa M KOHTEKCTa, B KOTOPbIi
TOT nomelleH. PesynbTaT 3TOr0 B3auMOZAENCT-
BUA, nogpasymeBasi, KOHEYHO, 3puTens, uepes
KOTOPOro BCe 3T0 NPOMCXOAMUT, CHOBA COUKLUSA.

Opyrumu cnosamu, 3ata dIMKUMA ecTb TO, YTO
poxgaeTca B pesynbTarte B3avMOLENCTBUSA Xy-
[OXEeCTBEHHOro 06bekTa W 3puTens 1 NPUHLK-
NMMasibHO TO € camoe, YTO U WAMI3MA B Tpagu-
LMOHHOW XMBOMMCK. Tak 4To paspyLuunTb WASIO-
3110, OUKLMI0O HEBO3MOXHO, OCTaBasCb B KOH-
TEKCTe WCKYCCTBa, a HeOTMeHWMasi [BOWCTBEH-
HOCTb N060ro 0b6bekTa MCKyccTBa OcCTaBnseT
HeorpaHuyeHHble BO3MOXHOCTU WCCNefoBaHus,
Urpbl, NapagoKcoB, CTOSIKHOBEHWS NPOTUBOMO
noxHocteil. B 3tom none A u paboTal.

B umkiie "OKOH", Hanpumep, peasbHble U Puk-
TUBHbIE 3/IEMEHTbI TPAAULMOHHON XMBOMUCK MNO-
MeHanMcb MecTamu. Tak, cama maTepuanbHas
CTPYKTypa paboT (XOncT, nogpamHuK B Tpagu-
LMOHHOIM uBonucu), nmetrowass popmy OKOH-
HOW pambl, NpurnawaeTt 3puTens MNorpysnTbes,
NPOHUKHYTbL Br/ly6b (OKHO MO npupoge cBoei
BbIXO/, B MPOCTPAHCTBO), 1 TEeM CaMbIM BbINO/I-
HAET (PYyHKUMIO M306pakeHnsl, npeBpaliasch B
UNN3MD. A Un306paxeHne, KpPacoYHbIn CoW,
rpyobIii, MJIOCKMA M 3MEMEHTapHbI HE MO3BO-
NnsieT 3TOr0 NPOHWKHOBEHWS, yTBEpXdas Mare-
pVanbHOCTb KapTWHbI. PeasnbHble W WAMI030pHbIE
3NeMEeHTbl OKa3a/iCb B3avMO3aMeHSeMbIMU 1
YC/IOBHbIMW - YC/IOBHA W MOABWXHA cama rpaHu-
La Mexay peanbHOCTbO 1 UIH03MEN.

CTONKHOBEHME [OENCTBUTENBHOCTN W OUKUMM
npoucxoauTt u B Apyrux pabotax, XoTs W no-
nHomy. Cepus "naHopambl” SBNSETCS MOMNbITKON
KPUTUYECKOTO OCMbIC/IEHUS KaK BOCMPUATUSA
BOOOLE, Tak 1 cnocoboB nsobpaxeHus. B pabo-
Tax 3TOi cepun BbiBOpayMBaHWE Hau3HaHKy na-
Hopambl neisaxa, WHTepbepa W T.M. SABNSETCA B
pesyfnbTaTe onepauuveil BbiIBOpauMBaHUsA OTHOLLE-
HWA cybbekTa u obbekTa BocnpuATus. Moaob-
Hble MaHWNyNAUMN BO3MOXHbI TO/bKO NpU Ta-
KOM YC/IOBHOM , MepuenTVBHOM BOCMPUSATUN,
Kak Halle HopMa/ibHOe, OCHOBaHHOE Ha pasfene-
HUM cybbekTa W 0b6bekTa B YC/IOBHOW cucTeme
KoopAvHar.

Cnegyowpin  ypoBeHb - MeTOAO/IOTMUYECKMIA.
Pa6oTbl mocnegHux 8-mm netT OCHOBaHbl Ha 06-
lweM npeacTaBieHn 06 U306pakeHMM Kak o
TOHKOW M/IEHKE, Ha/IOXEHHOW Ha M/I0CKOCTb UK
06BbEMHYI0 KOHCTPYKLUMIO. V1306paxeHne moxeT
NOMIHOCTLIO COBMaAaTb C 3TOM KOHCTPYKUMe,
MOXeT coBnajartb 4acTW4yHO, MOXEeT He coBna-
Jartb BOBCe.

B cBA3M C 3TMM BO3HUKAET elle OAVH YPOBEHb—
camblii MOBEPXHOCTHbIA M HenocpeACTBEHHbIN
HeunsbexHass 3puTesibckas WHTepnpeTauust nso-
6paxeHnsi. MocKonbKy, ¢ OAHOI CTOPOHbI, MOM
paboTbl He abCTpakTHbI, a BCerga 4To-To u3obpa-
XatoT 1 BbIOOP KOHKPETHOro n306paxeHuns nNpo-
NCXOOUT MHTYWTUBHO, 6€3 BOSIEBOrO YCWU/MNS, a C
Opyroli CTOPOHbl, HEKWi npeameT CTaHOBWUTCSH
KapTVHOW NuWb B pesy/nbTaTe B3anMOAeNCcTBUSA
CO 3puTenem, NOCTOJbKY UHTepnpeTaumsa 3pute-
N HUYYTb He Jyylle U He XYXe aBTOPCKOWA.

Octaetca fo6aBuTb, YTO NPob6AeMbl CTUASA, 3C-
TETUKN Kak TakOBOW MeHSl He MHTepecyloT. 3c-
TeTuka paboT onpegensieTcs CTPeEMSIEHUEM K
NpoCTOTE M HEKOTOPbIMU CO3HaTe IbHbIMKU Orpa-
HUYEHUsMU : OTCyTCTBMEM AedopmaLiiu, yrnpo-
LeHneM oakTypbl, LBETOBOW 3a[@HHOCTbIO : He-
60 - ronyboe, pacTUTenbHOCTb - 3efleHass, Teno -
po3osoe. [lpyrnx nHTepecos B Nosne TpaguumoH-
HOVi 3CTETUKN Y MEHS HeT.

paradoxes and collisions of opposites. This is the
field in which | work.

In the Window series, for example, real and fic-
tional elements in traditional painting have chan-
ged places. Thus, the very substantial material of
the work ( canvas and subframe in traditional
painting ), which here has the shape of a window
frame, invites the viewer to immerse himself and
look deeply into it ( the window is, by nature, an
outlet into space ) ; thus the material structure
fulfills the function of the visual image and turns
into an illusion. A picture with its rough, flat and
elementary layer of paint excludes such penetra-
tion by affirming the material nature of the pic-
ture. Real and illusory elements have proved to
be interchangeable and conventional - the very
boundary between reality and illusion is conven-
tional and movable.

The conflict between reality and fiction also
occurs in other works, though in a different way.
The Panorama series represents an approach to
the critical examination of both perception in
general and methods of perception. In the works
of this series the landscape, interior and other
panoramas are « turned inside out » since the
relations between subject and object of perception
are inversed. Such manipulations are possible only
within the framework of conventional ( « nor-
mal » ) perception based on the separation into
subject and object and on the presence of a con-
ventional coordinate system.

The next level is methodological. My Works of
the last 8 years are founded on the general notion
of the visual image as a thin covering applied to
a surface or to a three-dimensional structure. The
visual image may coincide with this structure
completely, partly, or not at all.

Another level emerges in this connection - the
most superficial and immediate one - the viewer's
inevitable interpretationof the visual image. Since,
on the one hand, my works are not abstract and
always depict something, and on the other, an
object becomes a picture only as a result of the
interaction with the viewer, and his interpretation
is neither better nor worse than the author's.

It remains to be said that problems of style and
aesthetics do not interest me by themselves. The
aesthetics of works are determined by the desire
for simplicity and certain deliberate restrictions
absence of deformations, simplification of tex-
ture, and conventions of colour - the sky is blue,
plants are green, the human body is pink. | have
no other interests in the field of traditional
aesthetics.

OkHo VII, 1975
cMellaHHasA TexHuKa, amallb
100x80x8,5

Window VII, 1975
mixed technique, enamel
100x80x8,5

1;2. MaHopama V (KyXHS),
1977
KOpo6kKa, amanb
29x65x65

1;2. Panorama V (kitchen),
1977
box, enamel
29x65x65



CTupaHue rpaHeii NpMBOAUT K BO3-

HVUKHOBEHWNIO HOBbIX rpaHeﬁ

«New borders may be resulted from

the borders being obHtirated» *

1 Tbl MbICLWb
A A cyLlecTBYy

1 You think
2 But | exist

1 Tbl He 3Haellb,
cmaTpuBaeT?

1 Don't you know

KTO 3a HamMu rnoga-

2 B nepBblii pa3 BMXY

who's spying upon

us? 2 See him for the first time

MopouHbIi anemeHT

Collateral element

1 BHYyTpu meHs wap

23TO0 OH wap, a A Ky6

1 There's a ball inside me
21t's he, who's a ball,
most certainly a cube

but

I am al-

3T0oT Ky6 Ha 5 cm 6nmke K JlyHe,

yeM TOT Ky6

This cube is 5 cm nearer to the

Moon then the other one

Ne 55937820

1 OOUH  KB.
2 OAVIH MOHION

KnnomeTp MoHronuu

1 One square km of Mongolia
2 One Mongol

XbtogToh (Texac), HaceneHne 940000
corsiacHo degepasibHOW cTaTUCTuKe

Houston (Texas), population 940000
according to the Federal statistics

Pumma epnosuHa:
Ky6ukun, 1975-1976
KapTOH, TKaHb
8x8x8; 3x3x3

Rimma Gerlovina :
cubes, 1975-1976
cartboard, fabric
8x8x8; 3x3x3

* Being translated la-
terally: «The process
of oblitiration of the
borders  brings in
new borders» this
inscription loses its
hidden reference to
the Soviet revolutio-
nary slogan: «Wipe
off the borders bet-
ween the city and
the village».



rimma and valery gerlovin
pMmMa 1 Banepun rep/1oBUHbLI

(1) Mbl wncnonb3yem copmy
TPaAuUMOHHOW U HeTpaguLMOoH-
HO KHUIM (Hanpumep, packna-
Ayulka C BbIWMBKON), 0Obek-
Tbl, BbINO/IHEHHbIE W3 JHOObIX
[OCTYMHbBIX MaTepuasioB : meTas-
na, fiepeBa, KapToHa, TKaHu, Oy-
maru, xneba, KOHCTPyKTOpa,
cTekna u T.4. W, HaKOHeL, 3a4ac-
TYIO MPOCTO He UCMOMb3yeM Xy-
[OXECTBEHHbIF 06BbeKT, 3ame-
HAS ero dooTorpadmein Ton mnnm
VMHOW cuUTyauun.

(1) We apply the shape of usual,
and unusual, ( for example, an
embroided folding camp bed ),
objects made of any available
materials -- metal, wood, card-
board, fabric, paper, bread, a
meccano set, glass, and so on, and
finally, sometimes we simply
avoid using any art object, repla-
cing it by a photograph of a
situation or a text project.

) The photograph album
Mirror Game ( 1977 ) is devoted
to this problem. It consits of
pages divided into two equal
parts, presenting metaphorically

Pumma epnosuHa pogunack B 1951 r. B Mockse, B
ceMbe WHXeHepoB. OkoHuuna dunonornyeckiii a-
KynbTeT MI'Y, paboTana pefakToOpoM.

Banepuii MepnoBuH poguncsa B 1945 r. B MOCkBe, B
cemMbe Bpayeil. OKOHUMA LWKONy-cTyauo npu MXATe,
paboTan XyA0>KHNKOM B LIIPKe.

MoxeHnnucb B 1970r. 1971 r. — Ha4a/I0 COBMECTHOWA
pabo Tbl.

HeogHOKpaTHO yvyacTBOBa/IM B HeOULMa/IbHbIX Bbl-
cTaBkax B MockBe 1 ¢ 1977 r. — BO MHOIOUYUC/IEHHbIX
BblCTaBkax Ha 3anage: bueHHane B BeHeuuwn, BbiCTas-
k1 B Jlogn, TypuHe, MunaHe (UTanusa}, BennmnH3oHe
(Wselinapus}, bBoxyme (PPI}.

XapakTepHasi TeHOEHUWS COBPEMEHHOIO WUC-
KyCCTBa - 0C060€e BHUMaHWE K UAENHON CTOpoHe
Npou3BeAeHUs - Ha Hall B3rnsp scerga 6ui10 of-
HOW M3 OCHOBHbIX AJ/11 PYCCKOro UCKycCcTBa W
npeobnagana Hag ApYruMy 3agadamu, B TOM Yuc-
ne u 3CcTeTUYeckumu (CpaBHWUTL XOTA Obl nepe-
OBWXHVKOB 11 UMNPECCMOHNCTOB). He BAaBasich
B nccnegosaHue npuynH, Ham XxoTesioCb Obl noa-
YEPKHYTb, YTO B OCHOBE TBOpYECTBa GOJIbLUNHCT-
Ba PYCCKUX fAesTeneil MCKycCTBa /IeXUT CTpeM-
/IEHNEe Ha OCHOBE CBOMX (OUSIOCOPCKMX BO33pe-
HWIA, yalle BCero WHTYUTMBHOIO Xapaktepa, pe-
WaTb HPaBCTBEHHbLIE, PENUIMO3HbIE W couuasb-
Hble npo6nembl. Mpu 3TOM cBOEo6GpasHoi uep-
TOW Takoro CTPEM/IEHWA SABNASETCA B KakKOW-TO
Mepe 6es3pasmune K hopMasibHOMY COBEpPLUEH-
CTBY paboTbl. Bce oTMeUeHHble haKTopbl NPUBO-
OAT Hac K MbIC/IM, YTO KOHUENnTyamsm uMeeT
camylo 6narogatHyto nousy B Poccum n sBnsiet-
¢l Hanbornee akTyaslbHbIM U XUBOTBOPHbIM 3Ta-
NOM PYCCKOrO UCKyCCTBa.

B oOoHOM K3 AMOHCKMUX KOaHOB
Ha BOMPOC : KakK HaMm 136aBuTbCS
OT MPUHATMSA MULWM W HOLUEHUS
o4expapl, KOoTopble MellawT Ay-
XOBHOW >XW3HW, - MyApel, OTBe-
™Mn ; "Hapesaii ogexay v nNpuHu-
main nmwy."

B npouecce paboTbl Mbl 06a (NOOAUHOYKE, HO
noyT O[HOBPEMEHHO) nNpuUWAM K ynoTpebne-
HMIO NPOCTbIX U 3a4aCTYH0 JTAKOHUYHbIX NPUEMOB,
HE OrpaHVYeHHbIX ONpeAesieHHbIMM paMKamMu |

NOAUYMHEHHBIX B KabKAOM OTAE/IbHOM Cryvae 3a-
JaHHO wugee. NN) OTHOCWTENbLHOCTb MpUHLMNA

Rimma Gerlovin was born in 1951 in Moscou. Gra-
duated from the Philological Departement of the Mos-
cow University. Worked as an editor.

Valery Gerlovin was born in 1945 in Moscou. Gra-
duated from the Studio of the Moscow Art Theatre.
Worked as a stage designer for circus.

They were married in 1970 and since this time work
in collaboration. They both participated in unofficial
exibitions in Moscow and since 1977 in the exibitions
in the West as la Biennale di Venezia, exibitions in
Lodi, Turino, Milano (Italie}, Bellinzona (Switzerland),
Bochum (GFR).

In our opinion, a characteristic trend of modern
art, the emphasis on the ideological aspect, was
always a basic one in Russian art and prevailed
over all others, including the aesthetic dimension
(it suffices to compare the peredvizhniks with the
impressionists ). Without attempting to analyse
the causes, we would like to point out that most
Russian art was founded on the desire to solve
moral, religious and social problems on the basis
of the artist's philosophical views, the latter fre-
quently of an intuitive nature. Typically, artists
showed a certain indifference to the formal
quality of a work of art. The above considera-
tions lead us to believe that conceptual art finds
its most favourable soil in Russia and, despite the
State's rejection of it, it is a very important and
vital phase in the Russian creative effort.

In a Japanese koan, when asked
how to avoid wearing clothes and
taking food which interfere with
one's spiritual life, the sage replied:
«wear clothes and take food».

In the process of our work, both of us, indepen-
dently but almost simultaneously, began resorting
to simple and often laconic devices, unhampered
by any set limits and subordinated in each ins-
tance to a given idea (1). The relativity of value
judgements served as one of the dimensions
shaping the artistic means in our work. Specific
social definitions of the positive and the negative
( blessings, good and evil, beautiful and ugly ) are
to our mind conventional and temporary (2). The
relative value of an art object and the desire to
depict ideas, not objects, was a pretextto exclude



onpefeneHnst LEHHOCTel MoCayXxuna OgHUM W13
acnekToB, (QOPMUPYIOLNX  XYAOXKECTBEHHbIE
cpefcTBa B Haweil pa6ote. Cneupdomyeckn co-
UnanbHble onpefeneHnst NosoXUTENIbHOTO U OT-
pvuatenbHoro (6nara, fo6pa u 3na, NpekpacHo-
ro n 6e306pasHoOro), Ha Haw B3rns4, ABNSATCA
YCMOBHbIMU 1 BPEMEHHBIMW, (2) a OTHOCUTE bHAS
LLeHHOCTb XY[O0XECTBEHHOTO 06bekTa U xena-
HMe n3obpaxaTb Waeu, a He NPeaMeTbl MOCAYXN-
N1 HaMm NOBOAOM 4acCTWYHOTO OTKa3a OT HEero
(cm. cepuio TEKCTOBbLIX NMPOEKTOB).

Bornblias meaBeanu#
mai, 1977

The Great Bear
May, 1977

Mbl 4YacTo nonb3yemcsi MeTadopoii (ckopee,
KakK CpeacTBOM XY[OXECTBEHHOro Mno3HaHus, a
He Kak hopmoobpasyowmm npuemom). Meta-
thopa - 3TO pesynbTaT OAHOBPEMEHHOIO AEWCT-
BMS W 4yBCTBa, M WHTENNEKTa, C ee NMOMOLLbIO
BO3MOXEH MbIC/IEHHbIi KOHTaKT C NPOLU/IbIM,
6yayLWnM 1 HaACTOALMM, C NPOCTPAHCTBOM B Lie-
noM. Vi3meHeHne 06bIYHON NepcnekTuBbl, YCN0B-
HO MPUHATOrO O6LLECTBOM NOpsAKa Bellen, nx
KOHBEHLMAaNbHON nepapxun nepesogsaT peasib-

3uma—neTo, 1977

Winter—summer, 1977

Hble XW3HEHHble cuTyaumn B chepy MCKycCTBa,
nogyepkuBas npu 3ToM mMeTadm3nyeckyto CBsA3b
06bekToB. (3) 310 06YC/NOBU/IO UCNO/b30BaHNE
B Hawmx pabotax MUGIONOTMYECKMX XOA40B Kak
CXeMbl NOCTPOEHUA npoussegeHus. )

Moyt BO BCEX HALIMX NPOM3BEAEHUAX MNpU-
CYTCTBYIOT 3/1EMEHTbl CMEX0BOI KyNbTypbl, He-
caTupuyeckoro (B CBOeli OCHOBE HpaBOyuuUTeSb-
HOr0) WNM pasBfiekaTesibHoOro CBOWCTBa. B rpo-

the art object ( see the series of text projects ).
We resort frequently to the metaphor ( as a
meaning of artistic cognition rather than to shape
the form ). A metaphor is the result of the simul-
taneous impact of emotion and intellect ; by its
meanings we can make mental contact with the
past, future, and present, and also with space as a
whole. A change in the usual perspective, in the
order of things accepted by society, and their
conventional hierarchy transfers real life situa-
tions to the sphere of art, stressing on the meta-

physical relation between objects (3). This is why
we have mythological developments serving as
schemes according to which our works are
constructed (4).

Elements of non-satirical ( basically moralising )
and entertaining fun are present in nearly all our
works. The grotesque violates the balance of
everyday life, but a universal balance arises and
some forms are transformed into others. There is
a liberation from historical notions of necessity,

from pretentiousness, or prophesy. The laughter
is aimed at those who are laughing themselves,
the authors are not opposed to the object. The
human need for laughter is expressed in the form
of a game, paradoxes and Utopia, as well as the
creative impulse in laughter itself, not static and
absolute but in the stream of its emergence,
simultaneous negation and affirmation, rebirth
and renewal. Man's ability to make symbolic

elaborated scenes - either con-
trasted, related or nearly identi-
cal. For example, moutain-hole ;
left half of a face-right side of
the face ; egg-egg ; two photo-
graphs made in one and same
place : we are in the same pos-
tures and clothes (Rimma is in a
fur coat, Valery in a T-shirt) but
in summer and winter (1977).

(2) PoToanbbom "3epkanbHas
urpa", 1977 r., NOCBSILLEH 3TOoM
npo6neme. OH COCTOUT M3 NNC-
TOB, pasfesfieHHbIX Ha [ABe pas-
Hble YacTu, npeAcTaBrsoLWme
co6oli meTachopuyeckm paspaséo-
TaHHble CLEHbI, MPOTUBOMNOCTaB-
NeHHble, B3aMMOCBA3aHHble Un
nouyTn He pasnyatownecs Mex-
ny co6oii. Hanpumep : ropa -
AMa; neBas MoJIOBMHA Nvua -
npaeBasi MOJIOBUHA TOrO e /n-
ua; SAnudo - Auo; aABe dpoTorpa-
dun, cHATbIE B OAHOM U TOM e
MecTe - Mbl B O[HOIA U TOWN e
nose un ogexae (Pumma B wy-
6e, Banepuii B malike), HO 3u-
MoWi n netom. (1977).

(3) B pabote «Who is who» -
MELLIOK 3arnosiHeH MasieHbKUMMN
nogyLweykamMmn ¢ HagnucsiMm tu-
na :«'T a soul», «I'T you»,
«[T a corpse», «I["T a minister
of life»... (1977).

(3) In the work Who is Who a
bag is filled with little pads
having the following inscriptions:
«I'm a soul», «I'm you», «I'm a
corpse», «I'm a minister of life»,
and the like (1977).

(4) Pabota "[epeBO >XU3HWN"
npeacTtaBnsietr coboli dpoTorpa-
dun peasibHOro fgepeBa, KOTO-
poe MOCTENEHHO 3arnosiHAeTCs
mogbmMn. (1977)

CakpaMeHTa/IbHOCTb  Ldd-
POBbIX OTHOLLEHWIA U Nodei Mbl
nogpasymeBaem B pabote "2x2
4", BbIUTOXEHHOW W©3 yvesnoBe-
yeckmx couryp (1977).

(4) The work Tree of Life con-
sits of photographs of a real tree
which is being gradually filled
with people (1977). The sacra-
mental nature of digital relations
is implied in the work 2x2 : 4
made up of human figures
1977).



(5) Ha aTom npuHUMNe ocHoBa-
Hbl KyOukn PumMmbl [epnosu-
HOW - OTKpbIBaKOLMECSs, pa3HO-
LBETHblE KapTOHHble KyOWUKWU C
TEKCTOM CHapy>Xu W BHYTpW.
Ky6ukn ycnoBHO NpUHUMAaOT-
cA 3a BCeMepHylo eaAnHULLYY Bpe-
MeHW M NpOCTpaHCTBa, YesioBe-
KoeAuHWUY 1 T.4. Hanpumep, Ha
Kpaellke Kybuka Hagnucb "KTto
Tam?", BHYTPU Ha Mas/IEHbKOM
Kybuke - "OT0 - A"; TeTpasap
¢ Hagnucbio "Ky6 B dopme Te-
Tpasgpa"; HaonNUcb Ha BepxHeN
rpaHu 6enoro ky6a "Mpea-
cTaBbTe 3TOT 6enblii Ky6 Kpac-
HbIM Wapom. [pegcraBunn?...
Tenepb nepeBepHUTE ero.”, Ha
Opyroii ctopoHe - "A Tenepb
npeacTaBbTe 3TOT KpacHbIV wap
6enbim ky6om." un T1.4. (1974-
1976 r.r.)

(5) This is the principle under-
lying Rimma Gerlovina's cubes ;
they are of different colours,
may be opened, and have ins-
criptions on the outside and in-
side. The blocks are assumed to
be universal units of time and
space, human units, and so forth.
For example, «Who's There» is
written on the lid of a cube, and
«It's Me» inside on a smaller
cube ; a tetrahedron bears the
of a white cube reads «Image
that this white cube is a red ball.
Have you imagined it ? Now turn
it over», and on the other side :
«Now imagine that this red ball
is a white cube» and the like
(1974-1976 )

(6) OTa mpges oTpaxeHa B Ch.
pabote : dhoTorpacdmsa PumMMbl
FepnoBuHOWM (KPYNHbIM  Mna-
HOM cpeAu NpupoAbl) pasgesne-
Ha Ha paBHble KBagpaTbl, Kavk-
AOMY 13 KOTOpPbIX COOTBETCT-
ByeT onucaHue, Hanpumep, Al-
25 M, colika, cngsawas B rHesne
Ha sluax; E2-17 233 km, no-
XXap B 3BKanuntoBoW poule; C3
-3Mm, npaBas weka Pummbl Fep-
noBuHon; [O4-1900 km, gBoe
Hen3BEeCTHbIX niavyT; [16-732
KM, knag... (1977)

(6) This idea is reflected in the
following work : a photograph
of Rimma Gerlovina ( a close-up
in a natural environment ) is
divided into equal squares, each
of which conforms to a descrip-
tion, for instance, Al-25 m, a
jay in a nest on her eggs ; E2-17
233 km, a fire in a eucalyptus
grove ; C3-3 m, Gerlovina's right
cheek ; D4-1900 km, two un-
known people crying ; D6-732
km , a treasure ( 1977 ).

Tecke HapylwaeTcsi OblITOBOE paBHOBECWE, HO
BO3HWKAeT paBHOBECUE YHMBEpCaslbHOe, nepe-
Xon4, ofHUX dhopMm B apyrue. NMponcxoant OCBO-
6oXAeHNe OT WUCTOPUYECKOTO MpPeAcTaB/eHNs O
HeobXoANMOCTN, NPETEHLMO3HOCTM 1 MPOPOYECT-
Ba. CMex HanpaB/ieH I Ha CaMUX CMEHLLNXCS, HET
aBTOPCKOro MNpPOTUBOMNOCTaB/IEHNA OObBLEKTY. B
topme urpbl, NapagoKcasibHOCTU, YTOMUYHOCTU
NposIB/ISIETCS YesioBeyeckass NOTpebHOCTb B CMe-
Xe, a TakkKe TBOPYECKWI aKT camMoro cMmexa, He
CTaTWUYHbIA U abCOMOTHBIA, a B NMOTOKE CTAHOB-
NleHNsi, OJHOBPEMEHHOM OTPULAHUMA U YTBEPXK-
JeHun, BO3poXAeHun n obHoBNeHun. Cnocob-
HOCTb YesloBEKA CMMBOJIMYECKM MOAENMPOBATHL
MUP UMEET MHOro O6LLEero ¢ MOHATUEM WrPbl,
CBOWCTBEHHOI KaxkgoMy anpuopu 1 Hanbonee
SAPKO NPOSABASOLWENCS B AETCTBE U B XY[0XECT-
BEHHOM TBOpYecTBe. (5) C MOMOLLbK UrPbl NPO-
NCXoOUT OCBOEHME 1 AOCTYyNHOE Mo3HaHne mMmupa,
NPEOAONIEHNE BHYTPEHHUX U BHELLUHUX KOHMINK-
TOB, CaMOOpVEHTaLMN W, HaKOHeL, camoaHa/n3.
Hawwn paboTbl OCHOBaHbl Ha WUrpe MbIWIEHMS,
CO3HATe/IbHOW, KOHTPOSIMPYEMOW pasymoM W B
TO e BpPEeMS VHTYUTUBHOW Wrpe C OnpepeneH-

B. F'epnosuH :
Komnosunuun, 1975

V. Gerlovin :
Compositions, 1975

models of the world has much in common with
games, which are an a priori part of human nature
and are not vividly reflected in childhood and
art (5). With the aid of games, people absorb the
world and are conscious of as far as possible,
overcome inner and outer conflicts, find their
bearings in the world, and finally, engage in self-
analysis. Our works are based on the play of
thought deliberately controlled by the mind and,
at the same time, on the intuitive interplay of
certain motives or mythological implications,
organised into a system of signs. Here we are
nearer to the semiotic application of natural and
human images.

The subject of our works is largely determined
by our views on time and space. The human con-
sciousness tends to create its models of the time
concept. We apply the notions of future, present,
and past in a single time dimension (6). Time is
regarded not as quality exclusively attributed to
the mind, but as an objective quality static in
length and similar to unfolded eternity. The
photograph itself tears out an instant from the
overall simultaneous and continuous flow of time.

P.F'epnosuHa :
KomMm6uHaunoHHasa nrpa
"Paii, YucTunuwe, Ag”
1976

R. Geriovin :
Combinational play-poem
«Paradise, Purgatory, Hell»
1976.



HbIMWU MOTUBaMV UM MUAIONIOTMYECKUMWN XOAa-
MM, OpraHn30BaHHbIMK B HEKYH 3HAKOBYH CUC-
Temy. 34ecb MMeeT MeCcTo CKopee cemmoTuyec-
KOe MCNoMb30BaHne n3obpaxeHns NPUPOAHbIX 1
YyesioBeyeckmx o6pasos.

CosepuartesibHasi CTOpOHa Halueli paboTbl onpe-
[JensieTca B 3HAUMTENIbHOM CTEMNeHu no3uuuein B
OTHOLUEHUM MOHATWUIA BPEMEHM U MPOCTPaHCTBa.
UenoBeyeckoMy CO3HaHWIO CBOMCTBEHHO CO3fa-
BaTb CBOM MOJENN KaTeropuii BpemeHu. Mol u1c-
nosb3yem MOHATUSA OyAyuwlero, HacTosiero w
npolwleawlero B OAHOM BPEMEHHOW M/I0CKOC-
1. (6) lMpyn 3TOM BpeMs TOSIKYeTCsl He KaK Ka-
4ecTBO, CBOMCTBEHHOE TOJIbKO CO3HAHMWI0, a Kak
06BLEKTUBHOE, CTAaTUYHOE B CBOEN A/IMTENIbHOCTY,
KaK pasBepHyTas BeyHocTb. Cama no cebe gooTo-
rpacust comkcmpyeT MrHOBEHMSI, BblY/IEHEHHbIE
13 BPEMEHHOro0 MOTOKa, HO He AMCKpeTHble, a
npvBeAeHHbIE K OAHOBPEMEHHOCTU U HenpepbIB-
HOCTW BCEr0 BPEMEHHOro mnoTtoka. [Mpu 3ToMm
KOHKpPETHOE K1CNoJIb30BaHNE KaTeropumM Bpeme-
HW, T.e. TaKk Ha3blBAEMOE aBTOPCKOE BpPEMS, MO-
XeT ObiTb KaK YrogHo reteporeHHo, obnagatb
6ECKOHEYHbIMU BO3MOXHOCTAMMW, 4YTO CO3JaeT
BneyatsieHne anneropum n aHTacTUYECKOn wur-
pbl, OTpaxatLleii BpEMEHHYI I NPOCTPaHCTBEH-
Hyl0 BCEO6BLEMNEMOCTb, B3aMMOMNOAYMHEHHOCTb
1 MepexoaMMoCTb OAHOrO SAB/ieHWs B apyroe. (7)
OTciofa BbiTEKaeT TemaTvka Hawwmx pabot, no-
CBAILLEHHas YH/BepCaslbHbIM, BHEBPEMEHHbIM BO-
npocaMm, W TOJIbKO 4Yepe3 HUX 3aTparvBarollas
nNpo6/eMbl  coUMasibHOW Ccpedbl U MHAUBUAYY-

ma.
Mbl paccmaTtpvBaem JfIMYHOCTb B MPUYUHHO-

CNEeACTBEHHOW CBSA3M MeXAy 4esIoBEeKOM U Mu-
pOM, HEMOrpy>XeHHYH B COOGCTBEHHOE CO3HaHWe
W 3aMKHYTYI0 B CBOEM MPEBOCXOACTBE, CBO6OA-
HYH0 OT Wrpbl CTpacTeil W 3CXaTO/I0rMYEeCcKoro
MUpOOLLYLIEHNsi. BeyHoe cTaHOBNMeHWe W nepe-
poXAeHne, HeUCTPEeGUMOCTb KU3HEHHON 3Hep-
r’mn penarT NoHATMNE CMEepPTU eCTEeCTBEHHbIM 06-
HOBNAKOLWMM npoueccoMm. (8) Mbl He oTaensiem
OpYyr OT Apyra MOHATWA Hadana U KoHua, npuuun-
Hbl U CNeACTBUA B MUpe, NepexoaAnMocTy ofHO-
ro sIBNIeHUs1 B gpyroe, rae BCsAKasi eAMHUYHOCTb
coaepXnT B cebe N0y 06OOLEHHOCTL W Ha-
o6opoT. (9)

1977 1977

BukTOpUHa, The Quiz,

XanneHuHr, 1977 Happening, 1977

The discreet use of the time concept, i. e. what is
known as the author's time, may be heterogenous
to any degree and possess infinite possibilities,
contributing to an impression of allegory, - a fan-
tastic game reflecting universal time and space,
reciprocal subordination, and the transition of one
phenomenon into another (7). This is the origin
of the subject of our works dedicated to universal
and timeless questions and dealing with the social
environment and the individual only through
these questions.

We consider the individual in a cause-and-effect
relationship between man and the world, not sub-
merged in his own consciousness or secluded in
his superiority, but free from the play of passions
and the eschatological world outlook. Eternal
birth and renewal, the indestructability of vital
energy, transform the concept of death into a
natural process of revival (8). We do not distin-
guish the concepts of beginning and end nor those
of cause and effect from one another in a world
where one phenomenon changes into another
and any singularity contains any generalisation in
it and vice-versa (9) .

(7) B cepun "Becepga” oTo-
rpacun, rae wnsobpaxeHbl Mbl
6ecealyoLUMN, CONPOBOXAAIOT-
Ccsl NOAMNUCAMU C UCMOSb30BaHU-
eM nepcoHaxeil pasHbIX BpeMeH
N Hapoaos, Hanpumep, “"Pumma
lepnoBuHa 6ecenyet ¢ Tamep-
naHom, Banepwii epnoBuH 6Ge-
cegyet c¢ [larapuHbim™; "P.I'.
6ecepyeT ¢ LapeBnyeM AMUTPU-
em, B.I'. 6ecenyete Kelipxem";
"B.I'. 6ecegyeTe ®paHLMCCKOM
Accucckum” (Ha poTo OH OANH)
nt.ga. (1977).

(7) In the series Conversations
photographs showing us talking
are accompanied by captions
referring to personalities of dif-
ferent ages and nations, for
example, Rimma Gerloviha talk-
ing with Tamerlane ; Valery
Gerlovin talking with Gagarin ;
Rimma Gerlovina talking with
Prince Dimitry ; Valery Gerlovin
talking with John Cage ; Valery
Gerlovin talking with St. Francis
of Assisi ( he is alone on the pho-
tograph ), and so on ( 1977 ).

(8) B pab6ote "lo3u-Heratms"
(n3 7 dhoTorpacphnii) noouepea-
HO BCe y4yacTHUKWN (gepeBo u 5
yenosek) "nepexogaTt” n3s Nosu-
TMBa B HeratMs W Hao60OpOT.
1977)

B ppyroii pabote nop Ha-
3BaHVem “BukTopuHa“, cgenas
obuwyro oTorpacdunto  Halmx
apyseii  (nog Homepamu), Mbl
npegioXuwan MM OTBETUTb Ha
BOMPOC, B KaKOW nocrnefosa-
TeNbHOCTWN YMPYT BCe cpoTorpa-
thnposasLunecs. Mo6egutens
(KTO MM CTaHeT, MOKaXeT XU3Hb
nnn ToyHee CMepTb) MNONYYUT
npus, MPWKU3HEHHO WAW Mo-
CMepTHO.

(8) In «Posi-negative» ( 7 photo-
graphs ) : all the participants in
turn ( a tree and 5 people ) are
transferred from the positive to
the negative image and back
( 1977 ). In another work called
Quiz, having made a general
photograph of our friends ( desi-
gnated by numbers ), we asked
them to tell us in what order the
people in the photograph will
die. The winner ( life or rather
death will show who it will be )
will receive a prize in his lifetime
or posthumously.

(9) B pab6ote "Bonblaa men-
Beguua’” 4yesioBeka Mbl paccmart-
puBaemM noAoO6GHO acTpasibHOMY
Teny (1977).

(9) In Ursa Major consisting of
people on grass, we consider the
human being as astral body
(11977 ).



sergey shablavin
Cepren wabnaBuH

Pogunca B 1944 r. XueeT u
paboTaeTe Mockse.

YyacTHVK HeodMLMabHO Bbl-
cTaBky B Mae 1976r. B macTep-
ckoii J1. CokoBa.

YuacTHuK BureHHane B BeHe-
UMM (OOKyMeHTauusi BHe Ka-
Tanora), BbiCTaBkn B TypuHe
N rpynnoBoi BbiCTaBku B Mu-
naHe (U.R.S.S. 1960-1977 : Arte
Cinetika, Poesia Visiva, Arte
Concettuale, Happening e Foto-
grafia. OpraHusaTop Haria Bigna
mini.)

Born in 1944. Resides and
works in Moscow. He took
part in an unofficial exhibition
in L.Sokov's studio in 1976.
Participated also in la Biennale
di Venezia, the exhibitions of
Turino and Milano (U.R.S.S.
1960-1977 Arte Cinetika,
Poesia Visiva, Arte Conceptu-
ale, Happening e Fotografia.
Organizer llaria Bignamini.)

1. TeMHbIit kpecT, 1976
XO/CT, Temnepa, O 92

K Dark cross, 1976
tempera on canvas, Q)92

2. benbin kpecT, 1976
XONCT, Temnepa, O 83

2. White cross, 1976
tempera on canvas, O 83

B Hauane 60-x rogoB MoyTy OAHOBPEMEHHO BO
MHOIMX CTpaHax BO3HWK/IN POCTKN HOBOIO XYy-
[0XXECTBEHHOIO MbILL/IEHUS, KOTOPbIM CYXAEHO
6bI/10 BNOCNEACTBMM pa3pacTucCh B LEoe Hanpas-
NeHne, YC/IOBHO HasbiBaemoe ()OTo, rmnep uam
pagvkasibHbIM peanu3moM. Kaxgas HauuoHaslb-
Has LIKo/Mla fJana CBOW COOGCTBEHHbI BapuaHT
3TOr0 HOBOIO XY[0XXeCTBEHHOr0 BUAEHUSA.

V3BecTHas yAasieHHOCTb Apyr OT Agpyra 3TuMx
BapVaHTOB HECMOTPS Ha KaxyLLlytocs OfHOpPOA-
HOCTb U OOBEKTMBHOCTb TEYEHWS] 3aKOHOMEpPHaA -
KaK WHOUBUAYASIbHOCTb JIMYHOCTW, Tak U UHAN-
BUAYa/IbHOCTb HauuW BbiSBUMACb 3[eCb C He-
OObIKHOBEHHOW 3aKOHYEHHOCTbIO W OpraHuy-
HOCTbt0. Kpome pasnmuusa BCceX HauMOHasIbHbIX
LLKOJ1, NnpegonpeneneHHoro cammm Xapakrepom
TBOpPYECKOro MeToda HOBOro peanun3ma, 60/ib-
LYK POSlb UTpasin pasnnyms B YC/IOBUSAX COLM-
abHOW cpefpbl 1 caMoil Ky/IbTYpPHOW atmocdepsl,
KoTopasi co3gaBajlacb B TOW WM WHOW CTpaHe
UM Oaxe BHYTPWU OOHOW CTpaHbl - Kak B c/lyvyae
CLIA n CCCP. B CCCP ¢ yBepeHHOCTbH ceitvac
MOXHO 0603HauYNTb NPUGANTUNCKYHD, JIEHWH-
rpanckyto, MOCKOBCKYH, KMEBCKYK U ofec-
CKYIO LUKO/ly HOBOro peanunsma. CoefuHsIACh C
KOHKPETHbIMW YCNOBUSMW, OKpalMBasiCb MecT-
HbIMW TpaguuUMAaAMK, Kaxkpas oTAenbHas Xyao-
XeCTBEeHHas cUTyaums TedeHus OTKpbiBaslia CBOe
HEnoBTOPUMOE NPOCTPAHCTBO BHYTPU €AMHOM,
HO C/IOKHOW Ky/bTypbl HOBOro peanusma. O6
OCOBGEHHOCTAX MOCKOBCKOI HOBOpeasmcTuyec-
KOWM LWKO/bl C AOCTAaTOYHON MOSIHOTOM MOXHO
CyAuTb MO TBOPYECTBY OAHOrO M3 MMOHEPOB 3TO-
ro aAsmkeHus, Ceprea LLabnasmHa.

Ero komnosuummn cnegyet paccMmaTpuBatb Kak
onpefenieHHble aTanbl MeauTauuv, MrHOBEHUS
NPeKpacHOol SACHOCTW, NPOCBET/IEHNS U YCTONYM-
BOro paBHOBecusi. YenoBek WHTesNNeKTa, OH of-
HOBPEMEHHO 06nafaeT APKUM 3MOLMOHASIbHBIM
1 3puUTesibHbIM BOCMNpUsaTUEM. AHa/IN3MPYyS CBOe
BuaeHue, LlabnaBnH Kak Obl MPOHUKAET pasy-
MOM 3a BHELUHIO0, YyBCTBEHHYHO 060104KY Mpu-
poAbl U OTKpbIBaeT A1 ceba ee CKpbITOE Benwu-
une. lMpaBga, 3TO OTMEYEHHOEe KayeCTBO MOXHO
OTHEeCTU K [0CTaTo4yHO pacrnpocTpaHeHHOMY Tu-
ny PYCCKOro XyAOXXHWKa W KO BCEW PYCCKOM
KynbType. B Poccum nnyHOCTL BCcerga octpo BOC-
npvHUMana, nepexmusana, oueHvBana cebsa u ToT
MUP MPUPOAbI, C KOTOPbIM OHa conpukacanachb.
Urto >k HoBoro BHec Cepreii LLlabnaBuH B 3Ty Tpa-
onumio?

Yxe B CBOUX pPaHHMX KOMMO3ULUAX KOHLA
60-X roAoB XYOOXHUK MbiTaNICA NaacTuyeckm
yTBEPAUTL HOBOE “"A3eHOBCKOe" OTHOLIeHne
yesioBeka K peasibHOCTW - 6e3gesTenibHoe n 6ec-
KOpbICTHOE BCMaTpuBaHue B Mup. M3o6paxae-
MO€ B ero KapTmHax BO3HUKaJIO He KaK "acTeTu-
yeckuii ngean" n He Kak OTYYXAEHHAs HaTypa,
HO Kak cyuee. TauHCTBO 6bITUA MOMTHYA/IMBO XKU-
N0 B HWUX, OCO3HaBas CBOK HaJBPEMEHHOCTb 1
OOGBEKTUBHOCTb. B 3TUX KOMMO3ULMAX XYL0X-
HWK BrepBble 3afymMasiCa 0 CMbIC/ie CBOEro npu-
CYTCTBMSI B MUpE, OTKPbIB A7 Cebs BO3MOX-
HOCTM COBMELLEHNS B e4VHOM 06bekTe Masoro
N 6EecKOHeYHo 60/bLIoro, 6ecnpeaenbHoCTM B
orpaHMyeHHOM nMpocTpaHcTBe. OTHbIHE Tema
"BMeLleHe HEeBMECTUMOro" CTaHOBUTCA Beay-
el B ero TBopyecTse. [lpocTpaHCTBO BOCMpU-
HUMaeTca cdepuyeckn, a npegmeTbl npeysesnun-
YEHHO CTepeoCcKONUYecKMMU, C/I0BHO OHWU pac-

In the early 1960s, a number of new ideas
sprang up in the field of aesthetic thought almost
simultaneously in several countries. These bur-
geonings were destined, subsequently, to intert-
wine in a single movement, alternately referred
to as photographic, hyper or radical realism. Each
national school came up with its own variation
on this new artistic theme.

In spite of the apparent homodeneity and ob-
jectivity of the movement, it was only to be
expected that these variations should differ from
each other due to geographical distance, and the
pronouncedly individual character of the artists'
personalities. Apart from the variety of national
schools, arising from the very nature of the
creative method employed by this new realism,
a large part was played by differences in social
environment as well as in the cultural atmosphere
prevailing in the various countries - or even
inside a single country, as in the case of the USA
and the USSR. In the Soviet Union, we may now
confidently draw a distinction between the
Baltic, Leningrad, Moscow, Kiev and Odessa
Schools of new realism. Within the complex yet
unified context of the new realism, each local
trend enlarged its own particular scope and
distinctive features in keeping with specific con-
ditions and regional traditions. For a fairly com-
plete picture of the new realistic school in Moscow
with its special characteristics, we may take as an
exemple the work of Sergey Shablavin, one of
the pioneers of this movement.

His compositions should be regarded as conse-
cutive stages in meditation, as moments of beau-
tiful clarity, enlightenment and durable equili-
brium. A man of intellect, he likewise possesses
extremely powerful emotional and visual percep-
tion. In the process of analyzing his vision,



cMaTpuBaloTCd M3 KOCMOCA; KOMMO3WUMA He
orpaHuyMBaeTCs NPSAMOYrosfibHbIM KaApoM-pam-
KO - OHa packKpbIBAeTCs BO BCE CTOPOHbI, BMO-
CneficTBMM MpeBpalwascb B TOHAO0. STOT nepuos,
OT/IMYasncs elle OAHOW CTPAHHOCTbID : B KapTu-
Hax Mo4yTW He Habnojanucb W3MEHEHUS LBETO-
BOW raMMbl B 3aBMCMMOCTU OT PaccTosiHuS, a OT-
YeT/IMBOCTb TPaHuL, 1 KOHTYPOB He ocnabesana
no Mmepe yganeHus npeaMeToB B ry6uHy. B
paHHKX nei3axax Xy[oXKHUKa nocrefoBartesibHO
peasiMsyeTcs poMaHTMyecKaa nporpamma. Yeso-
BEK BblpaxaeT B HUX MUP TOMJ/IEHWA, TOCKY MO
6eCKOHeuyHOCTM NpUpoAbl, HEBO3MOXHOCTb ee
nocTuyb 1 n3mepuTb. JIlo6uMbIA MoTMB Labna-
BMHA - OOAWHOKWIA YenoBek /06bIYHO 3TO caM Xy-
DOXHUK/ Ha Gepery mopsi. OH CMOTPUT BAaSb,
MOBEPHYBLUWCb CMNMHOW K 3puUTeNto, NbiTasCb CO-
e[VHNTBCA C OTKPbIBLUENCA CTuxueli, pacTsBo-
putbcsi B Heil. EMy NpOCTOPHO, HO OAMHOKO,
KaK O[MHOKO peanbHOMY YesIOBEKY B Hallem
peasibHOM Mupe, BbICTPOEHHOM W YNopsifoYeH-
HOM umBMAM3aumeli. Ho BOT nocTeneHHo npo-
CTPaHCTBO CTAHOBUTCSH YCTOMYMBEE, JIMHUSA TOpU-
30HTa OTCTyNaeT r/lyboKo BHM3, KaK B UCKYCCT-
Be CeBepHoro Bo3poxaeHusa, a BCA KOMMO3W-
LMS HauMHaeT CTPOUTLCS He MO FOPU30HTA/ILHON,
a Mo BepTUKasibHOW cxeme.

[Mepexus CTpeMUTE/IbHYIO 3BONIOLMIO "apT MuU-
HMMan", OTKas3aBLUMCb OT Ha30MNUBOI [O0KY-
MEeHTasIbHOCTV non-apTa, Cepreit LLa6bnaBuH no-
CTENEHHO HaxoamT A3bIK, NO3BONAOLWNIA eMY Bbl-
pasuTb MUP KakK rapMOHWIO, flaHHYI0 Ham B OLLLy-
LWeHNaxX n pasmbiwieHnax. Komnosuuum 70-x
rogos cBoeobpasHble "BpemMeHa roga" - 3To
CMMBOJ1bl, BO MHOTOM OpPUEHTWPOBaHHbIE Ha UC-
KyccTBO 6onee paHHee u 6Gonee chyHOameHTasb-
HOEe, YeM POMaHTU3M. XYOOXHUK UCXOOUT He
TOMIbKO M3 KOHKPETHbIX fBAIEHW NpUpoApl - OH
CTPemMnUTCA OBHapYyXWUTb ee KOHCTPYKTUBHYIO
JIOTVKY, OCTOB Mupa, NpeBpaTtuTb OTAESbHOE,
yacTHoe cobbITve B yHMBepcasibHoe. OH pasfBu-
raet rpaHvubl 1M306paxkaemoro, UCnosib3ys pac-
LUMPEHHBIA AMHAMWUYEeCKUA yron 3peHwus. MNepeg
3puTeneM OTKPbLIBAKOTCA "anuyeckue" naHopa-
Mbl C HU3KUM BbITHYTbIM FOPU30HTOM, BOCMpPU-
H/MaeMble He cpasy, a /IMLb B pesynbTaTe nepe-
MELLEHNA NONs 3peHus BAOMb MOBEPXHOCTU
xoncta. MNpuyem 4acTto NpumeHsiemas KpecToob-
pasHas KOMMO3ULMA C LLeHTPasIbHbIM CBEYEHWEM
OVKTOBasia nocnefosatesibHble “"BOCXOXaAeHus"
B30pa OT HWDKHE 30HbI - 3eM/IN K BbICLUEN - HEDY.

paHunua, oTaenswowas peasiMcTuyeckme Kom-
nosvumn Cepresi LWa6/laBuHa oT nonoteH ¢oTo-
peanuctoB Puyapga 3cteca waM  Masibkonma
Mop/n 3fecb nponeraet AOBOSLHO 4YeTKo. OHa
onpefeneHa Kak 3TUMYEeCKOoW npob6sieMaTurkoii,
Tak u MPUHLMNUaILHO APYTMMU NPOCTPAHCTBEH-
HbIMW COOTHOLLUEHVAMM - Hanpumep, pe3ko BO3-
pocLueii Mo CPaBHEHMUIO C rnnep-peasin3Mom ry-
OGUHHOCTLIO M NPOTSHKEHHOCTBIO  KOMMO3ULNN.
[Mpryem NPOCTPAHCTBO KOMMO3ULINN XY[0XHU-
Ka MposABNSAETCA He OTYY)KAEHHbIM MO OTHOLLe-
HAKO K 3puTentio, a BCTynaeT B NaacTuyeckuii
Avanor ¢ HUM, MOCTOSIHHO My/IbCUPYA W BOBJIE-
Kas B CBOe cuioBoe nosne. Yacto npumeHsemas
"BbICOKOTropHasa" Touyka 3peHus 3acTaBnseT Hac
B3MpaTb Ha NpUpPOAY C TakoW BbICOTbI, C KakKom
packpbiBalOTC OCOOEHHO LUMPOKME MepCnekTu-
Bbl 1 6€e3rpaHNYHOCTb MUPO3faHnNs. ITO KapTu-
Hbl MUpa B €ro KOCMUYECKOM MepexusaHuu,
CBOIMCTBEHHOM HalleMy BpPeMEeHMW, BOCCO3faH-
Hble He B pesynbTate eAuHOBPEMEHHOIO W He-
nocpeACcTBEHHOr0 HabnAeHUs, a BONJIOWEHHbIE
B CWHTE3e psfja HabnwAeHWd 1 pasMblLLIEHNIA.
OHM HecyT B cebe YepTbl CAEePXaHHOCTU, MOXET

Shablavin penetrates through the outer sensory
layer of nature to discover for himself its hidden
greatness. This particular quality is fairly common
among Russian artists and quite typical of Russian
culture as a whole. In Russia, the individual has
always had a heightened capacity for self-awar-
ness, for experiencing and evaluating himself as
well as the world of nature with which he came
into contact. What new element has Sergey
Shablavin brought to this tradition ?

Already in his early compositions, in the late
1960s, the artist endeavored to lend plastic
expression to a new Zen-related attitude toward
reality -- a passive and unselfish world-contempla-
tion. The subject of his paintings arose not as an
«aesthetic ideal, not as an alienated nature, but
rather as an essence». The mystery of being was
tacitly present in these pictures, cognizant of
its objectivity and timelessness. Here, for the first
time, the artist reflected on the meaning of his
presence in the world. He found a way to combine
into one single object the small and the infini-
tely large, compressing the limitless into a res-
tricted space. Henceforth the leading theme in
this creative work was to become «accommo-
dating the uncontainable». Space is perceived
spherically, while objects are stereoscopically
exaggerated as though seen from a cosmic
standpoint ; the scene is not confined to a
rectangular framework, for it opens out in all
directions, eventually turning into a rotondo.
His work of this period strikes by another
particularity the pictures contain almost
unnoticeable variations in the colour system
with respect to distance ; the in-depth removal
of the objects does not diminish the sharpness of
their outlines and contours.

In the artist's early landscapes, the romantic
programme is consistently carried out. Here the
human being expresses a world of languor, a
longing for the infinitude of nature while unable
to grasp or measure it. Shablavin's favorite motif
is a solitary person - usually the artist himself-
on the seashore. Turning his back to the viewer,
he gazes into the distance, seeking to merge
with the vast elements and to become one with
the natural universe. The space around him
increases his loneliness. He feels just as alone as
a real man in a real world with its order and
structures imposed by civilization. But by and by
the space grows steadier ; the horizon line retreats
downward, as in the art of the northern Renais-
sance ; and the whole composition begins to be

keyed to a vertical rather than a horizontal
scheme.

Leaving behind the impetuous evolution of
«minimal art», and rejecting the insistently

documentary claims of pop art, Sergey Schablavin
gradually finds a language that allows him to
express the world as a harmony given to us in
sensations and reflections. In his composition of
the 1970s dealing in an unusual way with The
Seasons, these become symbols, heavily oriented
toward a much earlier and much more basic art
than romanticism. Not only does the artist pro-
ceed from concrete natural phenomena : but he
tries to disclose the structural logic of nature and
the world, and to universalize a particular event.
He pushes back the limits of what he depicts, by
using an expanded and dynamic angle of vision.
The «epic» panoramas that open out before the
spectator, with a low curved horizon, are not im-
mediately percieved ; they become apparent as
the field of vision moves along the surface of the
canvas. And the cross-form composition he often

He6o Hag mopem, 1977

XOMCT, Macsio
130x65

Sky over Sea,
oil on canvas
130x65

1977



TponuHka, 1976
XONCT, Macno

084
Track, 1976
oil on canvas
084

YTPpeHHWit CBeT,
XONCT, Macno
78x78

Dawn, 1977
oil on canvas
78x78

1977

(23)



ObITb , faxe poboCcTU 4yBCTB nepes MUpPOM. B
HUX MOJIHOCTbIO OTCYTCTBYET YTBEPXAEHWe W
camoyTBepXeHne, CBONCTBEHHOE rMnep-peanns-
My. UenoBeuyeckass akTUBHOCTb B KOMMNO3ULUSX
nocnegHnx neT XygoXxHuka nveet npegen B 60-
)KECTBEHHOI GECKOHEYHOCTN, OCTaHOBKAa B HUX
npoucxoauT nepes /MUOM BbICLLEro Havana.
N306paxaemoe, CNMBasCb C JIMHYHOCTbIO XYO0X-
HUKa 1 OTOXAECTBNASACH C HelW, HaXoOomuTCs, Kak
npaswnio, B COCTOSSHUM CaMOMNOrpPyXeHusa Wmm
MO/THa/IMBOrO 3KcTasza. lepexuBaHns peasbHOC-
TM U CyLWEeCcTBOBaHWSA B HEN HEOTAeNUMbI, 3TO
eanHoe LenocTHoe cobbiTve, GECKOHEYHO Ans-
weeca M nNpoHW3aHHoe cBeToM. LUupokas cse-
TOBasi BO/IHA CBOOOJAHO MPOHUKAET B Mpo3pad-
HbI cdoepuyecknii cocy - MUP, HanosiHAS ero
npasgHUYHbLIM CUSHUEM.

daKTnyecku, 3fecb NPoONCXoAUT BO3POXAEHNE
MPVHLUMMOB CUHTETUYECKOW MOHYMEHTasIbHOM
NIacTKN PYCCKUX "CeBEPHbLIX nucem", nortep-
neswnX Kpax B 18-om Beke nepeg nmuoMm VHAK-
B/AYya/IM3MPOBaHHOIO Cy6bLEKTUBHOIO noaxoa.
Ha nepBblii B3rnsig, 370 KaKeTcsA Becbma napa-
JOKCa/lbHbIM © XY[AOXHWK OcBamBaeT MeTofbl
pagvkasibHOro  peasiuama, MMUPOBO33PEHYECKN
OTKa3blBasiCb OT CUCTEMbl BUAEHUS WCKyCCTBa
HoBoro BpemeHn. B peicTBATENBHOCTU Xe 3a

CyeT 3TOFO YC/IOBHONO OTKa3a B TBOpPYECTBE
LllabnaBnHa BO3pOXAaeTCs yTpayeHHOe YyBCTBO
rapmMoHMM YesioBeka W ero OKPYXeHUsS. 3[ecb
cnefyet OTMETUTb, YTO COBPEMEHHOE MCKYCCTBO
Poccun paxe B CBOMX OCHOBHbIX TEHAEHUMAX
UMeeT XxapakTtep peTpocnekuun. /I 3ta peTpo-
crnekums rnyoboko yxoauT CBOMMMW KOPHAMU B
cnon 6onee OTAa/IEHHbIE, YEM COBPEMEHHOE 3a-
nafHo-eBponenckoe MCcKyccTBo. Ecnu umckyccT-
BO 3anaja onvpaeTcs B CBOE 3BOMOUMM Ha
peanbHble, nsnyeckme "npegmeTHble” n3MeHe-
HUS Mupa, HanpasfeHHble B Oyayuiee, TO Mpo-
uecc, npovcxogswmii B Poccun, maeT Kak 6bl
BCMATb, K OCO3HAHUIO apXxeTunoB O6bITMSA W nep-
BOMCTOKOB CBOeil nctopumn. OTamume KynbTypbl
Poccum oT 3anagHo-eBponeiickoli - B ee MOCTOSH-
HOIi MpPepbIBUCTOCTM, B AUCKPETHOCTU, 06YCNOB-
NIEHHON ee wucTopu4yeckoli cyabb6oi. [Moatomy
OCHOBHblEe NMpPO6nemMbl XyAOXHUKOB Poccun ne-
XaTt He B 06/1aCTV YNCTO NAACTUHECKMX NCKaHWIA,
a B BOCCT@HOB/IEHUM pa30pBaHHbIX WUCTOPMKO-
KyNbTYPHbIX CBA3€El, B 06paLLleHnn K "BHYTPEH-
Heli naMATU", K TOMY, 4TO OT/IOXWUIOCE B T1y6u-
Hax HauMoHaNbHOro co3HaHus. O6 3Toil nocTo-
SAHHO BO3pPOXAAEeMOl BHYTPEHHEWN Tpaguumn
CBUAETEeNIbCTBYET U TBOPYECTBO MOCKOBCKOIO
xynoxHuka Cepres La6nasuHa.

B.MALIIOKOB

uses, with a centrally-placed source of light, calls
for viewing in consecutive stages by lifting the
eyes from down to up - from the earth to the sky.

Here the borderline is fairly clear between
Sergey Shablavin's realistic compositions and the
canvases by the photorealists Richard Estes and
Malcom Morley. This division is determined by
ethical or other considerations - such as space :
for instance, a greater extension in depth and
breadth by comparison with the works of the
hyperrealists. Pictorial space in Shablavin's
compositions is not alienated from the viewer :
it enters into a plastic dialogue with him, cons-
tantly pulsating and drawing him into its field of
force. A mountain-top stance is frequently adop-
ted, compelling the spectator to look at nature at
an altitude from which one can see wide perspec-
tives and contemplate the infinity of the universe.
These are pictures of the world as a cosmic expe-
rience intrinsic to our times. They have been re-
created on canvas not on the basis of one-time
direct observation, but from a series of observa-
tions and reflections woven into a synthesis. They
contain traces of reserve, even of an attitude of
emotional shyness toward the world. They are
totally lacking in the assertiveness and self-asser-

tion that we find in hyperrealism.

In the artist's compositions over the past several
years, human activity is bounded by divine infi-
nity : the stopping-point is reached at the thres-
hold of a higher Power. The subjects, blending
with the personality of the artist and becoming
identified with him, are usually portrayed in a
state of self-immersion or silent extasy. Expe-
riences of reality and of existence are indivisible ;
they are a single unified event, enduring without
end and permeated with light. A broad wave of
light penetrates freely into a transparent spherical
vessel - the world - filling it with a festive
radiance.

In point of fact, what we see here is a revival of
the synthetic monumental art or North Russian
icon painting, a style that went into decline in
the eighteenth century under the impact of the
individualistic subjective approach. At first glance
this would seem highly paradoxical : the artist
masters the methods of radical realism, while in
his philosophy he turns his back on the visual
system of modern art. Actually, in his conditional
rejection of that system, Shablavin accomplishes
a creative return to the sensation of harmony
between man and his surroundings. It should be
noted here that, even in its basic tendencies,
Russian contemporary art is retrospective in cha-
racter. This retrospectiveness is rooted in deeper
and older strata than contemporary Western
European art. Whereas Western art bases its evo-
lution on real physical «object-related» world-
changes directed toward the future, the process
occurring in Russia moves backwards, as it were,
toward cognizance of existential archetypes and
the origins of its own historical development.
What distinguishes Russian culture from Western
European culture is its perpetual absence of con-
tinuity, a discreetness determined by the country's
historical destiny. Therefore the main problems
faced by Russian artists do not lie in the realm of
purely plastic researches, but rather in the resto-
ration of historical and cultural links of a chain
that was broken - in an appeal to the «inner
memory» of things deeply buried in the national
consciousness. The work of Moscow Artist Sergey
Shablavin beats witness to an ongoing revival of
this inner tradition.

V.PATSYUKOV

CeBepHoe cosHue, 1976
n3 cepun "CosepuaHue”
XONCT, Macso

084

Northern Sun, 1976

from the series «Contemplation»
oil on canvas

084



MpoToka, 1974
XONCT, Macno
80x80

Running water, 1974
oil on canvas
80x80

Jlec n mope, 1975

n3 cepun "Co3sepuaHue”
X0NCT, Macno

90x90

Forest and Sea, 1975
from the series
«Contemplation»

oil on canvas

90x90



erik bulatov
3puK dynartos

Podunca e 1933 2. 6 Ceepdnoecke, Ha Ypane.

Oxonyun 8 1952 2. MOcKOSCKYIO XyOOXNECTBEHHYI0O WKOAy U 6
1958 2. — Uncruryr um.Cypukoea, gaxynsrer wueonucu. C 1960 a.
emecre ¢ O.Bacunseasim paboraer K&K KHUNHbIU 2paguk. C 1966 2. —
YY8CTHUK HECKOMIbKUX OOHOOHEBHbIX 6bICTAEOK 8 Mockee u MHO20-
YucneHHbIX 8bICTABOK Ha 3anade.

POUAC : O TBOEM UCKYCCTBE O4€Hb MHOFO CMOPAT, U MHEHWUA
camble NpoTMBOpeunBble. BOT Tpn MHEHUA, KOTOpbIE A CAbIWwan
yawe Bcero. HekoTtopsie cpaBHUBatoT Te6A C NepeaABHIKHUKAMM,
OHN CYMTalOT Te6A 4enoBeKOM, OpUEeHTUPOBaHHLIM Ha COBpe-
MeHHble BYAHK, Ha COUMaNbHYIO XXM3Hb B NPOTUBONOCTaBNEHNN
MCKYCCTBY BEeYHOMY, He3auHTepecoBaHHOMY B TEKYLUMX Aenax,
W CHMTAIOT, 4TO B 3TOM OTHOLUEHWUMN Tbl NPOAOIHKAELb PYCCKYIO
nepeABWXHUYECKYIO PeannucTmyecKylo Tpaauuwo. [lpyrue, cko-
pee, MAYT OT 3aNagHOro UCKYCCTBa, BUAAT B Te6Ge pycckui Ba-

pWaHT nonaprta, CYMTaloT, YTO Thbi Aenaelub TO ke camoe, 4TO K-

aMepurKaHLbl, HO TONbKO Ha COBETCKOM MaTtepuane. UHoe mHe-
Hue BbICKAa3bIBalOT NI0AN, XOPOLLO 3Halouwue TBOW TBOPYECKUA
nyTb. OHn 06pawaloT BHUMaHUE Ha TBOIO NOCTOAHHYIO 03a6o-

YyeHHOCTb (OpManbHbIMU NPo6ieMamMu NOCTPOEHNA KapTWHbI-

KaK TaKOBOW, T.e. TBOW UHTepeCc K CaMOW KapTuHe Kak npea-
MeTy, K ee CTpoeHuio, opradu3aumm. OHU NOMHAT TBOW OYeHb
paHHue copmanbHble paboTel U Ha doHe 3TUx paboT BOCNPY-
HUMaIOT TBOW TenepewHue Beww. o nosoay Takoro Teoero
WHTepeca K KapTWHe rOBOPAT, YTO B COBPEMEHHOM MUpe Kap-
THHbI He CyWecTBYeT, YTO TaKaA yCTaHOBKA Ha PEKOHCTPYK-
UMI0 KapTUHbI ABNAETCA POMaHTUYECKOW, HECOBPEMEHHOW, YTO
KapTUHa KaK NOBecTBOBaHWe O MUpe yTparuna cmbicn, U no-
3TOMY TBOA 033a604eHHOCTb CTPOEHUEM KapTUHbI aHaXPOHW4HA.
BoT, noxanyW, Tpu MHeHWA, KOTOPbIe Yalie BCero NPUXoAnTCA
cnbiwate. YTo 6bI Thl MOr CKasaTb B OTBET Ha 3Tk Tpu TUNa
CY)>XpeHun?

BY/TATOB : MHe, KOHe4YHO, TPYAHO roBOpUTb O pe3ynbrarax,
A MOry CKa3aTb TONbKO O HamepeHun. [INA MeHA OYeHb BaxkHa
KOHCTPYKTUBHaA cTopoHa aena. Ho A He MOry ee NPUHATL KaK
unctyio ¢opmy. KOHCTPYKUUA KapTUHbI OAHOBPEMEHHO Bbl-
NONHAET ANA MEHA APYrylo YHKUUIO - coaepKaTenbHYIo hyH-
Kumio. MHe KaxeTcR, YTO 06A3aTENbHO KaXKAbIW 3NEeMEeHT, KO-
TOpPbLIA MCNONbL3YeT XYAOXKHUK, AONXKEH MMeTb 06e CTOpOHbI,
BbINONHATL 06e DyHKUUKU OoaHOBpeMeHHO. Ecnu e npucyTcTt-
BYeT TONbKO OAHAa CTOPOHA, TO TOrAa NONy4uTcA n6o unnioct-
pPaTUBHOCTb, NM60 YNCTbIM 3cTeTU3M. B NpuHuune, MeHA He nH-
TepecyeT YACTbIM 3CTeTU3M, U A BCeraa cTapaloch M3bexartb un-
nocTpatMBHOCTU. YTO KacaeTcA NepeaBMKHWYECTBA, TO MHe
OHO CUMNATUYHO, HO A He MOry ce6A NPUYUCAUTL K NepeaBrK-
HMKaAM, NOTOMY YTO OHWU He 3aHUWMaNUCb KOHCTPYKTUBHOM CTO-
POHOI, @ A NEeNCTBUTENbHO 3aHAT KApPTUHOW. U 3aHAT COOTHO-
WweHneM KapTuHbl C 3K3UCTEHUManbHbIM MaTepuanom. YTo Ka-
caeTcA nonaprta, To 06 3aTOM TpyAHO ckasaTb. MoxxeT 6biTb,
ANCTBUTENBHO NOXOXKE, A He 3HAaI0.

. : 3HauiT, Tbl CYMTaellb, YTO BCE 3TN TPU XapaKTepUCTUKHN
TBOMX paboT 06napaldT KakuWM-TO NPaBOM Ha CyLleCTBOBa-
HUe, YTO W TO. N ApYyroe, U TpeTbe CBA3aHO C TBOMMW paboTamn?

6. : fNa, A He MOry cornacuTbCA HU C OAHON U3 HUX, HO, C
ApYron CTOpPOHbI, A MOHWMAID, YTO 3TO U HEBO3MOXXHO ANA
XYAOXKHUKA.

I : Ho, ckaxem, ecnu roBopvTb O NonapTe, Tbl CO3HATENbHO
KaK-TO OPUEHTUPOBANCA HAa aMEPUKAHCKYI0 NPaKTUKY Wnn
TaKoM opueHTauuu He 6bino?

6. : CosHaTenbHO opueHTaumm He 6bino. A pomxeH ckasarts,
YTO, KaK 3TO HM CTPaHHO, A UCXOAWN BCeraa u3 NPaKTUKW
$aBOpPCKOro, U3 ee 3TU4ECKON OCHOBbI.

I. : Ho Tbl 3Haewsb, XOTA A NpuBeN 3Tu Tpu cnocoba NoHUMa-
HUA TBOEro TBOpYECTBA, MHE Ka)XeTCA, YTO BCe OHN YBOAAT Aa-
NneKo OT uenu U oT TBOEro TBopyecTsa. Moxer 6biTb, Y MEHRA
oulyuweHe oT TBOUX paboT To)ke HeBepHOe, HO, A AYMAl0, OHO
MOXET NOCNYXWUTb KaKUM-TO Havanom pasrosopa. Mue kaxer-
CA, YTO BOT B TBOMX paboTax BOCNpOuM3BeAEHbl CTUANCTUKA,
MbilneHe U cnocob CywecTBOBaHUA NIOAEA ONpeaeneHHOoW

Born in 1933 in the city of Sverdlovsk, the Oural. In 1952, he graduated
from the Moscow Art School. He studied painting in the Moscow Sourikov
Art Institute from which he graduated in 1958.

Since 1960 he has been working together with O. Vassiliev as a book
illustrator. Since 1967 he took part in many Moscow one-day-shows as
well as in many exhibitions in the West.

GROYS : People argue a great deal about your art, their apprecia-
tions fluctuate quite often. Here are three opinions which | have
heard expressed most frequently.

Some people compare you to the Wanderers, regarding you as a
person oriented towards everyday life and contemporary society
-- as opposed to «an art of eternity» that has no interest in cur-
rent affairs. They feel that in this respect you are continuing in
the realistic tradition of the Russian Wanderers.

Others, taking Western art as their point of reference, see in
your work a Russian variant of pop art : they think you are doing
the same thing as the Americans, only using the local material.

Still another opinion is voiced by certain people who are very
familiar with your creative development. They draw attention
to your constant concern with the formal problems of construc-
ting the painting itself, that is, your interest in the picture as
such, in its structure and organization as an object. They remem-
ber your very early formal works, and they perceive your more
recent ones against that background. Considering your interest
in the painting as such, they maintain that the painting as such
does not exist in today’s world ; that this kind of approach
towards the reconstruction of the painting is romantic and out-
dated ; and that the painting as a way of telling something about
the world has lost its meaning, so that your concern with struc-
ture is an anachronistic preoccupation.

There you have three different opinions which one hears most.
It would be interesting to know your comments on each line
of reasoning.

BULATOV : Certainly it is difficult for me to talk about the re-
sults, | can only speak of my intentions. The constructive aspect
of the work is very important to me. But | cannot take it to mean
just a pure form. For me, the construction of a painting fulfills
at the same time another function -- that of contents. It seems
to me that every element introduced by the artist must have
both of these sides : it must fulfill both functions simultaneously.
If only one of the two sides is present, either the illustrative
character or else the purely aesthetic one will predominate.
In principle, | am not interested in pure aestheticism, and |
always try to avoid outright illustration. As for the Wanderers
Movement, | find it congenial, but | cannot count myself among
its representatives. The Wanderers did not preoccupy themselves
with the constructive side, while | am really very concerned
with the picture as such. And | am centred on the correlation
between the picture and the existential material. It is hard for
me to say anything on the subject of pop art. Maybe there is
some resemblance indeed. | don’t know.
G. : So you would say that all three of those evaluations of your
work are to some extent justified ? That each opinion does
somehow relate to your works ?
B. : No, | cannot agree with any one of them. At the same time
| realize that such agreement is not even possible for an artist.
G. : But if we speak of pop art, have you consciously taken any
cue from this American trend or has it been no such orientation ?
B. : There has been no conscious effort in that direction. | must
say that, strange as it may seem, | have always taken my bearings
from the work of Favorsky and relied on his basic ethic.
G. : But you know, even though | have cited these three ways of
interpreting your creativity, it seems to me that they all miss the
mark by a long shot. It could be that my own perception of your
works is likewise faulty, yet | do believe that it might somehow
provide a conversational starting point. It seems to me that your
works reproduce the stylistic thought processes, and the way of
life of people in a definite epoch -- the period of the 1940s and
1950s. Their whole mode of existence and of thinking becomes



anoxu - anoxu 40x-50x rogoB. Becb cnocob Mx cyllecTBOBaHMS
1 MbILLMIEHNS CTAHOBUTCS SICEH A1 3puUTens. IToT nepuog, obin
04YeHb LENOCTHbIM, 3TO Obla OYeHb LeflbHas XW3Hb C OYeHb
onpefeneHHbIMA N MHCTUHKTMBHO BCEMM OLLyLLlIaeMbIMUN 3aKo-
HaMn 1 BHELWHUM ochopmieHnem. M B To xe BpeMs 3Ta anoxa
He Hawna cebe afeKBaTHOrO BbIPAXEHUS B UCKycCTBe. B ka-
KMX-TO MeJioyax : B OTKPbITKax, njakaTax, BbICOTHbIX 34aHNsAX
- Mbl BUAMM €AMHCTBO CcTunsA. Ho ero ob6HapyxeHusi, 4Tobbl
3pUTEN0 CTa/I0 SICHO, YTO 3TO 3a MUP, - TAKOro o6HapyXeHus
He 6b1/10. U Thbl BOCKpELLaeLlb B CBOMX paboTax 3TO BPEMS, 3TOT
MUP, 3TY YesIOBEYECKYKD CUTyaumio OTYACTU YXe YTPayeHHyo
ceilyac, MOTOMY YTO Mbl XVMBEM B APYrOoM mMupe. Tbl cornaceH?
B. : 34ecb eCTb OZIMH BaXXHbI HIOAHC : 3TOr0 BPEMEHU Kak 3c-
TETUYECKOro Leforo A He 3Hal. 1 He MOry K Hemy OTHEeCTUCb
KakK K CTuio. He Mory kak 4yenosek. XOTA BO3MOXHO, YTO B
MOMX KapTMHaxX 3TO Tak W nonydaetcA. Ho co3HaTenbHo A 3To-
ro He 3Hal, MOTOMY YTO CT/IMHCKOE BPEMS S HE BOCTPUHUMAKD
KaK CTW/b, i HE MOry K Hemy Tak OTHecTucb. W3o6pasuTens-
HOE UCKYCCTBO CTa/IMHCKOE A TOXE HE MOTY MOHATb KaK CTW/b.
Y Punbke ecTb Takoe onpegesnieHne | NpekpacHoe - 3TO yXacHoe
B 6e3onacHoli cteneHn. Tak BOT A1 MEHS1 BCe 3TO He B 6e3-
OMnacHoW cTeneHn. 1 NMOCTOSIHHO YYBCTBYHK) 3TO Kak ONacHOCTb,
MOCTOSIHHO YYBCTBYIO MO OTHOLUEHWIO K 3TOMY TOJIbKO CTpax.
A pa3 ecTb CTpax, YXe He MOXEeT ObITb 3CTETUYECKOro OTHOLLe-
HUsA. 3TO BpeMs, B KOTOPOM 5 BbIPOC, S HE MOTy ero oTopBaTb
OT CerogHslHero aHs. Jasi MeHsi CEerofHsWHUA AeHb NPOLoS-
XeHue Toro xe. Ecnm f BWMXKY Kakyl-TO pasHuULy, S BUXY ee
KaK HeHafexHylo pasHuly. MoxeT ObiTb, 3TO CTpPax U No OTHO-
LIEHWI0 K CErofHsILUHEMY AHI0. Ecnv roBopuTb O CTU/IMCTUMKE,
TO A Jaxe Nydywe MNOHMMAK CErofHSLWHION CTUIUCTUKY, YeM
Ty, 4TO 2 cam fAefnal. Y MEHS BCe Xe He Ta CTUINCTUKA, 3TO He
Te KOCTIOMbI, He Te naakartbl, 3T0 He Te goMa. 370 BCe, B NPUH-
umne, He 10. Aaxe ecnu ato BAHX c Temn xxe gomamu, TO 370
BCE PaBHO He M3 TOr0 BPEMEHM, MOTOMY YTO TakOW WpUQT He
MOr GbITb MOMeLLEH Torga. Ta onepauns, KOTOpPYHO S NPoAesbl-
Balo, O/11 TOr0 CO3HaHWA HEBO3MOXHA. f1 Aenatw Bce-Taku 13
CErofHSLUHEro HSA, MO3TOMY MHE Tak U TPYZAHO..

I. : Ho ecnu cam Tbl He BUAMWLIb 3TOW CTUINCTUKK, 3TOIN LeNb-
HOCTW, TO, TEM HEe MEHee, 3puTeNb, 1 AyMalo, BUAUT ee Ha TBOUX
paboTtax. Tbl Kak Obl 3aKMHaELlb 3TUX OYXOB, 3Ty OMACHOCTb
B CBOMX paboTax U Tbl Aenaelwb M3 3TON Yrpo3bl YTO-TO Y3Ha-
Baemoe, npospayHoe. Tbl, B KOHLE KOHLIOB , AJ1S HAac, ec/n He
Ansa cebs, cHUMaelwb yrpo3y. Tbl Aaellb BO3MOXHOCTb NOCMO-
TPETH Ha BCE 3TO CO CTOPOHbI.

B. : 3TO MHE KaXeTCcs OYeHb TOYHO, MOTOMY YTO AN MEHSI MOS
paboTta ecTb pelleHve Npo6aeMbl XU3HEHHOW, Ye/10BEYECKOW,
3K3NCTEeHUMasbHON. Korga oHa pelwlaetcs B KapTuHE, S OCBO-
60Xaarchb.

r. : OAna Te6a TBoA paboTa, TBOS KapTMHa, 06/11agaeT Tem, 4To
[OpEeBHME HasblBa/M KaTtapcuc, T.e. AaeT Kakoe-To paspelueHue
TOMY, 4YTO TEBA MyuunT.

B. : [a. lMoTOMy 4TO KOrga s OKasblBalOCb BHE KapTUHbI, T.e. A
ee BMXXY CO CTOPOHbI Kak Lenoe, TO 3T0 A1 MEHA Kartapcuc u
crnaceHue, HO €c/iM KapTuHa He BbIXOAMT, TO Katapcuca He no-
nyyaeTcs.

I. : Tbl Npas, Korga roBopullb, 4TO BCe TBOM paboTbl, Byayun
OYeHb Y3HaBaeMbIMM NO CTU/IMCTUKE, N0 06pPas3HON CTPYKTYpeE,
KOTOPYIO OHW MCNonb3ytoT, pabotamu 40x-50X IT., KOHEYHO, He
ABMAKTCA. XOTS OHM NepefarT cam AyX TOro BPEMEHU, B 3TUX
paboTax Bcerja ecTb kakas-To AeTaslb, Kakas-TO KOHCTPYKTUB-
Hass 0COBEHHOCTb, KOTOpas 3acTaBfseT O HUX AyMaTb, YTO OHU
cAenaHbl Kak 6bl MOHAPOLLIKY, YTO OHN 06palleHbl K CeroHsLL-
HEMY 3pUTESII0, YTO OHU YBUAEHBI U3 APYrOro Mupa, 4Yto 310 Ur-
pa, KOTopas AEPXWUT Hac Ha HEKOTOpOK AgucTaHumn. Ho s 6bl
CKasasl, YT0 N0 Mepe TOro Kak TBOM paboTbl NPOrpeccupyoT,
3TUX KOHCTPYKTMBHbIX OTCTPAHSAOLWMX MOMEHTOB CTaHOBUTCS
BCE MeHblle N MeHblle. B TBoen "Ynuue KpacukoBa", (KOTO-
pylo A 0O4eHb N6/, KakK U MHOTME, HaBEepHO) TOXE ecTb 3Ta
JeTanb - UEeHTpasibHbIl Genblii KBagpart, HO TEM He MeHee 3Ta
[eTa/lb Y)Ke NPaKTUYeCcKM CTepTa, OHa yXe efBa-efpa 3aMeTHa,
N, TakKuM o6pa3om, Tbl BCe 6OsblUe N 6O/blLUe OKa3blBaellbCs
CMOCOGHbIM Ha npsmoe cnoBo. Kak Tbl gymaellb, ¢ 4em 37O
CBA13aHO? Thl MOXeELLUb CaM 3TO Kak-TO 06bSACHUTL?

B. : MHe o4yeHb XoueTcs caenatb Takyt KapTuHY, B KOTOPYHO A
KakK 6bl U He BMewwuBasica. Moe BMeLLATENbCTBO HE AO/HKHO

B macTepckoit 3. bynaToBa (cneBa HanpaBo) : [.[Mpuros, O.la6nasuHa,
C.Wa6nasuH, 6.0pnos, 3.BynaTos.

In the atelier of E.Bulatov : (from left to right) D.Prigov, O.Shablavin,
S.Shablavin, B. Orlov, E.Bulatov.

clear to the viewer instantly. That period was an integral whole ;
that life was an integral life with its own very definite laws and
outward forms, which all of us instinctively sensed. Yet at the
same time, that period did not find adequate expression in art.
We saw the stylistic unity in various minor things : in postcards,
in posters, in hi-rise buildings. But nowhere could the spectator
find a revelation of what kind of a world that was. In your works
you bring those times back to life : you re-create a period and a
human situation that have now been partially lost, because we
are living in another epoque. Would you agree ?

B. : There is one fine distinction to be made. | do not see that
period of time as an aesthetic whole. | cannot regard it as a
style. That is humanly impossible for me, although it could be
that this is indeed what happens in my paintings. But conscious-
ly | don't know any such thing, since | do not consider the
Stalinist period as being a style, and | cannot regard it as such.
By the same token, | don't see Stalinist pictorial art as a style.
Rilke puts it this way : the beautiful is the frightful in a safe
measure. Well, all of that does not look safe to me. | feel it
constantly as a danger ; | constantly experience a sensation of
fear in that respect. And where there is fear there cannot be
any aesthetic relationship. | am unable to draw a line between
the period | grew up in and the present day. For me, the present
day is a continuation of the same old thing. If | do see any dif-
ference, | see it as an unreliable one. Perhaps this the fear
regarding the present day as well. As far as the stylistic trends
are concerned, | have a better understanding of these trends
today than of my own. My stylistic elements aren't the same
thing. Not the same suits, not the same posters, not the same
houses. Basically, everything is different. Even if it's an Exhibi-
tion of Achievements of the National Economy, with those same
houses, even so ifs not from that period, because you could not
use lettering like that in those days. The operation | am engaged
in would not be possible according to that way of thinking. |
still take today as my starting point, and that is why | have such
a hard time.

G. : Even though you may not see that style and that cohesion,
| think that the viewer can see it in your work. It is as if you
were exorcising those spirits and that menace in your paintings
and turning the threat into something recognizable and trans-
parent. In the final analysis, you remove the danger for us, if
not for yourself. You enable us to look at it all from the sidelines.
B. : | think that is quite correct, because my work is the solution
of a vital human problem of existence. When the problem is
solved in a painting, | am liberated.

G. : So for you, your work, your pictures have the quality that
the ancients used to call catharsis, which is to say that the work
provides some kind of release for whatever it is that torments you.
B. : Yes. Because when | am outside of the picture, | mean, when
| see it from a distance as a whole, it is a catharsis and a salva-
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6bITb MaTepuanbHbiM. HO OHO U He AoNXHO 6LITh MKcauueir,
cdovorpadueir, runeppeannamom. MNpocto 4TO6LI paspeweHue
npo6nemMbl 6bIN0 MaKCMManbHO NOMHbLIM, HYXHO, 4TO6bI MoOe
BMELWaTenscTBo 66110 6b1 MUHUMANbLHLIM, Aaxke 66110 6bl OT-
CyTCTBUEM BMeLLATeNbCTBA.

I. : He kaxeTcA nu Tebe, 4TO yeM Aanbiue Tbl paboTaews, TeM
6onee yBepeHHO Oo6palaewbCA CO CBOUM MaTepuanom U Tem
meHee Tebe HY)XXHO TaKMX OTCTpaHAWMX cpeacTs? T.e. Tbl Bee
6onbwe u 6Gonbwe ocBo6GOXKAAEWLCA OT CTpaxa U cnocobeH
npeactasutb ce6e u 3putento camy npobnemy B ee O6HaKeH-
HOCTW WU CUTYaumio, HU4eM He OTCTpaHeHHY!o U 6e3 3Toro urpo-
BOr0 UCKYCCTBEHHOrO CHATUA TOro, YTo o6pawaeT ee K 3puTe-
N0 ¢ NONHOW ONpeaeneHHOCTbH.

b. : [a, mHe 6bl 3TOro xoTenocb. M ato Morno 661 COMKHYTLCA
C Nepeasv>xHU4eCTBOM. B naeane mHe 6b1 xoTenoch caenatb co-
BepweHHO NepeaBMXXHUYECKYIO KAapTUHY, T.e. KapTUHY, KOTO-
pan BbirnApena 6ol KaK nepeaBuHUyeckan. BoT 3aeck oueHb
Ba)HbIW MOMEHT : BbirnAaena 661 NepeABMIKHUYECKOMW, HO OT-
HI0Ab TAKOBOW He 6bina.

r. : [a, Ho 3puTensb, KOTOPbLIK CMOTPUT TBOW KApTUHLI CO CTO-
POHbI, YTO OH AOMKeH AymaTb? ByayT nu B 3ToW KapTuHe Ka-
Kue-HUMby ab YKa3aHMA Ha TO, YTO OHA Kak 6bl NepeaBVIKHUYEC-
KaA, a He COBCeM NepeaBMXHUYECKaA?

6. : MHe Ka)keTCA, YTO ecnu yX KapTuHa NONYYUTCA, TO BCeraa
BO3MOXHbI pasHble YPOBHW pacCMOTpPeHUA. Al He NPOTUB HUKa-
KOro u3 HUX. MHe TONbKO Ba)KHO, 4TOBLI KapTuHa xuna. MHe
Ka@XeTCA, YTO ecnu KapTuHa 6yaeT »uTb, TO OHa 6yaeT QyHK-
UMOHUPOBaTb Ha N6OM AOCTYNHOM MHe ypoBHe. A MOeT u
BbilWe AOCTYMHOro MHe YpoBHA. Takaa ecTb Haaexaa.

I. : To, uTo Tl roBOpUWL, 6BAU3KO TOMY, YTO FOBOPUN B CBOE
spemA UnbAa KabakoB. N Tbi, 1 UnbA - Bbl BCce BpeMA yxoauTte
OT BONPOCAa, KaKue KOHCTPYKTUBHbIE OCOBEHHOCTU BawmMx pa-
60T 3acTaBnAOT UX paccMaTpuBaTh KaK matepuan ANA Npeoao-
NeHNA 1 panbHeMwero oco3HaHUA. A AyMalo BCe-Taku, YTO U y
Te6A , U y Anbu ecTb Takue KOHCTPYKTUBHbIE NPUeMbl, KOTO-
pble 3acTaBNAIOT AyMaTb, YTO B Bawux paboTax npeacTaBneHa
He NPOCTO BHELWHAA YCNOBHaA peanbHOCTb, Kak B paboTax ne-
PeABMKHMKOB, HO peanbHOCTb KaKOro-To Apyroro poaa.

6. : BoT 06 3TOM A W roBOPIO, YTO HE AOMKHO BbITb NepeaBUK-
HuyectBa. KapTuHa AonmxkHa NpeacTaBnATb U3 ce6A TaKylo cuc-
TeMy, B KOTOpOW 3Ta YCNOBHaA BHELUHAR peanbHOCTb CTaBUTCA
Ha CBOe MecTo.

I. : OHa Beab He eCTb BCA peanbHOCTb, 3Haelb, 3TO ocobeHHO
MHTEepecHo NO OTHOWeHUIo K "'Ynuue Kpacukosa”. MoTtomy yto
3nech BO3HUKAET OYeHb ABOWCTBEHHOE OTHOLUEHWE K MNepcoHa-
»am. C oaHON CTOPOHDI, 3T NEPCOHAaXKK - 3TO NIOAN, U OTHO LWe-
HWe XYAOXKHMKA K HUM Temnnoe, NMpu4yecKoe, U ecTb MHOro
CMMNAaTUN U 4eNOBEYeCKOro COMYBCTBUA K 3TUM NtoaAM. U Tem
He MeHee OHW NOMeLLeHbl B TaKYIO CUTYauunio, KOTOpan B rna-
3ax BHewHero Habnoaarena ux ryéut. OHa aenaeTt ux Kak 6bl
HEoTbeMNEeMOI 4acTbl0 TaKOro MUpPa, KOTOPbIK a6CoONIOTHO He-
NPeofoNMM ANA HUX. A MUP 3TOT B CYLLIHOCTW O4YeHb GeapanocT-
HbI MUp. N OHW He MOryT 13 Hero BbINTU. 3Ta ABOWNCTBEHHOCTb
NO OTHOLWEHWIO K NepcCOHaXaM : C ORAHOW CTOPOHbI, COYYBCTBUE
¥ NOHUMaHWe, YTO OHW - NIOAN, @ C APYrOW CTOPOHbLI, BUAEHWE
MX KakK COCTaBHOM yacTu mupa 6e3 Hagexabl, U ecTb Ta cUTya-
UUA, B KOTOPYIO Tbl CTaBULWb 3pUTENA.

6. : TyT A poMmkeH cKasaTb, YTO yeM Gonbwe A paboTato, Tem
MeHbLe 3HA0 CBOWM KapTWHbI. PaHble A MHOro O HUX 3Han, a
ceityac y MeHA HeT 3TON nnno3un. Y MeHA C KapTUHOW KOHTaKT
KaKoro-To BHenoruvyeckoro xapakrtepa. Kaxk Tonbko A ero Te-
pA0, A 4YYBCTBYIO, YTO TepAl0 KapTuHy. A AomkeH nonWmaTtsb
ONATL 3TOT KOHTAKT. ATO Ananor c KapTuHon. A kak 6bl 3apal0
€1, YTO MHe HY>XHO pa3pewwmTb, a OHa MNoKasbiBaeT, KaK 3TO
caenatb.

I. : BoT Mbi C TO60i KaK-TO roBopunn 06 3ToM paHbiue, U MHe
NoKasanocb, YTO ANA TBOMX KAPTUH OYeHb Ba)kHa NPOCTPAHCT-
BeHHaR meTacdiopa YenoBeyecKoro cywecTsoBaHuA. To ecTb Cy-
wecrsoBaHue B 06beme, CyuiecTBOBaHWe B NPOCTPaHCTBe - 3T0
cywecTteoBaHue Kak 6bi noanuHHoe. CyuiectBoBaHue B Nnoc-
KOCTM - CywlecTBoBaHue Kak 6bl ypesaHHoe, 6e3 ABMKeHUA ANA
nepcoHaxxeil, CKaxxeM, HenoANuHHoe cyulecTBoBaHue. B Teonx
KapTUHax ecTb Bceraa HeKOTopan aMbnBaneHTHOCTb ANA Tex
noaein, KOTOpble XXUBYT B 3TOW KapTuHe : TO NI OHWU 3aCTbinu
Ha 3TOM NAOCKOCTM, TO NN OHW MOryT pPasBepHYTLCA B NpPO-

tion for me ; but if the painting does not turn out right, the
feeling is lost.

G. : You are right in saying that all of your works, which are
clearly recognizable in terms of the style and in the structure of
your imagery, are certainly not products of the 1940s and the
1950s. Although they do transmit the spirit of that period, in
these works there is always some kind of a striking detail, some
special constructive feature, which make one think that they are
intentionally aimed at the viewer of today, that they represent
a vision from another world, that this is a game that holds us off
at a certain distance.

But | would say that, in proportion as your work progresses,
the constructive elements that create that removal become increa-
singly rare. Your «Krasikov Street» -- which | like very much as
| suppose many others do, too -- also contains such a detail :a
white square in the center. Nevertheless, this detail is already
practically erased, it is just barely noticeable, and thus you are
more and more capable of speaking directly. How does this
happen ? Can you explain it ?

8. : | would like very much to paint a picture in which | myself
do not intervene. My intervention should not be on the material
plane. But at the same time it shouldn’t be either something
fixed, or photographic as in hyper-realism. For the problem to
be solved as completely as possible, what is needed is a minimum
of intervention on my part, even an absence of intervention.

G. : Doesn't it seem to you that, the further you progress the
more confidently you handle your material and the less you
have to resort to those devices for creating distance ? This way
you liberate yourself from fear progressively. You are able to
show to yourself and to the viewer the problem itself in stark
delineation, and you can present the situation without a degree
of removal and without that playful and artificial element that
brings it into clear for the viewer.

B. : Yes, that is what | would like to do. And this may coincide
with the Wanderers Movement. Ideally, | should like to create a
painting entirely in the Wanderers style, a painting that would
look like a Wanderer’s work. The important thing here is that it
should look like a Wanderer's picture without actually being one.
G. : Right. But the viewer who sees that painting from the
sidelines -- what is he supposed to think ? Will the picture
contain any indications that it is seemingly a Wanderer’s work
and yet not entirely so ?

B. : It seems to me that if the painting turns out well it can
always be viewed on different levels. | have nothing against any
of them. The only important thing, as far as | am concerned, is
that the picture comes to life. | believe that if a painting is alive
it can function on any level accessible to me. And maybe on an
even higher level. That is my hope.

G. : What you are saying is very close to what llya Kabakov used
to say. Both you and llya are constantly circumventing the
question of what specific constructive features cause your works
to be regarded as material for surmounting old problems and
moving on to new perceptions. Still, | think that both of you
have a kind of constructive techniques that make one see your
works as reflecting not merely a contingent external reality, like
the works of the Wanderers, but a different type of reality.
B. : That's what | mean when | say that the Wanderers element
should not actually be present. The painting should represent a
system in which that contingent external reality is put in its
rightful place.

G. : That is not the whole of reality. You know, this is particu-
larly interesting in connection with «Krasikov Street», because
here arises a very dualistic attitude toward the human figures.
On the one hand, these figures are people, and the artist’s atti-
tude toward them is warm and lyrical. He shows a great deal of
sympathy and human compassion toward his people. And yet
they are placed in a situation that to an outside observer looks
desperate. They constitute an integral part of a kind of world
that they are totally unable to overcome. And that world is
essentially a very sad one. They cannot get out of it. This is the
dual attitude toward the human figures : on the one hand, com-
passion and understanding of their human conditions, yet on
the other hand, a vision of these people as a component of that
world without hope. This is the situation with which you con-
front the viewer.



cTpaHcTBe. paBga nu, 4To 3ta MeTadopa NpofosHkaeT ans Te-
65 UMeTb 3HaueHne?

B. : A He coBceM Tak 3TO NMOHUMaw. BuaMmo He NOCKOCTb
MMeeTcs B BUAY, & NOBEPXHOCTb. 1 MOBEPXHOCTb BMOSIHE MOTY
MOHATb W Kak rybuHHOCTb. T.e. BCe, YTO Mbl BUAMM, - BCE fe-
XXUT Ha NOBEPXHOCTU. 1 MOHMMAaK KaK MOBEepPXHOCTb BOT 3TO
counanbHoe CyllecTBOBaHMe. f MNOHMMaK Kak NOBEepPXHOCTb
BCe BuaumMoe. I ecnn Mbl NPOHMKAEM BO YTO-TO CKpbITOE, TO
BCE paBHO Mbl BUAWUM BHYTPEHHIO NOBEPXHOCTb. Ham Huuero
OpYyroro He fgaHo. Hy, a MpoCTpaHCTBO - 3TO YTO-TO Takoe, Ha
YTO ecTb Hafexaa, Ho 4To HeBMaMMOo. CaMo MPOCTPaHCTBO B
MOEM MOHVMaHNM He ecTb paccTosiHve. MOoHSTUE NPOCTPaHCTBO,
KaK TakoBOe, KOHEYHO, CBA3aHO ANl MEHSi C AYXOBHOW >XW3-
HblO, C OcBOGOXAeHMeM. OTCYTCTBME MPOCTPaHCTBA - THOPbMA.
370 NOHATHO, A Aymat, Keokaomy. B atom ectb Takas ane-
MeHTapHas OT4YeT/IMBOCTb. Elle NS MeHs O4YeHb BaXKeH CBeT.
370 pelwawowuii MOMEHT - CBET. B kapTnHe CBET Bce MOAeMpy-
eT. B cylHOCT/ OH BCe Kak Obl CO3JaeT - OH CO3JaeT BCE B Ka-
KOW-TO MOAJ/IMHHOCTK. lMonyyaeTcs, 4To 3TOT JIOXKHbIA MUpP TeEM
He MeHee MMEET OTHOLLEHME K MOAJ/MHHOWN peaslbHOCTU, MOTOMY
4YTO OH OCBELLEH, N caM CBET ecTb KakK Obl Hagexga. OH, 3TOT
CBEeT, CTAHOBUTCA KaK 6bl aHa/lorom 4Yero-To nog/iMHHoro. Bot
3Tn ob6naka, Hanpumep. /MimeeTcsa B Buay pabota "Nay" - B.I'./
OHM MpOCTO [enaloTcs CBETOM. 1 OYEHb XOPOLLO MOMHIO, Kak
A UX genan. Y MeHs 6bs10 OLyLLEeHNe, YTO A AeNal HacTosLlme
o6naka. M TO4HO 3Han, YTO A BUXY CBET, KaK OH UAET, N NPSMO
nonyyaercs obnako. B cywHocTM A Begb NpesMETOB He Aenato
HUKorga. MHe oyeHb MPUATHO, YTO S HWYErO He pUCylo npea-
METHO. f1 Bcerga CBeT puCyto, U nonyvaetca npeamet. U korga
OH NoJlyyaeTcs, MHe Bcerga ObiBaeT O4eHb HEOXMAAHHO : HaAo
Xe, npegmeT nonydnncsa! Ho B 3ToM 1 ecTb pafocTb - 6e3 3Toro
Kak-TO CKy4HO fenaeTcs.

. : To, YTO Thbl CKa3aJl - O4YEeHb MHTEpPEeCHO. A CHOBa BCNOMUHA0
CBOli pasroBop ¢ Wnbeli KabakoBbiM. [N Hero Befdb CBET Ha-
CTynaeT Torga, Korga paspyllaeTtcs Bce Buammoe. B Bugnmom
Ana Hero cBeT OTCYTCTBYET. OH roBopuT . 4 BCe BUAMMoe pas-
pylwat, npeofonesalo ! BbIBOXY B CBeT. Y Tebs OTHOLIEHWE K
MUpY MHOEe. MMOCKObKY MUP OCBELLEH, 1 CBET B HEM NPUCYTCT-
BYET, Tbl HE MOXELUb OTHOCUTLCS K HEMY HeratusHo. Tebe He
XO4eTcs ero NpeofosneTb U paspyLUnTb.

B. : HeT, 9 4uyBCTBY}O, UTO MHE BCE 3TO OYEHb AOPOrO, U HET, Ta-
KOW HeraTMBHOCTMW HeET.

. : 9 xoTen 6bl ceilyac BEpHYTLCA K TOMY, YTO S FOBOPW/I O 3a-
KNATUM TBOMMMK paboTamu AyXOB couuanbHocTu. Bee, KTo npu-
X0ANUT K Tebe, KOHEeYHOo, 6narofapHbl 3a TO, YTO Tbl CymMen 3TOT
MUP COUMa/IbHOTO NpPeACcTaBuUTb HE MPOHWYHO, He OTMaxHyB-
LINCb OT HEro, He BbICMESIB, KaK 3TO AenawT, ckaxem, Komap
n Menamung. B Tebe HeT HMYero OT couapTa M OT HACMELLKMU.
MHorve nbiTalTca - Uenas Tpaguuns ecTb Takasa: BaxuuHsH u
[pyrue - otgenarbCcs OT Mypa, B KOTOPOM Mbl XXMBEM, HacMeLl-
Kol. Bce, KTO BMAAT TBOU pabOTbl, MOpPaXEHbl TBOWM OYEHb
Cepbe3HbIM OTHOLLEHMEM K TOMY, YTO Tbl fAenaellb, TBOUM Xe-
NaHvem MoAOoNTM CO BCEM BHMMaHUEM K MUPY, B KOTOPOM Thl
XVBELUb, He OTMaxHyTbCS HW OT 4ero, ¢ YeM 3TOT MUP UMeeT
aeno.

B. : XoueTcs noHATb. MOHATL UMM caenatb BUA, YTO MOHWMA-
ewb. YTob6bl NpoXuTb. B cywHOCTW, Begb BO MHOTOM, fenas
KapTUHY, Aenaewb cebs. B 06LEM-TO NCKYCCTBO - CNOC06 npo-
XUTb.

. : KOHeYHO, HacMellka U MPOHWUS He CMOCOGCTBYOT MOHMMA-
HU0. TBOU paGOTbI - N 3TUM OHW MeHA nopasnin, Kak TOJSIbKO
A WX yBUAEN - OCBOOOXAEHME MOHMMAaHWEM. JTO TO, YTO UAET
OT €BPOMNEWNCKON KNaCCUKWU ;. eC/In Tbl MOHAN - Tbl CBOGOAEH, €C-
N 0co3Han, To ocBoboaunica. OQHaKo Mbl CTa/IKMUBAEMCH U C
LPYrOi TOYKOW 3peHnst . M3BecTHa Touka 3peHus EBr. LUudp-
thepca, Hanprmep, KOoTopas COCTOWT B TOM, YTO €Ciu Tbl BMW-
CblBaellb Mogei, obnagarowmx 6eccMepTHON AyLloi, B KaKoW-
TO MWpP, B KOTOPOV OHW NPUHYAUTENbHO AO0/IKHbI NPUCYTCTBO-
BaTb, 1 MUP 3TOT NpeabsABseLlb 3pUTENO0 CO BCell cepbe3Hoc-
Tbl0, TO, ObITb MOXET, MMEHHO 3TO B KOHEYHOM CYeTe He faeT
3TUM /IIOASM HUKAaKOro BbIXO4A : OHW OKasbiBaloTCcA nopabo-
WEeHHbIMX 3TUM MUpoM. LLnddepe roBopuT gaxe o marmyec-
KOW cune nckycctea # 0 TOM, YTO TBOE MCKYCCTBO rybuTt bec-
CMEepTHble Ayl TBOUX MEPCOHaXel ; 3aMblkasi UX B 3TOM MU-
pe, OHO OTpe3aeT MM BO3MOXHOCTb CraceHus. YTo Tbl MOXELLb

B. : Let me say at this point that the longer | go on working the
less | know my own paintings. Before, | knew a lot about them,
but | bave no longer that illusion. The relationship | have to my
painting lies outside the framework of logic. As soon as | feel
that relationship getting lost | know | have lost the picture. |
have to reestablish contact. It is a dialogue between me and the
painting. It is as if | presented my problem to it, and it shows
me how to solve it.

G. : It seems to me we have talked about this before, and |
believe that the spatial metaphor of human existence is very
important in your painting. That is, existence in volume, exis-
tence in space - authentic existence, as it were. Existence on a
plane is a truncated kind of existence, in which the human figures
cannot move - unauthentic existence, let us say. In your paintings
there is always a certain ambivalence as to the human figures
that live in them. Are they immobilized on one plane, or can they
move in space ? Is it true that this metaphor continues to be
valid for you?

B. : | don't see it quite like that. Apparently what we are talking
about is not a plane but a surface. | am able to see as well a sur-
face in depth, since everything we see does lie on the surface. |
view social existence as a surface. | look on everything visible as
being a surface. And even if we penetrate into something that is
concealed, it is still an interior surface that we see. Nothing else
is given to us. Space, however, is something you hope for yet
you cannot see. As | understand it, the space itself is not a dis-
tance. Of course, the concept of space as such is connected in
my mind with spiritual life, with liberation. The absence of space
is the equivalent of prison.

Another thing that is very important to me is light. Light is a
crucial factor. Everything in the painting is shaped by light.
Resuming you could almost say that light creates everything : it
fashions everything in some genuine form. And so what happens
is that the false world does nevertheless have a relation to authen-
tic reality in which it is lighted, and the light itself is a kind of
hope. That light becomes an analogy for something genuine.
Take these clouds, for instance, ( Interviewer's note : the refe-
rence is to the painting entitled «I am going». * ) They are
actually produced by means of light. | can remember very well
how | painted them. | had a distinct feeling that | was making
real clouds. | really knew that | was seeing light as it moved, and
there were the clouds. Basically, | never paint objects. | am happy
to say that | never portray anything as a mere object. | always
paint light, and what emerges is the object. And when it comes
out | am invariably surprised :there is the object, how about that !
G. : What you say is very interesting. Again | recall my conver-
sation with Ilya Kabakov. He believes that light is present when
everything visible is destroyed : light is absent from that what is
visible. He says . «| destroy everything visible | overcome it, and
| go forth into the light».

Your attitude toward the world is different. Inasmuch as the
world is illuminated and light is present in it, you cannot take
a negative attitude toward it. You have no wish to overcome
or destroy it.

B. : No, | feel that it is all very dear to me, and | haven't any
such negative attitude.
G. : | would like to go back to what | was saying about your



cKasaTb MO MOBOAY 3TOM TOYKWM 3PEHUs, KOTopas [0CTaTO4HO
XOpOLLUO n3BecTHa?

B. : f1 6bl XOTen ckasaTb, YTO M3006paxkalo ATUX MIAEN Kak ce-
65. B cywjHOCTV roBOpPS, 4151 MEHA HET AUCTaHLUMN MeXay MHO
1 n3obpaxaemMbiMn TYT /iloAbMU. MOTOMY 4YTO MHave 3TO Oblna
6bl Kak pa3 MpoHUs, a 3[eCb B CYLHOCTU - OfHW aBTOMNOPTPETHI.
Mockonbky, nomelas cebs B aTy cuTyaumio, 1 OGHOBPEMEHHO
0CBOOOXAA0Cb, MHE KaXeTCsl, 3T0 [O0/DKHO 6blTb OCBOOOXAE-
HMeM u gna gpyrux. '

r- : 9 noHumato Teba Tak : nomewias cebs B 3TOT MUP, Tbl He
ocTaBsfsielb ce6s B HEM. Y Tebs HeT BHYTPEHHEro YyBCTBa, YTO
Tbl BpeAyb CBOeR Aylie, MO3TOMY y Te6si HeT UyBCTBa, UTO Thbl
BpeAVLb aylle ApYrnX Miogein.

b. : Jllogn, KOTOPbIX A PUCYI0, KaK NpaBuio HaxodAaTcsa rae-T1o
Ha Kpaw Mexay MPOCTPaHCTBOM KapTWMHbI U TEM MPOCTPaHCT-
BOM, B KOTOPOM £ Haxoxycb. BoTt, Hanpumep, B "Ynuue
KpacukoBa" nwoanM Heu3BecTHO rAe : Tam, B KapTuHe, uu
3gecb, B 3TOi komHate. OHM Ha camom nepexoge. [Mepsas
KapTvHa, rge MHe yAasiocb NMOMECTUTL YesioBeKa BHYTPb, 3TO
BOT Hartawa /kaptuHa "3uma'"/ OHa pns mMeHs Haubornee
ONTUMUCTUYHAA : Yes/IOBEK HAXOAWUTCA Tam U - HUYEro, BbDKUII.
ONna MeHA HeT B MOMX KapTuHax onacHocTu Ans mogeid. Kak s
cebe He xouy 3N1a, Tak 1 UM He Xouy.

/". * Ha 3aTo BOT 4TO MOXHO BO3pas3nTb : BeAb 15 1ebs onTumnc-
TUYeCKas Hagexfa - Hagexaa, YTo OHM Tam BbIXMBYT. Ho, BbITb
MOXET, KakK pa3 370 BbDKMBaHWE U ry6uT ux aywn. Bbpkueas B
3TOM MUpe, OHW YyTpaunBaloT CnaceHne B MMpe NHOM.

B. : A BbDKMBaHME MOHMMAIO KakK craceHue.

r. : Y 1ebs, 3HauuT, eCTb BHYTPEHHEE OLUYLIEHNE, YTO B 3TOM
MMPe MOXXHO MPOXMWTb C HaeXJOoN.

B. : B CyLIHOCTM rOBOpS, BO BCEX KApPTUHAX, KPOME NnocneHeln,
/"3nma"/ 310 66110 Npobnemoii. NMoToMy 4TO BE3ae Nan CTo-
AT Ha Kpat. HensBecTHO, rAe OHW HaxoAATcsA, TaM Wan 3[echb.
W ecnu yenosek HaxoAuTcA rae-to B rnybvHe, TO HEW3BECTHO
ONATb-TakM, Kak OH Tyga nonan. Tak Besde, KpOMe nocregHein
KapTuHbl /"3nma’/, rae Bce yaanocb HEM3BECTHO KakMMU Cro-
cobamn. Kak y Xapmca : XuU3Hb nobeguna HeM3BeCTHbIMU MHe
cpefcrTeamu.

. : Tbl TOBOPWA, YTO MPOCTPAHCTBO NOAJ/IMHHOIO CyLLeCTBOBa-
HWA - 3TO NPOCTPAHCTBO 3a BUAMMbIM MUPOM, a Tenepb, CKopee,
BO3HUKAET OLLYyLLIEHNE, YTO 3TO NPOCTPAHCTBO BHYTPY KapPTUHBI.
B. 1 HeTt, oHO No Ty CTOpOHY. HO KakK Tyga nonacTb - BOT BO-
npoc.

. : Tak Kak Tyga nonactb?

b. : Kak tyga nonactb? CKBO3b KapTWUHY. Pa3 Mbl roBOpuUM,
YTO KapTWHa - MOAE/Nb MUPA, 3HAYUT, B Heli JO/IHKHO HAaXo4UTb-
ca BCe, YTO ecTb B Mupe. Bce cnaceHne fomkHO 6bITh B Held. He
NOMUMO HEE OHO [O/DKHO MPOUCXOAUTb, @ B HEN.

I ' 3HauuT, HeBMAUMOE TOXEe [O/DKHO ObiTb B KapTUHE?
Bb. : OHO TaM He un306pakeHo. OHO NO Ty CTOPOHY KapTWUHbI.
Kak B Mupe OHO Mo Ty CTOPOHY peasibHOCTW, TaK W B KapTuHe
OHO MO Ty CTOPOHY. T.e. He BNpaBoO, Ha B/IEBO, He BBEPXY, He
BHU3Y - @ UMEHHO MO Ty CTOPOHY.

r. : T.e., Korga Tbl CMOTPULLbL Ha KapTWHY, OHa cama, CBOel
BHYTPEHHEN CTPYKTYpOIi, CBOMM YCTPOMCTBOM, yKa3blBaeT Ha
TO MeCTo B 39TOM Mupe, rAe eCTb BO3MOXHOCTb BbIATU N0 Ty
CTOpPOHY BMAUMOTro. MoXeT 6biTb, 3TO caMO "Moo Ty CTOPOHY"
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works as exorcising the social ghosts. Everyone who comes
to you is grateful, of course, that you have managed to present
that social world without irony and without turning your back
to it. You have not made fun of it in the manner, say, of Komar
and Melamid. Your work shows no trace of sotsart ( social art
or «soc-art» ) or of mockery. Many people try to shake off the
world in which we live by sneering at it : there is a whole tradi-
tion along this line, like Bakhchinyan and others. Everybody
who sees your work is struck by your very serious attitude
toward what you are doing, and by your desire to devote close
attention to the world you live in without turning your back on
anything that has to do with it.

B. : One wants to understand. To understand, or to pretend to
understand In order to go on living. Basically, in many respects,
when you create a painting you are creating yourself. Art is a
way of getting through life.

G. ; Naturally, irony and mockery do not facilitate understan-
ding. Your works-are a liberation through the understanding --
and that is what struck me about them the minute | saw them.
This is a direct heritage of European classical art : if you know,
you are free ; cognition is liberation. But we also face a different
viewpoint. Yevgeniy Shiffers, for example, is known to hold the
opinion that if you paint people possessing immortal souls into
a world they are constrained to inhabit, and you show that world
to the viewer in all seriousness, then perhaps in the last analysis
those people are left with no place to go. They are enslaved by
that world. Shiffers even talks about the magic power of art,
and says that your art has a disastrous effect on the immortal
souls of your human subjects : by confining them to this world,
your art cuts off their escape route to salvation. This is a rather
well-known viewpoint and I'd appreciate your comment on it.
B. : | would like to say that | portray these people as though |
was portraying myself. Essentially, to my understanding there is
no distance between myself and the people | paint. Because
otherwise there would be indeed an irony, whereas what you
have here is just a series of selfportraits. By placing myself in
that situation, | free myself. At the same time it seems to me
that the others should experience the same liberation.

G. ; If I understand you correctly, this is what you mean : you
place yourself into this world without leaving yourself in it. You
have no inner feeling that you are doing harm to your soul,
because you do not feel that you are harming the souls of others.
B. : As a rule, the people | paint are situated somewhere on the
border of the space of the painting, between that space and the
space | occupy. In «Krasikov Street», for example, you cannot
tell where the people are - in the picture or right here in this
room. They are at the very point of transition. The only picture
where | succeeded in putting a human figure into that internal
space is the «Winter» with Natasha in it. | think it is the most
optimistic of all : she is right there, but she has survived anyway.
| see nothing dangerous regarding the people in my paintings, i
wish no harm to myself or others.

G. ! There is one possible objection to that. It is your optimistic
hope that they will survive. But maybe it is that very survival
that destroys their souls. By surviving in this world they lose their
chances of salvation in another world.

B. : | understand survival to mean salvation.



OHa He NnokasblBaeT, HO MoKasblBaeT TO MEeCTOo, Yepe3 KOTOpoe
Tya MOXHO nonactb. TUM-TO, KOHEYHO, TBOU paboTbl U A0S-
XHbl OTIMYATLCA OT PaboT NepenBVXHUKOB, 4e Takoe MecTo
He yKa3blBaeTcs.

B. : OgHO BpemMsA A AeknapaTtvBHO CTPOWI KapTUHY MMEHHO
Takum obpasoM. ITo n ceityac npucylle MomMm kapTuHam. Kap-
TWHa TaK cTpouTcs. Ho OHa y)Xe He CTaHOBUTCS HarfsgHbIM Mo-
cobvem.

[. : 3T0 He gaHo B BMAE OYEBUAHOrO Npuema, Ho TeM He MeHee
3puTeNb OO/HKEH 3TO YYBCTBOBATb.

B. : B MOMX KapTUHax NPOCTPAHCTBO MNOCTPOEHO Kak 6bl NOMU-
MO durypbl YesioBeka. YesnoBek Kak 6bl XMBON. OH TOSIbKO
4yTO MpuLLen, a KapTuHa yxe 6blna. Bapyr yenosek Tam BCTas,
CMOTPUT - 1 Huyero. OH OTOMAET - KapTUHa ocTaHeTcs. Peub
ngetT o TOM, 4YTO Jaxe B 3TOM MUPE MOXHO OCTaTbCA 4esioBe-
KOM, MpobbITb, NPOXWTb. 34eCb BUAHO, YTO C KpaloLlka, rae-to
OYeHb Hepasieko, npotonTaHo u4to-To. OHO BCe-Taku Tam.
. : Mbl ceilyac, kKorga roBopuM 0 TBOEM MCKYCCTBE, FOBOPUM
0 Takux BOT NOCNefHNX coLpeanunucTckux Belax. Ho gns tebs
TBO TBOpYecKWii NyTb - MyTb 6€3 paspbIBOB WU ecTb Yy Tebs
oLlylUleHne nepenomMa?

B. : Y MeHs ecTb # nepenioMbl. MHOTO 6blf10 C/IOXKHbLIX MOUCKOB,
MHOrO Tep3aHuii BCAKUX. HO c onpefeneHHoro BpeMeHU ecTb
OLLyLLIEHNe TaKoro nyTu.

. : A C Kakoro BpemeHu?

B. : A HaumHalo cumTaTb CBOK PabOTy CBOEN, He YYEHNUYECKOW,
c 63 roga. 4 ponroe Bpems Nocjie 3TOro ele 3aHumMasicsa no-
BEPXHOCTAMU, HO Y MEHSI Takoe OLLYyLIEHWe, YTO 3TO OAUH NyTb.
CHayana noBepxHOCTM I NMOTOM NPOPbLIB B NpPOCTpaHCTBO. CHa-
yana xenaHve gegopmMauun, HefoBepue K nNpeamMeTy - CO6CTBEH-
HO, C 3TOro MMMysbca BCe Hayasnocb. IATO Kak y [nartoHosa :
KyK, a XyK, a Tbl KTO B CyLLHOCTN? YTO e 3T0 Ha camoM fene
3a npegmet? Ho okasbiBaeTCs, YTO KOrja BCKpbiBaellb NMoBepXx-
HOCTb, TO BCe TakK e ocTaeTcsl cnpsiTaHHbIM. Yem 60sbLle ye-
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NIOBEK BMeLUMBAETCS, TeM 6oJiblle OH NPOCTO BHOCUT CBOE OT-
HOLEeHWe, U TEMOW OKa3blBaeTCs He 3TOT MUp, a ero CO6CTBEH-
HOe OTHOLWIEHME K 3TOMy Mupy. Mo3TomMy 3Ty YacTb Moeit pabo-
Tbl MOXHO paccMaTpuBaTb Kak fIOXHY0. Ho Ansi MeHsi oHa 6Gbl-
na BaXHOM.

r. : MoaTomy Tbl gymaellb, 4TO BCe GO/bLUMIA OTKA3 OT 3TUX
AedhopMUpyOLWMX BUAMMOE NPUEMOB CBSA3aH C TBOUM BCe 60/1b-
UMM XeNaHMeM OTPELUNTLCS OT CBOE CYyGBLEKTMBHOI No3uumun?
B. : f1 BCe Bpemsa 4yBCTBOBa/I, UTO Npo6G/iemMa OKa3biBaeTCs He-
TPOHYTON. A TOMIbKO MbITA/ICS €e Moimatb, U BAPYr OKasbiBa-
NIOCb, YTO OHA He MPUYEM, B peyb MAET TOSIbKO 0 MOEM K Heii
OTHOLWEHMN. U 7 ONsiTb OKa3blBatoCb B MOJIOXEHWUU YesloBeka,
KOTOpPbIA He 3HAET, Kak XWTb. MHE-TO HY)XXHO 6bl/10 caenatb Ta-
Ky KapTWHY, YTOGbl OHA MOMOrasia MHe XWUTb.
. : EcTb Takoli u3BeCTHbIi No3yHr yccepns
Xosorn3ma. BbIxog K caMuMm Bellam.

B. : Hy fa, peuyb Toraa nowsna o6 ocHoBoMolaraloLmx Havanax
W puTMax camoil KapTWuHbl. B KOHLE KOHLIOB, MPUWLLIOCL 3a-
HATBLCS €10 ; a C YeM Xe 5 MMeto Aeno? A He MOry BHECTU B Kap-
TUHY MexXaHN4YeCKn CBOW BRe4vat/ieHnud, NOTOMY 4YTO KapTuHa
YTO-TO MPMHUMAET, a YEero-To He MPUHMMAET, Ha BCE OHa pearu-

. OTKa3 oT ncum-

G. ; Inwardly you feel, then, that with hope one can go on living
in this world.

B. : Essentially, that was the problem in all of my pictures except
the last one ( «Winter» ). Because everywhere the people are
standing at the edge. We don't know where they are - whether
they are here or there. And if a person is deep down somewhere,
again we don't know how she got there.

G. : You have said that the space of authentic existence is the
space beyond the visible world. Now, it would seem that it is
the space within the painting.

B. : No, it is on the other side. But how to get there - that is the
question.

G. : So how does one get there ?

B. : How ? Right through the picture. Once we say that the
painting is a model of the world, it is obvious that the picture
must contain everything contained in the world. All of salvation
must be in it. Salvation must occur inside the painting and not
apart from it.

G. : So the picture must also contain the invisible ?

B. : It is not depicted there. It is on the other side of the painting.
Just as in the world it is on the other side of reality. Neither
left nor right, neither at the top or at the bottom, but on the
other side.

G. : In other words, when you look at a picture, its internal struc-
ture and its composition indicate the place in this world where
there is a possibility of penetrating to the other side of what is
visible. Maybe it does not really show that «other side», but it
shows the place through which you can get there. This, of course,
is one of the features that should distinguish your work from
that of «The Wanderers»

B. : At one time | made a special point of painting like that. And
that aspect is still present in my pictures. That is how | construct
my paintings, but they are no longer visual aids.

G. : It is no longer present as an obvious technique, but none-
theless the viewer should sense it.

B. : In my paintings, space is constructed apart from the human
figure. The person is practically alive. He has just arrived, but
the picture was already there. He suddenly appears, looks
around, and it makes no difference. He goes away and the picture
remains. The point is that even in this world it is possible to
remain a person, to stay a while and to survive. Here you can
see that along the edge, quite close at hand, something has been
trodden down. But still that something is over there.

G. : Right now, when we talk about your work, we are speaking
of your later things in the style of «socialist realism». Do you
see your creative development as having no break, or do you
sense any turning point ?

B. : | have had my turning points, too. | have had my difficult
searchings and many desperate moments. But at a certain point
| sensed that | had found my way.

G. ; When was that ?

B. : As of 1963 | began to regard my work as truly mine and not
as the work of a mere learner. For a long time afterwards | con-
tinued to be preoccupied with surfaces, but | have the feeling
that it was all one line of development. The surfaces came first,
and then the breakthrough into space. At first | was interested
in distortion : | did not trust the object - and from that impulse
everything began. What exactly is the object ? But it seems that,
even when you breakthrough the surface, everything still remains
hidden. The more man intervenes, the more he simply introduces
his attitude ; and the theme proves to be not this world, but
rather his own relationship to the world. That part of my work
may therefore be regarded as spurious. But for me it was im-
portant.

G. : So you think that the reason why you have got farther and
farther away from techniques of visual distortion is related to
your growing desire to abandon your subjective stance ?

B. : | had constantly the feeling that | had not yet come close to
the problem. | was simply trying to grasp it, and suddenly | rea-
lized that the problem itself was not at issue, but only my attitude
toward it. So again | find myself in the position of a man who
does not know how to live. What | have to do is to paint the
kind of picture that will help me to live.

G. ; A well-known saying of Husserl relates to rejection of
psychologism : go to the things themselves |



PYeT No-pasHOMY - 3HaYnT, B KOHUE KOHUOB, HAAO0 pasobpaTbCA
8 3T0M. Mprwnock 3aHATLCA 3TUM -Kakoe-To BpemA. U BOT OT-
YeTNUBO BLIACHUNNUCL OCHOBONONAarawwme puUTMbI camou Kap-
TMHbI, 1 0KA3anoCkL, YTO OHWU OYEHb BaXKHbI ANA NOHUMAHWUA MU-
pa. “TOpu30HT" OKasancA ANA MEeHA BO BCEX CMbICNAX OYeHb
BaXKHbIM.

I. : Boobwe Bce TBOM KOMMO3WUUM - TPAAULUMOHHbIE, UEHT-
panbHble. Y Te6A NOCTpoeHWe KapTUHbI O4eHb KnaccuyHo. U A
AYMaio, 4TO 3TO B NepBYI0 OYepeab OCTaHaBNMBaeT BHUMaHue.
WmeHHO 3TO OTnuuaeT ux ot paboT nepeaBUXHUKOB M He AaeT
OTOXAECTBUTb UX C runeppeanuaMom, XOTA B TOM, KaK Tbl
obocHoBan cBoe HeBMeLWaAaTeNbCTBO B BU3yanbHbii 06pas, ecTb
MHOro obuwero ¢ runeppeanu3aMom. ITo WX OYeHb YETKOe CTPO-
eHue, UX KNacCUUMCTCKaA OpraHW3auuA OTCbiNaeT K CamMoMmy
TPaaMUMOHHOMY eBPONeMCKOMY OCO3HaHWIO KapTUHbI, CAMOro
¢hakTa KapTUHbI, B OTAMYME OT CNY4YalHO 3ahMKCUPOBAHHOIO
o6nuka peanbHocTu. Cpa3y nNoHuMmaewsb, 4TO MMeewsb AENO
WMEHHO C KapTUHOW, T.e. C YeM-TO 3aBepLUeHHbIM B cebe. Bca
KapTUHa NOAYMHEHA LEeHTPanbHOW opraHusaumu. Tonbko cam
NepcoHa)x HapoYHO CABMHYT B CTOPOHY. 3TO U Aaenaert ero 8
KapTuHe Kak 6bl NUWHUM, Heo6A3aTenbHbiM. OH Npuwen B 3a-
BEPLWEHHbIW MWUP KapTUHbI W3 MUPA CNYYalHOro, ¢ BOAM.
6. : Beab ANA MeHA KapTuHa CyulecTBYeT A0 BCAKOro n3obpa-
»keHuA. Mpexxae Bcero ecTb KapTUHa - 6enbivi YeTbIpeXyronbHUK.
I : T.e. KapTUHa KaK KOHCTPYKUMUA.

6. : [la, kak AOM, B KOTOPOM Y>ke xMBYT. Ecnu Mbi Bbe3xaem
B KBapTupy, OHa He NYCTaA - HARO KOro-TO M3 Hee NepecenunTsb.
[eno B TOM, 4TO B KapTuHe BCe pearupyeT : KaXKAaA TOYKa pea-
rupyeT no-pasHoMy. KapTuHa yxxe ecTb ¢ CaMOro Hayana, a no-
TOM R HaynHalo Ha Hel pUcoBaTb.

I. : Ota TBOA KapTUHA - OHA OYeHb KnaccuumncTuyHa. Toi Npex-
Ae BCero OpueHTUPOBAH Ha KapTUHY, B OTAUYME OT MOMEHTaNb-
HOro BNEYaTNieHMA OT XU3HW, 1 Ha MUP KaK Ha ULEeNOCTHOCTb, B
OoTAnYMe OT CNYYalHOro BNevaTneHnA oT Mupa. ATO U OTNnvaeT
KNnaccuumsm OT peannucTUYecKux Unu 6apouHbIX HanpasneHun.
6. : la, B cywHOCTH, BCe cTOlOWEee BHUMAHUA - B KapTuHe. 06-
pa3a Kak 6bl HeT, NOTOMY YTO 3a NpeaenamMn KapTuHbl Boobuwe
HUYEro Her.

I. : 470 Tbi MOXewb CKa3aTb 06 3TUHECKOW CTOPOHE KAPTUHbI,
O KOTOPOM Tbl YNOMAHYS BHayane B CBA3N ¢ PaBOpCKUM?
b. : AnA MmeHA 6enoe, YepHOe, BCe NpeaMeTbl, KOTOPLIMU A NOSb-
3y10Cb UMeIoT onpeaeneHHoe 3Tudeckoe 3HavyeHue. Hanpumep,
BbI6Op UBeTa He MOTUBUPYETCA 3CTETUYECKO CTOPOHOK aena.
Al KaK-To oyeHb Beplo, YTO ecNM NONYYUTCA, TO GyaeT Kpacuso.
byaetr npaBunbHo - 6yger Kpacuso. Bui6op useta Bcerpa
nmeeT 3HaveHne. Kaxabii uBeT HeceT KaKYlO-TO Harpysky.
I. : T.e. Bce KOHCTPYKTUBHbIE 3NE€MEHTbI KapTUHbI ANA Te6A
CBA3aHbl C KAKUMU-TO CUMBOSIMYECKUMU DYHKUNAMU B KYNb-
TYpe, ¥ Tbl BCe BpeMA yuuTbiBaewb 3T0. Boobuwe, MHe KaxeT-
CA, YTO ABNEHUA 6ONLLIOro CTUNA NPOAUKTOBAHbLI HE BKYCOM.
Bonbuwoe nckyccteo Bcerna NPOAMKTOBAHO 3aMbICNIOM 3a Npe-
Aenamu nnyHOro Bkyca. OHO OCHOBbLIBaeTCA Ha KOHCTPYKTUB-
HOM ¥ BHE3CTeTUYECKOM NpuHuune. Tbi, KCTaTW, HUKOrpa He
odopMNAN CBOWM B3rnAAbLlI HA KapTUHY B BUAe TpakTarta, Kak
370 Aenanu, Hanpumep, Xy A0XHUKKU Bo3aporxxaeHuna?

6. : A nbitancA, n Bceraa 3To NONYYaNoOCh TaK MHOrO3HaYK-
TeNbHO, YTO MEHA HaYMHaNo TOWHUTL, U A Gpocun.

I. :Torpa ewe aBa Bonpoca. CyuiecTBytoT nu B MockBe Kakue-
TO XYAOXHUKM, KOTOPble Ha Te6A BAUAIOT, KOTOpble Te6e Hpa-
BATCA?

6. : A 3Ha Kak 6nM3Kux MHe xyaoxHukos Onera Bacunsesa
n Unbio Kabakosa n BAuAHUE MX YYBCTBYI NOCTOAHHO. Onpe-
AeneHHble CUMNATUK A YyBCTBYI0 K CBewwHWKOBY, 0CO6eHHO K
aro paHHum paboram. Ho u ceityac MHe HPaBUTCA TO, YTO OH Ae-
naet. MHe nnTepecer lWiBapumaH, KoHeYHO, U, Noxanyn, Beic-
6epr. HazoBy 3Tux Tpex.

I. : MocnepHni BONPOC, AOCTAaTOYHO TPafULUOHHBIN ANA Tene-
pewHero pasrosopa : 06 oTHOweHUU TBoem K Bepe. CBA3bI-
Baelwb NU Tbl CBOE UCKYCCTBO C BEpOW ?

6. : A pymaio, 4TO BCe NioAN BepyloT, U A He NOHUMAIO HeBe-
pylowero yenoseka. MHe KaxkeTcA, YTo 63 3TOro NPaKTUYeCKH
HEBO3MOXKHO XWUTb. A UYTO KacaeTCA CaMO XYAO0XXeCTBEeHHOM
NPaKTUKKU, TO 3TO CNOXKHbIM BONPOC, MOXKET 1N XKMBONUCH 6bITb
penurnosHon. PenuruosHaA KapTuHa BO3MOXXHA KaK 4yAo, HO
MOXKET N OHa CYLIEeCTBOBAaTb KakK 3aJaHHOCTb - NPOCTO He 3Halo.

B. : Well, yes, the issue then was the fundamental principles and
the rhythms of the picture itself. In the final analysis it was neces-
sary to tackle that : just what is it | am dealing with ? | can’t
simply insert my mechanical impressions into the picture, because
the picture accepts some things, so that ultimately one has to
figure it out. | had to spend a certain amount of time doing that.
And then the basic rhythms of the picture itself came clearly to
the fore, and they proved to be of great importance for under-
standing the world. This is how it happened. «Horizon» turned
out to be very important for me in every respect.

G. : Generally speaking, all of your compositions are traditional
and centrally oriented. You have a very classical way of cons-
tructing a painting. And | think that this is the first thing that
arrests attention. This is what distinguishes your works from those
of «The Wanderers» and keeps them from being identified with
hyper-realism, although you have much in common with the
hyper-realists in the way you substantiate your non-intervention
in the visual image. Their clear structure and their classical orga-
nization derive from the most traditional European conception
of the painting -- the very fact of a painting, as distinct from an
image of reality that has been captured and fixed by chance.
Immediately you realize that it is precisely the picture you are
dealing with, that is, something complete in itself. The whole
painting is-a subject to central organization. Only the human
figure is intentionally shunted off to one side, what renders it
superfluous and arbitrary in the picture. The person has come
into the finished world of the picture out of a world of contin-
gency and freedom.

B. : For me, you see, the picture exists prior to any depiction.
That white rectangle exists before the objects are painted into it.
G. : You mean the picture as a construction.

B. : Yes, like a house that is already lived in. If we move into an
apartment, it is not empty : someone else has to be moved out
of it first. The fact of the matter is that everything in the picture
reacts. Each point reacts in its own different way. The picture
exists from the very outset, and then | begin to paint on it.
G. : Your painting is pretty classicistic. You guide yourself first
of all by the picture, rather than by a momentary impression
life, and by the world as an integral whole as distinct from an
accidental impression of the world. This is what distinguishes
classicism from the realist and baroque schools.

B. : Yes. When you come right down to it everything worth
paying attention to is in the picture. It is as though there were
no image, because there is nothing at all outside the confines
of the painting.

G. : What can you say about the ethical side of painting, which
you mention earlier in connection with Favorsky ?

B. : In my opinion, there is a definite ethical significance in black,
in white, and in all the objects | use. For example, choice of
colours is not motivated by aesthetic considerations. | very
much believe that if it turns out well it will be beautiful. If it is
right it is beautiful. The choice of colours is always important.
Each colour is charged with meaning.

G. : That is to say, you see all constructive elements in the pic-
ture as being linked to some kind of symbolic functions in cul-
ture, and you always take that into account. In general it seems
to me that manifestations of great style are not called forth by
taste. Great art is always governed by intent transcending the
limits of personal taste. It is based on a non-aesthetic construc-
tive principle. Two more questions. Are there any artists in
Moscow who influence you, whom you like ?

B. : | know Oleg Vasilyev and llya Kabakov. They are close to
me and | am constantly sensitive to their influence. | find
Sveshnikov definitely congenial, particularly in his early works.
And | still like what he does. | am interested in Schwartzman,
of course, and also in Weissberg.

G. : Last question. A fairly traditional question for this type of
conversation, regarding your attitude toward faith. Do you make
a connection between your art and faith ?

B. : | think that all people believe, and | do not understand
non-believers. It seems to me that it is practically impossible to
live otherwise. As for artistic practice, that is a complicated
question -- whether painting can be religious. A religious painting
is possible as a miracle, but | simply do not know whether it
can exist as a given or pre-specified quantity.

@



J1. CoKoB :
Moxap, 1975
macsisiHasa Kpac
Ka, [epeBso,
aneKTponaMmna
77x41x20

L.Sokov :
Pure, 1975

oil paint wood,
bulb
77x41x20



leonid sokov
JleoHNa COKOB

Pogunca B 1941 r. B Kanwu-
HUHCKOW obnacTw.

C 1956 no 1961 r. yuuncsa B
MOCKOBCKOWN Xy[0XXeCTBEeHHOW
wkKone, ¢ 1964 no 1969 — B
MBXIY (6.CTporaHosckoe). C
OKOHYaHMEM yuunuia Havan
pabo TaTb CaMO CTOS Te/bHO.

OpraHnsaTop HeodmLnanibHoM
BbICTaBKW Fpynnbl XYyOOXHU-
KOB B CBOEM aTelbe B Mae
1976 r. YyacTHUK BueHHane B
BeHeuun, BbiCTaBokK B Jlogw,
MwunaHe, TypuHe (WTanus}, ben-
nnH30He (LBenuapus) n Boxy-
me (PPI).

Born near the city of Kalinihe

(centrai Russia) in 1941. He
studied art in the Moscou Art
School then in Stroganov's

Art Academy. He organized an
unoficiat exibition in his studio
in 1976, May. He took part in
some exibitions in the West :
la Biennale di Venezia, the
exibitions of Lodi, Milano, Tu-
rino (ltalie), Bellinzona (Swit-
zerland), Bochum (GFR).

Ha ero ckynbntypax Bcergja MHOMO TPELUVH,
OepeBsiHHblIE KYCKW M/10X0 NOAOrHaHbl ApYr K
Apyry, rpy6o nokpatlleHbl /Kpacka mectamu o6-
nynnveaeTcs/, a ecnu B NpousBefeHnUn yyacTBy-
10T 3N1eKTpuYecKne mMexaHuambl, TO UX HecoBep-
LLIEHCTBO O4YEBUAHO: OHM O6bIYHO CKpPUNAT, Aep-
raloTcsi, BpeMsi OT BpeMeHU UX 3aefaeT, aBTopy
BO BpeMs WX [AEeMOHCTpauuy npuxogmtcsa noa-
TaNkuBaTb nasibLlemM ABMXyLMeca AeTaam, Mo-
npasndaTb nposoja. J/inwb Bely, BbIKOBAHHbIE
U3 MeTa/ina He BbI3bIBAOT COMHEHUS B CBOEW
NPOYHOCTU: cAeNaHbl OHWU COMNAHO, C FPy6oit K
[0OPOTHON y6eanTenbHOCTLI0, KakK mMebenb B A0-
Me CobakeBuya. Cam aBTOp CMeeTCs Haj Tewm,
YTO OH HasbiBaeT “"(hopMasibHbIM COBEpPLUEH-
CTBOM", A/11 HEFO OHO "BOBCE He 06s3aTeNnbHO".
Hy, a pa3 Tak, T0 "Xopowu Bce cpencrsa, Bce
mMatepuasbl, NMLb 6bl OHU AABa/IM BO3MOXHOCTb
Hanbosiee NOJIHO BbIPa3uTb naek". ITak, cKynbn-
Topa npexie BCero WHTepecywT uiaeun unu, Bbl-
paxasicb Ha ero ssblke, — "MUdbI".

Hayan CoOKOB Kak CKy/NbnTop-aHUMasInCT. 370
JaBanio emy 60/blLUy0 cBOOOAY B NacTUHECKOM
novucke, ¢ MUPOM 3Bepeil OH 4YyBCTBOBas cebs
cB060AHO 1 yBEpeHHO. C MepBbIX Xe npounssese-
HWIi 0BHapyXunBaeTcs ero NboBb K MaTepuany,
B KOTOPOM OH paboTaeT. KOBaHHbIN meTann, Ko-
BaHHbI [0/r0, C BUAUMbIM YAOBOJ/IbCTBUEM, [€-
peBo, pacnusieHHoe, MPOCBEP/IEHHOE, CKOJSI0YEH-
HOE W/n CK/IEEHHOe, TUMC UWIN Kepamuka — maTe-
pvan y Hero Bcerja BbiroBapvBaeTCsA caMm, He
xenas ObITb HMYeM Apyrum. llocTeneHHo apce-
Ha/sl ero cpefcTB pacluMpsieTcsi, OH NpuUMeHsieT
thapdhop, niacTtmaccy, Kpackum n XoncT, poTorpa-
v, nanbe-malle, a WHOrga U HaTypasbHble
npeaMeTbl, HanpuMep, CNUYEeYHbI KOPOOOK.

KauyectBa camoro marepuana co BpeMeHeMm OT-
CTynalT Ha 3afHuii NnaH, aBTopy B npouecce pa-
60Tbl Bce 60Mee He TepnUTCS BblpasnTb CBOH
MbIC/b, WAE, CIOXeT. B HekoTopbIX cny4dasx
emMy yxe Heob6xoaMmo CNoBO, TOrga Ha paboTax

In Leonid Sokov's sculptures, you will always
find a lot of cracks. The different pieces of wood
are badly fitted, roughly painted ( in some places
the paint flakes off ). If there is in the piece of
wood some electrical machinery, then its fault-
iness is obvious : it will usually grind, twitch and
from time to time get jammed. Quite often
during the exhibition the author has to help the
moving componants with his fingers and mend
wires. Only sculpture forged out of metal seems
indubitably solid, just like the furnitures in
Sobakevitch's house. The author himself laughs
at what he calls : «a formal perfection», for him
«it's not at all compulsory». But, as it is, «all the
means are good, all the materials, if they give you
the opportunity to express your idea in the most
complete way». So the sculptor is first of all
interested by ideas or to use his own language
by «Myths».

Sokov started as sculptor of animals. It gave
him a great freedom in plastic research. He felt
himself quite free and confident in the animal
world. From the very first works you can see his
interest in the material he uses. With forged metal
for example, he has clearly taken a long time to
hammer it and has done it with obvious pleasure.
Wood is sawn, -drilled, nailed, or pieces stuck
together. Again, with plaster or ceramics, the
material always speaks for itself, content to stand
as such. Little by little, Sokov enlarges the variety
of means he uses : he takes china, plastics, paints
and canvas, photography, papier-maché, and
sometimes objets trouvés such as a match-box.

With time, the quality of the material recedes to
the background ; the author is more and more
eager to express in his work his idea, his concep-
tion of his subject. In some cases, he even needs
to use words, you see inscriptions made from
voluminous wooden letters inserted in the whole
composition such as : «The Hub of The Universe»,
«Golden Heart»... The apparition of motion has

Komnosuvumna, 1972
MeTann
Composition, 1972

meta!
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NOSIBMAIOTCA HaAnucu, AepeBsHHbIMU OO6BbEMHbI-
MW GyKBaMW Ha30MIMBO BXOoAslimMe B 0OLLyH
komno3uuuio : "lyn 3emnn”, "3on0T0e cepa-
ye"... CylecTBeHHO HOBbIM B ero pabortax ABu-
CA MOMEHT [BWKEHUSA : HaYau BpallaTbecs rnasa,
BbICOBbIBaTbCA A3blkK /["[Apa3Hunka'/, ctamm
KayaTbCs NasibLibl.

Ho camasa rnaBHas nepeMeHa — AuvanasoH WH-
TepecoB CKy/fbnTopa BAPYr pasfBUHYICA, 4TO
Ha3blBaeTcs, 40 pa3MepoB BceneHHoW. OH BECb B
asapTte 3axBaTblBaHWUA HOBbIX HEOTKPbITbIX Ma-
TEpPUKOB, TMOJIOH >XXenaHus wusobpaxaTb "He-
n3obpaxaemoe", aenatb CKy/IbNTYPbl HA TEMbI Y
CHOXETbl /11 CKY/IbMTYPbl, Kasanocb 6bl, MPOCTO
HeBbINO/IHMMbIE. B BUAe nponsseneHnst MCKYCCT-
Ba OH bGepeTcs npeacTaBuTb GyKBasIbHO BCe: U
TaKyl XUTENCKY0 Mesiovb, Kak "KameHb, 6po-
LIEHHbI B MeHA", 1 Takoe Aa/IeKO He KOHKpeT-
HOe noHATMe, Kak "Yron 3peHus”, n Takme BOSA-
Hble 6acceiiHbl, kak "O3epo Baiikan" n "UepHoe
Mope" 1, xBaTas 3Be3fbl NPAMO C Heba, MOXeT
BblNienuTL cBOO "BonbLiyto Megseaunuy".

[na CokoBa "o6nactu, KOTopble 3aTparveaeT
COBPEMEHHBIA XYO0XXHUK OYEHb pPa3HO0bpasHbI,
TONIbKO XY[OXHUK O0/HKEH OTHOCUTBCA K HUM
He KakK COLMONOor Wan NOJINTUK, a UMEHHO Kak
XYOOXHUK. BaxHo cnpoBouMpoBaTh 3puTens Ha
nepeoLeHKy TOro WM WHOro SBMIeHWs, 3acTa-
BUTb €ro AymMaTb U [Aenartb BbIBOAbI N0 MOBOAY
3TUX SIBMIEHWIA, HE HaBsA3bIBasi €My CBOK TOUKY
3peHunsa".

Bcerga ¢ upoHueii, nHorga ¢ capkasmom, MHO-
rga ¢ AobpoAyllHbIM HOMOPOM — paboTbl €ro
CpOAHV Mpou3BefeHsIM HapOAHOro TBOpYeCTBa.
ToT xe 6/1eck haHTasuu, Ty Xxe APKOCTb, HEOXNU-
[aHHOCTb U OCTPOYMHYIO KOHCTPYKTUBHOCTb
B MOCTPOEHUN BELLN MOXHO BCTPETUTb B KPECTb-
SAHCKOW urpywike, B sipMapo4yHOM 6asnaraHHOM
aTTpakumoHe...

W.LL.

been a real new step in his works, eyes start to
revolve in orbits, tongues to lean out ( for example
in the «Teaser» ) and fingers to swing.

But, the most important change has been that
his scope of interests suddenly opened itself to
what could be called the dimensions of the
universe. With passion, he tries to capture un-
known continents ; he is overwhelmed by his
longing for expressing the «inexpressible», to
make sculptures on themes or subjects which
would seem just unrealisable in this discipline. He
undertakes to make a work of art out of practi-
cally anything : from such trifles of life as «a
stone thrown at me», to such an abstract notion
as «The visual angle», making water pools like
«Baikal Lake» or «The Black Sea», and taking
the stars directly from the sky he shapes out of
them his «Great Bear».

In Sokov's view, «the areas touched by a con-
temporary artist are very different, but the artist
has to treat them as an artist not as a sociologist
or as a politician. It's important to provoke the
public and to force it to reappraise one or another
phenomenum, to force it to think and to draw
conclusions from these phenomena, but you
don't have to thrust on it your own opinion».

His works always ironic, sometimes sarcastic or
penetrated by a good-natured humour can be
related to popular art. You will find the same
sparkling fantasy, brightness, unexpectedness and
witty structure in the building up of things such
as toys made by peasants or fair show-booths.

I.S.
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1. YepHoe mope, 1977

CMellaHHasA TexHuUKa

1. Black Sea, 1977

mixed techniques

MNepe6bUHTOBaHHbIE
cepaua, 1976
Kepamuka
25x25x14

Bandaged hearts,
1976

ceramics
25x25x14

Bonblias Measeanua,
1976, oepeBo, Kpacka
20x45x7

. Stars Big Bears, 1976
oil paint wood
20x45x7

Yron 3penus, 1977
[epeBo, Kpacka

4. Visual angle, 1977

oil paint wood

5. Metizax c o6nakamu,

1975, kepamuka,
[epeBo, Kpacka
35x47x9

5. Landscape with clouds,

1975, ceramics, oil
paint wood
35x47x9

6.03epo bavikan, 1975
thapcpop

6. Lake Baikal, 1975
porcelain

7. YentocTb, 1977

mMeTann

7. Jaw, 1977

metal!

8. Nonocywuwme, 1977

thapdop

8. Voting, 1977

porcelain

3.04Kkun, 1976

[epeBo, Kpacka

9. Spectacles, 1976
oil paint wood



francisco infante
PaHUMNCKO MHMAHTI

Hap pelicTBMAMM 0CBOEHMS (DOPMbl CTOUT Ye-
noseveckasn haHTasus, MHTyMUMa W BoOOLLE Bce
He3blb/IeMoe 1 BEYHOe, YTO HEe3aBWCMMO OT Ha-
LWIMX YCTPEMSIEHWIA ocTaeTcs MOCTOSAHHbIM. Ho
camM0 [eiicTBME OCBOEHUS (DOPMbI, KOrga OHO
COMpPSHKEHO C NPOLLECCOM 06bEKTMBaLUMN, COMpsi-
XXEHO, CNefoBaTeslbHO, U C TEXHOJIOTMEN.

Cnoso "MICKYCCTBEHHOCTbL", npexae
BCEro, BMellaeT B Ce6S CMbICA SIBMIEHUS, MNpU
KOTOPOM OCBO€EHME HOPMbl CTPOMTCA HA UCMNOSIb-
30BaHUN TEXHOJTIOTMYECKNX BO3MOXHOCTEN.

VckyccTBEHHOCTb onpegeneHne, KoTopoe
BKNtOYaeT B cebsi 3HauyeHue MCKyccTsa u, B TO

1

Xe Bpemsi, paclumpsieT hopMasibHy CTPYKTYpY
WCKYyCCTBa, MEHSAS B3aMMOOTHOLLUEHUE ero (uc-
KyccTBa) (OpMasibHbIX CLEMMEHWA. B 3TOM n3-
MEHEHNN (DOPMasIbHOW OCHOBbI "[AOTEXHOOI-
YecKoro" UCKyccTBa U COCTOUT 3HA4YEHUE UCKYC-
CTBEHHOCTU. OCOBEHHOCTb Hallero BpeMeHW Ta-
KOBa, YTO TEXHOMOMMSI TakK WU UHa4ye NMeeT 3Ha-
ueHne B (hopMMpOBaHUM 06pas3a Hallero AeicT-
Bus, Gyayuyun, npu 3TOM, cama cchopmupoBaHa B
pesynbTaTe B3aMMHOIO COOTBETCTBUS METOLO-
NIOTUIA N KOHKPETHbIX [AOCTWXEHWI Hayku, uc-
KyccTBa, gamnocodmm.

MpUHUMNBLI  MCKYCCTBEHHOCTU OCMbICNSA/INCH
Ha pybexe c un3o6pasunTencHbIM. W ceillvac Het
aKTyaslbHOro [elicTBMA B WUCKYCCTBE, KOTOpPOE
6b110 661 CBOGOAHO OT BAUAHUA TEXHOsOrUK. A
roBOPH He 06 OTPaKEHHOW TexHoMormm (MOXHO
HapucoBaTb CaMOsIeT WM pakeTy, HO He Bblpa-
3UTb COBPEMEHHOCTV HU Ha KOTy...), a 06 y4yac-
TN TEXHOMOTNN B UCKYCCTBEHHbLIX MOCTPOEHUSX.
MpumeHUTENbHO K M306pasnTenbHOCTU, Kak ca-
MOCTOSITE/IbHOMY CMOCOGY BblpaXKeHUs1 B UCKYC-
CTBe, YMECTHO 6yfeT ckasaTb, YTO OHa ocTajacb
no Ty CTOPOHY WCKYCCTBEHHOro. [lpucyTtcTeue
N306pa3nTeNbHOCTU B UCKYCCTBEHHOCTWU CTasio
Wb CPeAcTBOM, KOTOPOE MNpUMEHSETCA siMbo
Kak npeaBapuTesbHbIN NPOAYKT AeicTBust (M30-
6pasvTenbHas cmkcauns ngen, moicnei u T.4.),
nnéo B Tex, cyrybo WANKCTPATUMBHBIX Cy4vasx,
roe Het goctyna K TEXHOMOrMu, Hanpumvep, B 06-
nactm pyTyposiorMyecknx MnpPoeKToB, B KOTO-
pbIX M306paxeHne ABMAETCA BbIHYXAEHHbIM, HO
camy OHWM He ABNASAKTCA CTAHKOBbIMWU MpOU3Be-
AeHnAMKU, a Nuilb UNarcTpaunamin. |/|TaK, BCe,

Human imagination and intuition stand ideally
superposed upon mastery of form, as does all that
is constant and eternal or otherwise independent
of our particular strivings. Formal mastery, how-
ever, when tied to the project of objectivization,
is necessarily linked to technology.

The term «artefacticity » can be construed, first
of all, as referring to the phenomenon whereby
mastery of form is attained through use of oppor-
tunities offered by technology.

For purposes of definition, artefacticity like-
wise includes art as a semantic element, while as
the same time denoting an enlargement of the
formal structure of art and a shift in the mutual
relations of its formal workings. The meaning of
artefacticity is to be found in these changes as
they operate on the formal basis of pre-technolo-
gical art. It is a peculiarity of our times that, one
way or another, technology doesplay a significant
part in creating an image of our actions, being
itself formed, meanwhile, in consequence of me-
thodological parallels and interacting achieve-
ments in art, science and philosophy.

The principles.of artefacticity have been under-
stood as occupying a borderline position with
reference to the pictorial. And, even now, no
artistic act can be regarded as unaffected by the
influence of technology. | am not speaking of
reflected technology : you can draw an airplane
or a missile, but there is no way you can possibly
depict Contemporaneity. Rather, | have in mind
the part played by technology in artificial con-
structs. As far as figurativeness is concerned as an
autonomous means of expression in art, then it
must be noted that mere depiction remains
beyond the artefact. The presence of a pictorial

2

quality in that which is artificial has become
simply a means to an end, used either as a preli-
minary product of some action ( the representa-
tional pinpointing or «fixing» of ideas, thoughts
and so on ), or else as a factor in strictly illustra-
tional instances where there is no access to tech-
nology - for example, in the area of futurological
projects, where the representation is forced and
where only illustration rather than easel produc-
tion is involved. Thus, the illustrative nature of
an action is all that pictorial representation can

Pogunca e 1943 r. B CapaTto-
Be. OTel — wucnaHey, mMaTb —
pycckas.

OKOHUMN MOCKOBCKYHO Xy/l0-
XeCTBEeHHYO LWKosy. MocTynaeT
B MBXIY (6. CTporaHoBCKoOe)
Ha pakynbTeT MOHYMeHTaslb-
HOli XMBOMUCK, HO GpocaeT ero
Ha TpeTbeM Kypce.

Co AHA ocHoBaHuA B 1962 T.
rpynnsl "ABMKeHne” cTaHOBUT-
Csl ee Y/IeHOM W 3aHMMaeTCs Uc-
KNIOUNTeIbHO KWHETNYECKNM
MCKycCTBOM. [JanbHelillee TBop-
yeckoe pasBuTuWe NpUBOAUT ero
K yxogy v3 rpynnbel B 1968 r.
C aTOro BpemMeHu, Mpogosmkas
paboTaTb B pamMKax KWHeTu4yec-
KOro WnCKycCcTBa, CO3JaeT ce-
puto  BrioMexaHnYecknx Mnpouns-
BefeHNii B dhopmMe NpoakToB,
MakeTOB MOCTaHOBOK W Mpo-
rpaMmm ONA "KMHETUYEeCKnX
nrp"”. OcHOBbIBaeT HOBYIO pa-
6ouyt0 rpynny, B KOTOPYIO
BXOAAT XYAOXHUKA U UHXeHe-
pbl, TECHO CBfi3aHHble B CBOMUX
nouckax c¢ dwunocohamm un
ncuxonoramu.

YYyaCTHUK  MHOFOYUCEHHbIX
BbICTaBOK Ha 3anage.

Born in Saratov, the Russian
Republic, in 1943. His father
was Spaniard, his mother - Rus-
sian. Graduated from the Mos-
cow Art School, then entered
the Stroganov Art Institute
where he studied mural paintings
In 1962 he left the Institute to
join nearly organized art-group
«Motion)) and devoted himself
to the einetism exclusively.
Having developed his own artis-
tic approach within the group
he abandoned it in 1968 and
mustered up his own working
group, made up both artists
and engineers. They work in
collaboration with philosophers
and psychologists, develope pro-
grams for «cinetic games)) and
series of biomechanical projects
and designs.

Participated in many exibi-
tions in the West.



1-6. KnHeTwuuyeckasn nrpa ">XusHb
TpeyronbHuka".
Kagpbl un3 doTocueHapus
"ApTedakT", 1977

1-6. Cinetic game «Life of tri-
angle)).
Sequences from the scenario
«Artefact)), 1977

Ha 4TO cnocobHa n306pasnTeNbHOCTb B UCKYC-

CTBEHHOCTHW, - 3TO €€ WINIIOCTPaTUBHOCTb ,El,el7|CT-
BUA.
VICKyCCTBEHHOCTb - He HaxoAuTCA B aHTaro-

HM3Me C NPUPOAOH, eC/IN, KOHEYHO, NCKYCCTBEH-
HOe TUNepTponUecKkn He yTUIUTapU3MpYyeTcs,
Kak, Hanpumep, [AOMOCTPOUTENbCTBO B COBpPeE-
MEHHbIX ropogax. BesycrioBHO, Takasa yTunuta-
puzauma 6yaeT NpeofosieHa uyepes peLLEHVE ro-
poAckux npobsiem paccefieHus, Korga ropoga,
6narogapsi Toil e TexHonoruu, 6yayT napuTb B
BO34yXe WM CKpbIBaTbCA B 3eMHOI Kope. B u3-
BECTHON Mepe, WCKYCCTBEHHOE pacKpbiBaeT Co-
JepxaHue npupoaHoro. 1 mMmer B Buay TO 06-
CTOATE/IbCTBO, 4YTO MNpUuMepbl WMNCKYCCTBEHHbIX
MOCTPOEHWIA TaK WM WHaYe MOLENVpPYIOT CKPbI-
Tble B NMpupofe MexaHu3Mmbl ee feicTBusi. B oc-
BOEHUN 3TUX MeXaHU3MOB HaykKa mnaet cBonMun
nyTAMWU, WUCKYCCTBO - CBOMMW. B 3Bonouum 3t
nyTW rae-To0 NepekpeLLBarTCcs, rae-To uayT na-
pannensHo, rae-To, cornpukacasch, TEKYT BMeCTe.

[ns apontoumn opmbl XapakTepeH MpUHLMN
MHOXECTBEHHOCTU, KOTOPbIA CBOAUTCS K TOMY,

achieve within the context of the artefact.

Artefacticity does not stand in opposition to
nature, at least so long as the artificial element is
not utilitailanized on a hypertrophic scale, such
as we see in the case of housing construction in
today's cities. This sort of utilitarianism will no
doubt be overcome when solutions are found to
problems of urban settlement, with technology
making it possible for cities to expand skyward
or to go underground. To a certain extent, what-
ever is artificial discloses the content of natural
phenomena. | am referring to the fact that, one
way or another, artificial constructs are models
exemplifying hidden mechanisms at work in
nature. In mastering these mechanisms, science
and art each go their own separate ways. In the
evolutionary course of things, those paths may
alternately intersect, run parallel to each other,
or even, here and there, converge altogether.
The evolution of form is governed by the prin-
ciple of multiplicity. This can be summed up as
meaning that a form assimilated in the process of
action splits up, as it was, into an infinite series



4yTo B npouecce AeincTBusa ocBavBaemMasi hopMa
KakK 6bl YNeHUTCA Ha GeCKOHEeuHbIli psg BHYTpU
ee. Korga e HacTynaeT KoHel, (CMSHUE C XKN3-
Hblo hopMbI), TOraa Bce 6ecyncieHHoe MHOroo6-
pasvie hopM, ABISBLUEECS B MpoLecce AencTaus,
paccbinaeTcs, ycTynas MecTo TOpXecTBY MOCTU-
XKEHUS.

B Hawwmx wurpax npuHUun auddepeHumaumm
(hOpMbl OYEHb BaXKeH, W Mbl CTapaemcsi akLeH-
TMpOBaTb BHUMAHUE Ha NPUCYTCTBMM 3TOrO MPUH-
uMna B KOHKPETHOM AelCTBMM Urpbl. [JelicTeue
Urpbl CTPOUTCH CMNOHTaHHO, T.e. HenpeaBuAeH-
Hble MOMEHTbI, KOTOpPbIE NMOCTOSAHHO BO3HUKAKT
B npouecce hopmMMpOBaHUA WIrPbl, BPbIBAsACb,
oborawjatoT obLyee gelictere, HanpaBnss ero no
HensBedaHHOMY MyTW, NPOSIBASASCb B [OCTYM-
HOM, HenpegpelleHHOM MHoroob6pasum. B pe-
3y/bTare, CMOHTAHHOCTb DOPMUPYET XW3Hb Wr-
pbl Takol, Kakyr) HEBO3MOXHO npejckasaTb,
HO, B TO Xe Bpemsi, obLiee pPyc/no [encTeus
06yCMoB/IEHO 3aMbIC/IOM aBTopa, r4e npeanona-
raemblii KOHeL, )OpMbl OPUEHTUPOBAH Ha UAeH.
B kOoHe4yHOM cueTe, AeiCTBME, OCHOBaHHOE Ha
npuHumne auvdhepeHumaunm gOopMbl, Ha CroH-
TAHHOCTM CBOEro pas3BuUTUS U Mpecnegyoliee
naeanibHyl0 LUenb, 0OYC/IOB/IEHHYH 3aMbIC/IOM
TBOPUA, - DOPMUpPYET Urpy.

OfHa 13 CTOPOH KOHUEMNUUWN Hallero UrpoBo-
ro AeicTeus, cBOAMTCA K TOMY, 4TOObl co3fa-
Baemasi hopma Hecna B cebe 3apsg Bomnpoca,
yTobbl B HabMAAEMOM AENCTBUMU MOCTOSHHO
NpUCYTCTBOBA 3/1EMEHT yyga. PeHoMeH HeOoObbIK-
HOBEHHOTO, YyAECHOro VMEeT 3HauyeHue nans
YYaCTHMKOB WIPbl; KaK TeX, KTO HemnocpeacT-
BEHHO MPUHMMAET B HEl yyacTue, Tak u Tex, KTo
BUANT OOBLEKTMBHOE OTPaXKeHWe 3Tol Urpbl, 3a-
nevyat/ieHHoV npu nomMowy o6bekTuBa choToan-
napata uaM KMHoKamepbl.

Mrpa, Kak npouecc gencrTeusi, cnocobHa npu-
HeCTW yA0BNEeTBOPEHNE TBOPHECKOMY CO3HAHUIO.
MIrpoBoiA MpoLecc CO3BYYEH TEUYEHMIO XU3HU. A
NPV COBPEMEHHbIX AENCTBUAX, UMEIOLLMNX MOBbI-
LUEHHbIA UHTEpec K (heHOMeHy ABWXEHUs, urpa
obGHakaeT Te MyTW, KOTOpble Haubosnee paumo-
HaNbHO BeAyT K OCBOEHMWIO aKTyaslbHON (hopMbl.
Takoi akTyanbHOW hopMOit MHe npeacTaBnseT-
CH BECb CJ/IOXKHEMWWI cniaB WCKYCCTBEHHOTO
MUpa , C ero OTHOLUEHWEM K HECPaBHEHHO elle

of forms within the whole. At the terminal point,
when the form is merged with life, the serial mul-
tiplicity of interior forms asdisclosed in the action

process falls apart, leaving the field clear to the
final triumph of attainment.

The principle of formal differentiation is of
prime importance in the games we play : we try
to focus attention on this principle as being pre-
sent in the specific play activity. The latter is
structured spontaneously, that is, as the game
takes shape, all sorts of unexpected factors arise
to enrich the overall activity by channelling it into
unexplored directions. These unanticipated ele-
ments make for varigations which are quite acces-
sible without being predetermined. As a result,
spontaneity lends to the life of the game a form
which is impossible to predict, while at the same
time the general course of activity is conditioned
by the author's intent : each anticipated formal
culmination is keyed to an idea. In the final
analysis, a game comes about by means of some
action based on the principle of formal differen-
tiation as well as on the spontaneous character of
its own development ; that action, in pursuit of
an ideal goal, is shaped by intentive conception
in the mind of the artist.

The concept of play activity accomodates the
notion that a form which is being created should
carry with it a certain interrogatory charge, or, in
other words, that an element of the miraculous
should be constantly present in the activity under
observation. Miracle, unusual and unfamiliar, has
a meaning for all participants in a game - those
who take a direct part in it as well as those who
witness an objective reflection as registered
through the lens of a camera.

Creative consciousness can derive satisfaction
from the game understood as an action process.
Play activity flows in harmony with the current
of life itself. In the case of contemporary doings,
which reveal a heightened interest in the pheno-
menon of motion, the game shows us the most
rational approaches to take in order to acquire
mastery of actual form. | see this type of actual
form as inherent in the conjuntion of the artifi-
cial world with the far more complex world
nature. | believe that a game based on the corres-
ponding relation between the natural and the



6onee CNoXHOMy, Noka, Mupy npupobl. f cuu-
Tal, YTO Urpa, OCHOBaHHasi Ha COOTBETCTBUU UC-
KyCCTBEHHOIO M MNpUPOAHOro, crnocobHa peasb-
HO NPOABWHYTb HAC B OCBOEHMU (POPMbI UCKYC-
CTBEHHOCTM Ha NSacTUYECKOM YPOBHeE.

OcBamBass popmMy, Mbl BHOBb 1 BHOBb Obpa-
laemecsa K reHmam Manesuya, [iowaHa, PogyeH-
KO, Knee, MoHgpuaHa..., KOTOpble Mokasan
XW3Hb ®OPMbI. Mbl, 0653aHHbIE MM, He XOTe-
n 6bl NOTEPATL OLYyLLEHNEe YNCTOTbl DOPMbI, ee
nepso3gaHHocTU. pocTo Heo6xooUMO, 3aHNMa-
ACb (DOPMOI, NOMHUTHL 06 3TUX cBEeTWIax XKus-
HW, YTOObI He OTB/IEKATLCSA U He PacnblIATLCA Ha
NMOMMNEe3HOCTb U MHOrOC/I0BUE, XOTH, BEPOSATHO,
W 3TOr0 He n3bexartb B IBOJIOLUN.

D.UNHDPAHTD

Bbigep>kka n3 ctaTby "CoOTBEeTCTBUE UCKYCCTBEHHOIo
n npupogHoro”, 1976r.

artificial can enable us to make real progress
toward mastery of artistic form on the plastic
level.

In mastering form we turn back again and again
to Malevitch, Duchamp, Rodchenko, Klee and
Mondrian - those geniuses whose works elucidate
the Life of Form. We have an obligation to them,
and we do not want to lose a feeling for the purity
and the original spontaneity of form. When dea-
ling with form it is absolutely essential to keep
those guiding lights in view, so as not to become
distracted or to dissipate our efforts in pomposity
and wordiness, even though such lapses may
indeed be inevitable in the course of evolution.

F.INFANTE

From the article «On the relationship between artefacti-
city and the nature», 1976.

1-4. KuHeTwn4yeckas urpa ">XnsHb TpeyrosibHuKa".

Kapgpbl n3 gorocueHapusa "ApTedakT",

14 Cinetic game «Life of a triangle».
Sequences from the scenario «Artefact»,

1977

1977



K.MALEVICH
K.MATIEBUY .

DaHHbIA TEKCT NPUHAANEXKNT K CEPUN TEOPETUYECKNX OMepKOB, Hanu-
caHHbIXx Manesuyem B Havane 20-x rr., 37O NEPBan U3 HECKONbLKUX Cy-
UWEeCTBYIOWMX ero Bepcuit.

'’CaM e yaanuncA B HOBYI0 ANA MeHA 061acTb MbICNK U Kak MOry 6y-
AY V3naratb, YTO yBUXKY B GECKOHEYHOM MPOCTPAHCTBE 4EenoBe4ecKoro
yepena’’, - nucan Manesuuy B aexabpe 1920 roaa. 3va 3sonNOUNA OT Kap-
TUHbI K nepy ("’kncTb pacTpenaxa, nepo ocTpee’’) — oauH U3 CUMNTOMOB
6yaywen Tpareaun: KOHMNUKTA MEXAY XYAOXKHUKOM W 06LecTBOM,
MEXAY NUYHOCTHIO M 33POXKAAI0LUMMCA TOTANIUTApHLIM MOJTIOXOM.

TekcT Nny6nuKyeTcA Bnepssbie.

oeoputs 0 cy6beKTUBHOM UNU 06BEKTUBHOM 803MOXHO TO20a, €C/IU
6b1 8 0eUCT8UTENILHOCTU 8O03MONAHO BbINI0 NPexOe 8Ce20 8bIABUTH 06BEKT
unu cy6sexT; Mmbl OOMMKHbI NPEXOE 8CE20 ONPEOENUTs UX He 8 OTHOCU-
TefNbHbIX COOTHOWEHUAX, KaK TONIbKO TOYHBIX, €C/IU e HaM He yoacTcA
onpeoenuTs TOYHOCTU, TO 8CAKAA Hawa NoNbITKa yCTaHO8UTL CybveKTUS-
HYI0 UNIU OB6BEKTUBHYIO TOYKY 8OCNPUATUA O6bEKTa CTaHET HEBO3IMON-
HOI0, OHa CTaHOBUTCA becnpeomMeTHO.

TpyOHO u Oaxe HeeO3IMOXNFHO ONpPeoenuTs MOE HaYyalo Kak cybbeKTa,
20e A HaYyuHaKCh U KOHYaIOCh, 20€ Te 2PaHUYbl, KOTOPbLIE OoNpedenunu 6s/
menHA. To xe camoe obsexT. [lpuHATo/,/ KoHeyHo/,/ npupody unu eoob-
we AeneHue cyutats 06veKTUBHbIM/,/ ONIA 8cex 0OUHAaKOBO cCywecTay-
OWUM, HO 3TOT 06BeKTUBHbLIU MUP ABNEHUU 803HUK ON1IA NPOCTO20 NPaK-
TUYeCK020/,/ IKOHOMUYECKO20 Hawe20 ycio8uA/,/ Mexdy Hawumu 0eno-
8b/MU OTHOWEHUAMU. Ob6bEKTUBHbIE NPEOMETbI 803HUKAIOT NOTOMY, YTO
TPYyOHOCTs ONPedenuTs NPEOMeT 0enaeT HeeO03IMOXHbIM €20 ON1A Cyu/ecT-
80683HUA MAacco8020 63aUMOOTHOWEHUA, U 60T Nepeoe 803HUKHOBeHUE
npedmera /—/ cybveKTUBHOE, 3TO HAaYano 803HUKHOBEH/UA//,/ cybrvex-
TUBHOE yCno8ue M0oe/20/ IUYHO20 YCMOTPEHUA.

Bce noromy AenenuA nonyvuewue Ha3e8aHuA/,/ Ha3HaYeHUA, PyHKYUU,
UCNONIHEHUA, ecTb TOJIbKO Yy CI08HbIE/,/ NOTOMY 4TO HU 00Ha BYHKYUA He
abconwotHal./ MoaTomMy mMup 06BEKTUBHbIX CYywecTeylouux eeujel ecrs
cucTema ycrnoeHbix 3HaKo8, gyHKyul u oTHOwWeHuU/./ AeToMobuns OnA
8cex 065EKTUBHO CYWECT8YeT, HO CywecT8yeT OH /lulb TOMLKO T020a,
KO020a €20 HazHavyeHue pacKkpbsiTO 8 maccax 00Kazaswum /? - 00Kasae-
wux?/ ece e20 ycnoeunA 8 esiNonHeHuu PyHkyul/,/ norpebHocTed macc.

B c80t0 0yepeds camu noTpebHOCTU npexde 8ce20 O0MitHb! BbITh TOXE
00Ka3aHbl UX 8bI200HOCTbIO U NOJIb30I0, HEOBXO0OUMOCTbI0O 00 80CNPUA-
TUA ux ece/ii/ maccol, T.e. 00Ka3aTb Cyb6veKTUBHO, NOHATL NONL3y/,/ coe-
narb o6wecTeeHHo/; / 8 NPOTUBHOM C/lyyYae agTomMobusb He Byder cy-
wecreosars. B 2nyb60KomM Npownom cyuwecreo8ano ob6seKTueHoe NoHA-
TUE TO20, YTO 3eM/IA NOCKA, U/lu 3eMJ/IA He8ePTAWAACA, a 8ce 803/e Hee
unu Kkpya2om eeprurcA. Celivac Opy20e cywecrsyer NOHATUE, YTO 3eM/IA
eepTuTcA/,/ u ece ¢ Hel Towe 8epTUTCA, CNED08ATENILHO OOUH U TOT Xe
06beKT, 06BeKTUBHO ONA MAacc cywecTeyowul, 808ce He 0Ka3ancA 06bs-
eKTuUBHbIM, UBO NOABUNACHL HOBAA TOYKa/,/ O0Kazaewan, YTo wap 3emnu
Haxo0UTCA 8 COCTOAHUU O8UXNEHUA, U 06bEKTUBHO OJIA 8CEX CYWECTBYIO-
wee 00Ka3aTensbCcTreo 0Ka3anocs HeobdeKT/ueHeIM/: U Teneps/,/ 8 Hawe
KynsTypHoe/,/ HayyHoe 8pemMA Hay4yHO20 aHanu3a, Henb3A NopPy4UTHCA,
YTO 02POMHaA MAacca OCTaHETCA Ha C80eM ObBEeKTUBHOM 80CNPUATUU TO-
20, YTO wap 3emMHoOU He 8ePTUTCA, KaK TONbKO conHye obe2aer 3emnio, u
Haw yYeHsili MUDP OCTaHETCA Npu ceoem CybbeKTUBHOM 8033PEHUU, 4YTO
3eM/fA 8epPTUTCA.

Ecnu asromobuns cywecreyer Kak 0b6veKTUBHAA 8ewsb, TONIbKO KaK
yCnoeran eewb, T1020a oH 06veKTUBHO cywecrta/yer//./ Jluyo OnA MeHA
a8TOMO6UNL He cywecTeyeT, ubo YTo ecTb a8TOMOb6U b ? Yiie ITOT 801IpoC
moxer nokonebaTs €20 065eKTUBHOE HaYyano/,/ u A Halidy cTOpoHHUKo8/,/
U TOYKa MOA MOXET CTaTb ycnoeH/oud//,/ obsexTueH/old/. C moeld ToyKu
3peHus, agToMObBUMb eCcTb KOMNIeKC PAOa TeXHUYECKUX 3/IEMEHTO8 Ha-
wel npaKTuyeckoU XU3HU 83aUuMOOTHOweHUU. Minu agTomobusb ecTs Ta-
KO€ NoCTpoeHue cunoesix cenAseli, KOTopsie 8bI138aNU Yensil pAG 83aum-
HbIX cyennerul/,/ cosdanu cucremy/,/ 8 bIpaxarouly o onpeoeneHHyIo CKo-
pocTh 08UNEHUA 8 YuCTOM bBecnpedmeTHom eude/,/ nocnedcTeuu npu-
MEHEHHYI0 K PAOY NPaKTUYecKuX Maccoesix notpebHocted. Bor yensbii
PAO INemeHTo8, KOTOPbIE CO30anu A8NeHUe No 06pa3y ecex AsNeHUU Mu-

CONCERNING THE SUBJECTIVE AND THE OBJECTIVE
IN ART AND GENERALLY /Diary A, 1922/

O CYB’EKTUBHOM U OB’EKTUBHOM B WUCKYCCTBE
WNU BOOBUWE //JHesHuk A, 1922/

This text belongs to the series of theoretical essaies written by Malevich
in 1920es. The version published here is the first one among a few in
existence.

«| then departed into the mental sphere quite new for me and | shall
tell in accordance with my ability everything that | shall see in the un-
bounded space of human cranium» — wrote he in December 1920.

This development from brush to pen («brush is shaggy, pen is sharper»)
shows symptoms of the future tragedy — a growing conflict between the
artist and the establishement, between the personality and the growing
totalitarian Moloch.

We might properly speak of the subjective and the objective
if it really were possible to identify the object or the subject .
But first of all we must avoid defining them in terms of their
contingent interrelationships , and seek precision only . And
yet if we do not succeed in arriving at exact definitions , any
attempt to establish a subjective or an objective standpoint
from which to perceive an object will thereby be rendered
impossible : the attempt itself will become objectless .

It is difficult , if not altogether out of the question , to deter-
mine my own essence as a subject , to say where | begin and
where | end and to trace the boundaries that would serve to
define me . The same is true of an object . Of course , nature as
being objective , and as being equally existent for all persons ;
but this objective phenomenal world has arisen in the midst
of our plain dealings and practical economic relationships . The
reason why objective entities originate is to be found in the
difficulty of deciding on what an object is , and cannot be
done in the context of mass interrelationships . Thus , the
incipience of an entity , already subjective at the outset , is a
conventionalized factor introduced by my personal discretion .

It follows that all phenomena to which we assign names and
purposes , functions and modes of execution , are purely con-
ditional things , because there is no such thing as an absolute
function . For this very reason the world of objectively existent
substances is a system of conventional signs , functions and
relations . Everyone sees the automobile , for instance , as
existing objectively , but the automobile exists only insofar as
its purpose is disclosed on a mass scale by demonstrating all
of its conditions and through fulfilling its function with respect
to mass requirements . These demands must likewise be demon-
strated not only in terms of their benefit and utility but also
in keeping with the need for some sort of subjective proof and
comprehension of that utility before the utility has been per-
ceived by the masses in their entirety . Otherwise the automo-
bile as such would not exist .

Long ago there was an objective concept which held that the
earth is flat , or that the earth did not rotate and that every-
thing else revolved around it . Now , that has been replaced by
the concept of an earth that tums while everything else turns
too . One and the same object , therefore , conceived by the
masses as having objective existence , turned out to be any-
thing but objective when a new vantage-point had been reached :
at this point it was possible to demonstrate that the planet is in
a state of motion . And the proof that the masses had regarded
as existing objectively proved to be non-objective . Furthermore,
in this day and age of civilization and scientific analysis , there
is no guarantee that the mass of people will cling to their
objective perception of the earth as fixed and the sun asrunning
around the fixed earth , or that the scholarly world will retain
its subjective view of this planet as a rotating and revolving
body .

If the automobile exists as an objective entity and only as a
conventional thing , then it does possess objective existence .
But for me personally the automobile does not exist . For what
is an automobile ? To pose the question is to rattle at the ob-
jective foundations of the thing itself ; and | will find people
who will agree with me , so that my viewpoint can become
conventional or objective . As | see it , the automobile is a
complex series of technical components which enter into our
practical lives and mutual relations . Or , in other words , the
automobile is a construction of connected forces that bring
about a whole series of mutual couplings , creating a system
which expresses a definite velocity of movement in a purely
objectless form , then the system is subsequently applied to
a number of mass requirements .

Here we have a series of elements that create a phenomenon,
modelled along the lines of all phenomena in the world of
plants and organisms , though with the difference that the



pa pacteHud unu Opyaux op2aHu3mo8/,/ ¢ TOK TO/bKO Pa3HUyero, 4To
asromobuns /—/ AGNEHUE NNaHO8O-MexaHUJecKoe, a eTopsi/e/ /—/ opaa-
Huvec/kue/. O6BeKTUBHAA e TOYKa 3PEHUA Ha a8 TOMOBUIIbL MOXET 6bIThb
TaKanA xe, KaK u Ha noboe pacreHue npupodsl. bepesa OnA ecex o6veK-
TUBHO CywecTeyer, HO 8eds bepe3s! aKTUYeCKuU HeT/,/ bepe3a ecTb 0OHO
U3 A8NEHUU pacTuTensHo20 MuUpa/,/ umerouje20 6eCKOHEYHYI0 C8A3b C8OU-
MU 3neMeHTaMu C YeflbiM MUPOM pacTeHul, TaK 4YTO CTPO20 pa3odenurts
ABNEHUE PACTUTENBHO20 MUPA Ha 060cobneHHYI0 eduHuyy/,/ ce0600HY 0
OT 8CAKUX 83aumoOelicTeull U C8A3U 3/1eMEHTO8 He NPeoCTasNAETCA 803-
MOXGH bIM.

Orcio0a ycraHosUTb OBBEKT Kak HeYTo 2paHuyHoe/,/ OnA ecex oduHa-
K080€/,/ HEBO3MONHO, 33 UCKIOYEHUEM YUCTO YCIOBHBIX OTHOWEHUU.
Ho wucto ycnoeHsie oTHoweHuA 6ydyT Tonsko ycnosHsie. M ecnu uder
peys .06 06BeKTUBHOM U CybBBEKTUBHOM, TO MOMET UOTU peyb TOsNb-
KO 0 ycnosHom obvekrTe-06beKxTUBU3IME U CcYbbexTe-cybvexTusliame,
0 onpedeneHHOM 002080p€ UMU npedenbHom 002080pe, ubo 002080pa 00
abcontora 6biTe He mower. CnedoearensHo/,/ eeweli ab6conoTHO ob6vex-
TUBHBIX HE CYWECT8YET, KaK U CybveKTUBHbIX/./ ITO nonoxeHue ycyayb-
NIAETCA ewe Tem, 4TO y Hac cywecTeyer euje opy20e owyuweHue 08uxce-
Hue /! - -uA?//,/ 8 KOTOPOM 2paHUYHOCTs NPeoOMeTHaA Haxoourca /! - Ha-
X00uT?/ 8038paweHue u 06HaPYIUEAET CEOU TOYKU HOBbIX CONPUKOCHO-
8eHul co MHOU, u ecnu 6b1 NPEOMET U HE UMEN 08yX TOYeK, U 8EYHO
CTOAN 661 NEPedo MHOK OOHOIO C80EI0 2PaHbIo, TO A BbI cam 0BHapywun
ux 8 npoyecce c80€20 CyHOeHUA 0 €20 CTaTUYHOM Havare.

U onATs e ITu 08a apaymeHTa /—/ TONMLKO HO8BbIE yCNOGHbIE/,/ OTHOCU-
TenbHbIe TOYHOCTU O cywecreyrowum /! - -em?/ o6beKTUBHO ONA 8cex
osuxeruAa /! - -uu?/ eewed, u 8 ceor ovyepeds cywecreyowue obbex-
TUBHO OTHOCUTENbHbIE BEWU /—/ TOXE YCII08HOE UNIIO30PHOE OTPANEHUE
Ha NNacTuUHKU Haweao0 OCO3HaHUA, Ub0 KawoOaA eewb UMeeT acea0a ye-
1y10 8epeHuyy HO8bIX seweli U eOUHUY/,/ U3 KOTOPbIX OHA COCTaBNAETCA
/,/ u 4TO ee KOHTYp, KaK yenoe pucyoueecA ONIA HaWez0 2/1a3a KaK 3ep-
Kana o0HOU YacTu Hawe20 80CNPUATUA ABNEHUA ByOeT TONMbKO Ka3aTsCA
00HOU ceoel cTopoHOU, ubo ece 8ewu UU INeMEHTbI COCTABMAIOWUE e
He OTPAaXaIoTCA 8 HaweM 2/1a3y, U MUKPOCKON UNU TenecKon Moxer no-
Kasate Hawemy 251a3y Te eewu UNU ABJIEHUA, KOTOPbIE paHbuwe 06beK-
TUBHO ONIA 8CeX He CywecTsosanu, yeuders TaKum o6pa3om eews Umu
npeomer 8 ez0 yenom, U30nupo8aHHoU HepazdensHol eduHuyed, He nped-
CTa8NA0 803MONHbIM/./ [10ITOMY C8010 TEOPUIO NO3HAaHUA Ha3bIBalo bec-
npeomerHol/,/ T.e. Takoe CMOTpeHue Ha AGNEHUA/./ 8 KOTOPOM CO3Ha-
Hue moe O0J/IHO OTKA3aTbCA OT 8CAKO20 NO3HaHUA obveKTal,/u Tem 60-
nee coenars €20 06BEKTUBHbLIM OIA 8CEX UMU CYyBbEKTUBHbLIM On1A ce6A/,/
U NPUHATO OOHO NOJOXEHUE, YTO ecu 4YTO-TubO CywecTeyer, To cywecT-
8y10T 06CcTOATENBLCT8A 833UMOOeUCTEUl NPUATUA U OTKA3a 8HE 8CAKUX
nosHanui/./ Moaromy mup Kak npupoda He MOXeT pa3denATsCA Ha KaTe-
20puu, ubo pasdenuTs NPUPOOY Ha INEMEHTbI KaK Heoenumyro eouHuyy
Henv3A. Ho venoeex pazdenaercA Towe Ha 0ea Hayana/:/ 00OHO e20 co-
cToAnue /—/ npocToe mexaHuyeckoe eo3deiicreue/,/ dpyzoe /—/ paccydu-
TeNnbHOe, 8 NEPBOM HET CO3HaHUA/,/ 80 8TOPOM /—/ cO3HaHUe, YTO ecTb
cyxdeHuem OT NocneoHe20 npoyecca/,/ u 8osHuKaroT /!/ MHoOMecTeo no-
noweHuld 0 mMupe — cywoeHue chewuT paccyouTs AGNEHUE, U OT 3T020
pas-Cy)OeHuA u nonyvaem Te UNU UHbIE MUPOBO33PEHUA U ONPEeCeNeHUA
gewed.

Pa3-cyOumesbie AeneHuA 0OaroT pAO NOHATUU, NO3HaHUU, KOTOPbIE 803-
B00ATCA 6 cybvexTusHoe U 0b6beKTuUeHoe /—/ 80T 08e Kare2opuu unu
dopmsbi no3HaHuA AsneHuli/,/ KOTOpsie A MO2y pa3denuts ewe Ha 08a
TONIKOBAHUA: 4YTO NOO Cyb6bEKTUBHLIM MbI MOXEM Pa3yMeTh TaKue Ag/e-
HUA, KOTOpble 8OCNPUHATLI Cyb6BeKTOM, HO 80CNpPuATUE KOTOPO20 /!/
ewe He yceounocb pAGOM C HUM Opy2um 0b6beKTOM, U ec/iu 0onycTuTs
cywecreoeaHue cyb6veKTU8HO20 NO3HaHUA/,/ TO OHO npexde 6ce20 Mo-
HEeT Cywecreosars TONbKO To20a, Koz20a cybbeKT He 8bICKa3an ceoeu
TOYKU 3PEHUA Ha ABJEHUE, €CNU Xe CybbeKT pewusn 8sICKa3ars Ceou
B8OCNPUATUA OT ABNEHUA OPYy20MYy, TO yxe e20 CybbeKTu8HOe No3HaHue
CTaHOBUTCA 06beKTOM 0NnA Opy2020/,/ U C 3TO20 MOMEHTa CTaHOBUTCA
nosHagaemoro /!//,/ u noromy nuwaerca cybvexrusHocru. Her ¢ moel
TOYKU 3PEHUA TaK020 CybveKTUBHO20 NO3HaAHUA, KOTOPOe He CTano 6bl
06beKTUBHBIM, UBO ecniu OoNyCTUTHL CywecreogaHue cybbeKTuU8H020 No-
3HaHUA, TO OHO OO0NWHO 6bITe TAKUM NO3HaHUeM, 4YTObbl €20 HUKTO
HUKO020a He NO3HaMn, ec/lu xe OoNyCTUTh TaKoe NOMOXEHUE, TO OHO He
MOXXET cTaTe HUKO20a 06beKTOM, @ C/Ie008aTENLHO CTaTb 0 6BEKTUBHBIM
He MoXer.
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latter are organic while the automobile is a phenomenon based
on mechanical planning . Nonetheless you can take the same
objective view of an automobile as you can of any ngtural
growth . Everybody regards a birch tree as existing objectgvely H
but there is no such thing , in fact , as a birch tree : in the
vegetable world it is one phenomenon among many , with an
infinitude of connections between its elements and those of
that world , so that no strict delineation of the plant pheno-
menon into isolated units , devoid of connections and inter-
actions between the elements , can be drawn . From this it
follows that , apart from purely conditional relations_, you
cannot possibly pinpoint an object as a thing which is limited
and which has the same identity for everybody .

Conditional relations , however , will remain purely condi-
tional . And if what we are discussing is the subjective and the
objective , all that we can properly speak of is objectivism as a
conditional object and subjectivism as a subject -- a specific
agreement or a maximum-term agreement , since no terms of
an agreement can attain the absolute . Consequently , no
absolutely objective or absolute subjective things exist . This
state of affairs is further complicated by the fact that we
possess yet another sensation - that of motion -- in which
substantive limitation , located in gyration , discloses new
points of contiguity with the self : if an object did not have
two points , and simply stood there before me in the sole form
of one of its facets, | would be able to discover those points in
the process of elaborating my own judgments concerning its
static essence .

Again , these two arguments -- exclusively novel conditional
and relative specifications regarding that which exists objectively
for all things in a state of motion , and regarding those objecti-
vely relative things which exist - are also a conventional and
illusory reflection imprinted on the plate of our cognitive
apparatus ; for each thing invariably entails a whole chain of
new entities and components , and the totality presented by
its contours to our vision mirrors one portion of our percep-
tion of the phenomenon .

This totality can only manifest itself in one of its facets ,
because our eye cannot reflect all of the things or discrete
elements entering into its composition . A microscope or a
telescope can confront our visual sense with objects or events
which had not previously been considered by everyone to have
objective exi . H 1 can cc ive no possibility of
viewing a thing or an object in its aspect as a total isolated and
individual unit . And for this reason | call my theory of know-
ledge objectless -- that is , a way of looking at phenomena
whereby my consciousness is obliged to eschew all knowledge
of the object as well as , to an even greater degree , all consi-
deration of it either as being objective for all others or as being
subjective for myself . The one acceptable proposition is this,
that if something does exist , its existence inheres in the cir-
cumstances of interaction that bear upon an acceptance or a
rejection situated externally to any instances of cognition .

Hence it is impossible to subdivide the natural world into
categories . You cannot reduce nature , as an indivisible unit ,
to its elements . But man , too , is reducible only to a twofold
essence : on the one hand , his state as a purely mechanical
event , and his operational reason on the other . The first
essence contains no consciousness ; in the second , conscious-
ness occurs in the form of judgement emanating from the fore-
going mechanical process . This generates a multiplicity of pro-
positions concerning the world : the facuity of judgements is
quick to apply rational distinctions to phenomena , and it is
from these momentary and divergent judgements that we derive
this or that philosophy , this or that definition of substances .
The phenomena thus discriminated among produce a series of
concepts and cognitions that are elevated , then , to the rank of
the subjective or the objective . Here are two categories , or
forms of phenomenal cognition , which | may further proceed
to split up into two interpretations . Under the subjective
heading | may place those phenomena which are perceived by
the subject but the perception of which has not yet been assi-
milated by another subject alongside the first ; and , positing
the existence of subjective cognition , the latter can exist only
so long as the subject has not enunciated his point of view
concerning the phenomenon . As soon as a subject decides to
impart to another his perception of the phenomenon , his
subjective cognition becomes an object from the standpoint
of the other ; from that moment onward , it becomes a
knowable quantity and thereby loses its subjective character .
As | see it , there can be no subjective cognition that could
not become objective , for if we grant the existence of subjec-
tive cognition , its essence must consist in remaining unknow-
able to all others at all times . By this postulate , it cannot
become an object and consequently can never become objective.

Translated by T. and A. Schmidt from the Russian
Autun, 1979



OLEG JAKOVLEV
OJIElr AKOBJIEB

Pogunca B 1948 r. B JleHUHrpage. PaboTan Xyaox-
HNKOM-KOHCTPYKTOPOM B Pas/INYHbIX OpraHn3aymsx.
C 1977r. xxuBeTe Mapwxe.

IGOR MAKAREVICH
NropPb MAKAPEBWY

Pogunca B 1943 r. B T6unucn. OKOH4YUA XypAo-
XKECTBEHHbI hakybTeT MOCKOBCKOIO WHCTUTYyTa
KnHeMaToOrpaguu. XueeT B MockBe. PaboTan B 06-
nacTy KHUXKHOW rpadinki U Kak Xy[AOXXHUK Tenesuge-
HUA. B HacTosiLee Bpems 3aHVMaeTCs >KMBOMUCHIO,
CKy/IbMTYPOW, a TakK e nomckamm B 061acTu KOHuen-
TyanbHOro MCKyccTBa.

1. "Auncnepcusi BocnapsitoLwen gy
PackpalleHHbIn runcoBblii penbed B AepPeBAHHOM
Kopob6e, Kaxpas Advelika UMeeT OTK/bIBAOLLYOCS
CTBOPKY C hoTorpadmeil cTaHAapTHOro Haarpoo6us.

2. "[BaguaTb NATb BOCNOMUHaHW 0 apyre”
MnacTukoBble Mackyu 5X5 MOKPbITblI 3Mabio
M UMEKT OTKMAbIBaKOLMECA CTBOPKU.

Born in 1943 in Thilisi, the Georgian Republic. Gra-
duated from the Moscow Cinematographic Institute,
Faculty of art. Now resides in Moscow. Works as a
book-illustrator, stage-designer and sculptor, also as
a conceptual painter.

1. «Dispertion of an ascending soul».
Plaster relief, painted. Each cell of the wooden
chest has a folding leaf with a picture of a prefabri-
cated tomb-stone on it

2. «25 recollections ofa friend».
Enameled plastics. Each mask is 5x5 cm. Cells pro-
vided with folding leaves.

Born in 1948 in Leningrad. Worked as an industrial
designer in different designing firms.
He lives in Paris since 1977.

—-

N

-

.Komnosunuua, 1976

KapTOH, Temnepa
30,5x21,5

Komnosunuusa, 1979
6ymara,

LapmnkoBas py4ka
65x50

. Composition, 1976

cardboard, tempera
30x5x21,5

. Composition, 1979

paper, ball pen
65x50



GARRY FAIF
FAPPUN ®AND

Poannca e 1942 r. B Téunucn. OkoH4Unn MocCKOBC-
KU apXUTEeKTYpPHbIA MHCTUTYT B 1968 1. B 1966-67 rT.

BXOAUN B TPYMMy XyOOXHUKOB-KMHETUCTOB

"Mup”.

C 1969 r. no 1973 r. paboTan apxuTeKkTopom B Tupac-
none. C 1973 r. xuBeT B lMapwmxe. MNMOCTOSAHHbIN yyacT-
HUK pas/INyHbIX BbICTaBOK Kak BO PpaHuun, Tak U B

APYTUX CTpaHax.

Born in 1942 in Thiiisy. He is a graduate of the Mos-

cow Architectural Institute (1968).

From 1966 till 1967 he was a member of a einetic
group «Peace». He worked as an architect in the city of
Tiraspol until 1973, when he emigrated to France. He is
a permanent participant of many exhibitions in France

and abroad.

1. Mup 5, 1977, mo6unb
2. CynpemaTunyeckas komno3nuyusa, 1977
fepeBo, Kpacka, meTasnn, 8,5x37x37
3 Komnoswuuusa, 1977
Aepeso, meTanl, o 50

OLEG LIAGACHEV

OJIEl NAI'AYEB

Poannca B 1939 r. B JIEHUH-
rpage. B 1966 r. okoHuUunn Aka-
AEMUIO Xy[0XeCcTB MM. PenuHa,
thakynbTeT Teopuum W UCTOPUK
NCKYCCTB.

C 1975 r. xvBeT B [lMapwuke.

Born in 1939 in Leningrad. He
graduated from the Repin's Fine
Arts Academy, Faculty of the
theory and history of arts, in
1966.

He lives in Paris since 1975.

1. Tope, 1976
XONCT, akKpUInK
100x81

2. PoxpgeHne, 1976-1977
XONCT, aKpUInK
100x81

-

. Torso, 1976
acrilic on canvas
100x81

N

. The Birth, 1976-1977
acriHe on canvas
100x81

. World 5, 1977, mobil
. Suprematist composition, 1977

wood, oil, metal, 8,5x37x37

. Composition, 1977

wood, metal, o 50



AHKETA QUESTIONNAIRE AHKETA QUESTIONNAIRE AHKETA QUESTIONNAIRE AHKETA QUESTIONNAIRE AHKETA QUESTIONNAIRE AHKETA QUESTIONNAIRE

1. Kakum Tol yBugen Hoto-Mopk?

2. TBOE OTHOLWIEHNE K COBPEMEHHOMY amepu-
KaHCKOMY UCKYyCCTBY?

3. Kakmx Xy[ooO>XXHUKOB Tbl OTKPbIN AN ceba?
4. Kakas BbicTaBka Tebe 3anomMHunacb?

5. B kakoii ranepee Hbto-Mopka Tbl xoTen 6bl
BbICTaB/AThCA?

6. Kak Tbl OTHOCHLILCA K COBPEMEHHOMY pyC-
CKOMY VCKycCcTBY?

7. CuuTaelsb /M Tbl CE6A PYCCKUM XY[0XHU-
KOM?

A. KOCOJIATIOB

1. Hblo-VopK, HaBepHO, TakK Xe BesnK, Kak Obl-
Nble ropoga-umnepun BaBuioH, Pum. B ero Bbl-
coTe 1 G/1ecke ecTb YyXKe oLlyLleHne pynH. Mo3u-
uMa cosepuartenss Mo MHOMMM NpUYVHaM MNPUAT-
Hee ANA MeHsl. [103TOMY 4acTO XOYeTCs CMEHUTb
3TOT TOpoA, Ha MecTO MeHee BesiMkoe, HO Gosee
CMOKOWHOE 1 YeloBevHoe.

2. MHe TpyAHO ceiiuac cchopMynnpoBaTb CBOE OT-
HOLLEeHMe K aMeprKaHCKOMY MCKYCCTBY, TaK Kak
S ero_MoHUMalt npueNU3NTeNIbHO Tak Xe, Kak
aHrnuiickuii si3blk. Korga s npuexan croga, To He
NOHWMaT HU TOro, HU Apyroro. Ceiiyac To A3bIK
onepexaeT NOHMMaHVe UCKYCCTBa, TO Ha06GOpPOT.

3. MOXHO 6bl10 6bl Ha3BaTb MHOMMX, HO cambl-
MU APKUMUW 4718 MeHs ABUAnNCh [hkacnep [koHc,
PaywieH6epr, OngeHo6ypr.

4. BbICTaBkM BbILLIEYNOMSAHYTbIX XY[0XHUKOB.
Ho Hblo-Mlopk Tem 1 MHTepeceH, 4TO 3Aecb Mo-
CTOSIHHO (PYHKUMOHMPYHOT BbICTaBKW, KOTOPble
cMOTpATCA € 60MbWMM MHTepecoMm. W13 npolunio-
rogHMx s 6bl oTMeTun BbicTaBku OngeHbypra,
NnxTteHwTeliHa, Tamalio, BanTyca.

5. 30ecb 04eHb MHOFO rasiepeid, B KOTOpPbIX MO-
YeTHO BbICTaBUTbCA. HO BblGpaTb, MHE JINYHO,
TPpyAHO. MOXHO cKasaTb, YTO Hanpas/ieHne TBOp-
yeCcTBa [J0/DKHO OnpefensaTb XapakTtep ranepeu.
HaiiTn ranepeto 3fecb TpyAaHee, YeM cpaenatb XO-
poluve paboTbl.

6. B Poccum s vMen 4ecCTb 3HaTb MHOIMX npe-
KpacHbIX XyAOXHUWKOB. Ho Ha 3anage, korga s
C/ibllly "COBPEMEHHOe PYCCKOe UCKYCCTBO", He-
BOJIbHO HauMHalo MckaTb nogBoxa. OyeHb 4acTo
3TV cnoBa OblIM OMpayeHbl CMeKy/IATUBHbLIMU,
3rOUCTUYECKUMU HaMepeHusiMK. XOoTenocb Gbl,
UTO6bl OHU YMOTPEGAANUCE Pexe W C BbICOKON
CTeneHbi0 OTBETCTBEHHOCTU.

7. 91 pycckuii yenoBek no KynbType. Ho n3obpa-
3UTesNIbHOE MCKYCCTBO B Poccuun, Ha MoW B3rnsig,
He CTa/l0 elle HauMoHasIbHbIM, KaK siTepartypa
Hackosibko pycckasi Ky/ibTypa MOXeT hopmMupo-
BaTb XY/AO0XHMKA, HAaCTO/IbKO A Ce6S UMW CUUTAIO.

A.YP :

1. Hblo-MlopK — ruraHTCKoe, HeBepoATHOEe Mo-
CTOSIHHO TpaHcopMupytoLLeecss npousBeeHne
VICKYCCTBa, elle pa3 [oKasblBatollee, YTO XNU3Hb
cama ecTb (hopma MWCKyccTBa, ropasgo 6onee
Cu/ibHas N aKkTUBHas, YeMm apT-thakT, cAenaHHbI
pyKaMmmn XyOoXHUKA.

2. AMEepUKaHCKOe MCKYCCTBO — BEYHbIi MOMCK,
TO ecTb, BbICluas hopma Ayxa. Bocxuuiaoch uys-
CTBOM CBO6O/bI, MPUCYLYM aMePUKAHCKUM Xy-
[OXHUKaM. JTO moTpsicaioulee vyBcTBO — BCE
MO>XHO!

3. Mopuc n Ceppa, OTKpbIBLUME A1 MEHSA MOHS-
TVe 3HepreTM4ecKoro nosis B UCKyccTee, J1eBUTT,
BblpasvBLIN/ cdepy 3aKOHYEHHOCTW U MOSHOTbI
C @HTWYHOW rapMOHMYHOCTLI0. HeobblvaiiHo crm-
natuyHa nokoviHas VB Xecce, oT 6aHa/lbHOCTU
npuweawas K Heo6blYaiHOMY MepeXxnBaHNIO HO-
BOW (hOpMblI.

4. Tanepes,
Mapwsi/.

5. lanepes [xoH Bebep, Hanbosiee 6eckomnpo-
MWUCCHasi B CBOE MOSINTUKE.

6. B HECKOJIbKMX Cepbe3HbIX ranepesix co MHOW
JaXe He 3axOTeNN pasroBapuBaTh, Y3HaB, YTO A
13 Poccun. 3TO He CYy6BbEKTVBHAasA OLEeHKa MeHsi
KaK Xy[LOXHVKa. OTO OGbEKTMBHAsi OLEeHKa Cu-
Tyauun,  Bblpaxalolas neyanbHoe COCTOsiHUE
COBPEMEHHOr0 PYCCKOro MCKycCTBa.

7. B MCKycCTBE HET HaUMOHaIbHbIX MPU3HAKOB.
Hox pesuunka no AepeBy B atppuKaHCKOI aepes-
He BbIMCKVBAET TaKue e niactuyeckne hopmbl,
UTO M 3NEKTPUYUECKU pesel, HbH-MOPKCKOro
cKy/bnTopa. PasHuLa TObKO B CKOPJIyrne — unuc-
TO BHELUHSIA. 4p0 TO Xe.

3anosiHeHHass 3emneii /Bantep ae

. XyOgAKOB:

1. Han6onee achchekTHbIM Hbto-Mopk nokasan-
Csl CBbICOKA.

2. He 6epsicb cyauTb 06 nckyccTBe AMEPVIKM B
uenom, no nosogy n306pa3vTenbHOro /B 06-
LENPUHATOM CMbICrie/ MOry ckasaTb, 4TO 3a
npegenamy AeKopaTUBHOV Chepbl OHO CYLIECT-
ByeT /MWb Ha KOMMep4eckoii ocHoBe. Kak
Bcerga, Brnpouem, u Be3ge. CBoeobpasve 3a-
KoYaeTcss B Maclutabax, NopoXxgarowmx n B
CKyMnuiMkax_u B MOCTaBLUMKax GeCKOHeYHbIX
YC/I0BHOCTEW UNNH03UI0 COBCTBEHHOW BaXKHOCTU

3. A NoToMy He TOJIbKO He "OTKpbIN" ansa ce-

651 KakmxX-NMM60o HOBbIX — 3AeCb — XYAOXHU-
KOB, HO B elle 60/blieli mepe ysiCHUM ANns ce-
65 npupogy OOLWENPUHATLIX 3aKkoHopaTenewn
B TakK Ha3blBaeMOM "COBPEMEHHOM" WCKYCCT-
Be, MyYeHUKOB pa3BpaLlleHHOro 6e3fapHoCTbio
Tulecnasus.

4. [a X MpoOCTO He CyLecTBYeT, 3TUX BbICTa-
BOK XY[JOKECTBEHHbIX. /[TOMVMO BbICTaBOK,
yCcTpavBaeMbixX B MOPSAKE KY/bTYpPHbLIX Mepo-
NPUSTUIA, KOHeYHo./ Bce OHWM — NWLLb Nepuoau-
yeckoe OGHOB/IEHVE 3KCMO3ULMKU  OuepesHOi
napTiy BO34yxa Ha Npoaaxy.

5. Tak 4TO OTBETUTb Ha BOMPOC, B KaKO 6bl
M3 TakK HasbiBaemx ''ranepen” xoten 6bl Bbl-
CTaBUTbCS BCE paBHO, YTO OTBETUTb Ha BOMPOC,
B Kakol 13 "KOMHAaT cMexa' XoTen 6bl BbiCTa-
BUTbCA.

6. [1o cux Nop He MOry CBbIKHYTbLCS C onpege-
neHvem "ocounasibHoe" wunn “Heodmumnans-
Hoe" pycckoe nckyccTtBo. Kak-To Bcerga pas-
0enan XyOOXHWKOB Ha Tex, YTO Ha COOCTBEH-
HbIX "BoOJirax" pa3Bo3van MO BbICTaBKOMam
cBou paboTbl, U Ha TeX, KTO u3Bopa4yMBaeTcs
KaK MOXeT.

7. "PYCCKUM XYOO0XHUKOM" 6bIs10 Gbl CTPAHHO
cunTtaTb cebs, nbo asa Toro, 4Tobbl cUNTaTLCA
XYAOXHUKOM BOOOLLE, B Halle Bpemsi Heobxo-
AvMa Ta wnv vHas dopma npodeccmoHasbHoOM
npuyacTHocTU. Tak KakK HU 13gaBaeM /vnuv fa-
>Xe HaneuyataH/ He Obln, HM BbICTaB/IEH HWUrAe,
TO [axe pa3MbIWAATb Ha NOAOGHY TeMy npea-
CTaB/seTCs  KOLWYHCTBEHHbIM nocsratenbCT-
BOM Ha NnpaBa UCTUHHbIX AesiTeneli.

B. BAXYAHAH :

1. FTopopg — npocpeccrioHan
[opoa — NpoCcTUTyTKa
[opop, 6ernbix 60pLoB 3a cBOGOAY
[opop — BeTPOroHHoe cpeacTBO
lFopop — nosu-xsarai
MapagHaa copma opexabl — norpebasibHas
HaBepHsika BbIropuT

2. lWaxmatHasi fgocka no4yeTa, pactyujas Ha ce-
KPeTHOM KOodhenHOM fepese.

3. Vito Accoci, Joseph Kosuth, Dennis Oppenheim

4. PeTpocnekTuBHas BbICTaBKa Jltouno PoHTaHa
B My3ee CosniomoHa lyrreHxavma.

5. B ranepee "[>kOH M6GCOH".

6. MHOro npoLusoii coBpeMeHHOCTN
Masio coBpeMeHHOVi COBPEMEHHOCT!
CoBceM Masio Gyaylueli coBpeMeHHOCTH

7. Y Bcex Hac Ha N6y noyeTHoe TaBpo «Made in
USSR».

1. What are your impressions of New York?
2. Your attitude towards modern American art?

3. Which artists have your discovered in New
York?

4. Which exhibitions made the greatest impres-
sions on you?

5. in which New York gallery would you like
to have your exhibition?

6. Your attitude touwards modern Russian art?
7. Do you consider yourself a Russian artist?

A.KOSOLAPOV:

1. New York is probably as great as the former
city-empires of Babylon or Rome. But in its
greatness and brightness one already perceives
the ruins. However, the position of mediator is
appealing to me, so I'd rather move out of this
city to a smaller place, but more human and
calm.

2. It is difficult for me to express my attitude
towards American art because | understand it as
little as the American language itself. When |
came here | didn't understand either of them.
Now, sometimes my knowledge of the language
precedes that of the art or vice-versa.

3. | cannot name many, but the most striking
impressions were made by Jasper Johns,
Rauschenberg and Oldenburg.

4. The exhibitions of the above-mentioned ar-
tists were very important. New York is a kind
of place where one can find a lot of interesting
events at any time. Among last year's shows
| would like to mention Oldenburg's, Lichten-
stein's, Tamayo's and Balthus' exhibitions.

5. There are a number of galleries where, to have
a show, one may consider oneself very fortu-
nate. For me personally the choice is very diffi-
cult. It is said that the character of works
should determine the type of gallery but to be
admitted by the latter is another question. It is
more difficult than creation of a good picture.

6. In Russia | had the honour to know a num-
ber of very good artists but here in the West
when | hear the term «Russian modern art» |
await some kind of a trfy). Quite frequently,
these words were misused by those of profi-
teering, or egoistic intentions. | wish they were

applied less often but with a greater degree of
responsibility.

7. 1 am a Russian by my culture. However it
seems to me that visual arts in Russia haven't
become national as has already happened with
the literature. | consider myself a Russian artist
to the degree in which Russian culture shapes
its artists.

A.UR :

1. New York is a gigantic, unbelievable, con-
stantly chang?ing work of art, which proves yet
again that life itself is a form of art which is
much stronger and more active than art-fact
made py the hands of an artist.

2. American art is an eternal search, that is the
highest form of the'spirit. | am delighted by the
spirit of freedom in American artists. Its an
amazing feeling — EVERYTHING IS POS-
SIBLE!

3. Maurice Serrat, who opened for me the un-
derstanding of the field of energy in art; Levitt,
who expressed the idea of completeness and
fulness with an ancient harmony. The especial-
ly charming Eve Hesse, who moved from
Panality to an unusual experiencing of the new
orm.

4. A gallery filled with earth /Walter de Maria/.

5. The John Weber Gallery, the most politically
uncompromizing.

6. In a few serious galleries they didn't even
want to talk to me when they learned that |
was from Russia. Not because their subjective
appreciation would refuse me as a painter.
It is an objectitive situation which reflects the
sad condition of contemporary Russian art.

7. In art there are no national characteristics.
The knife of the wood carver in an African
village is searching for the same plastic forms as
the electric chisel of a New York sculptor. The
difference is purely external — the outer shell
may be different but the kernel is the same.

H.KHOUDIAKOQV :

I. New York impressed me the most when |
saw it from above.

2. Far from judging North american art as a
whole, but only within the limits of figurative
arts gn the general meaning of the word), | can
say that beyond its decorative purpose, it only
exists in reference to a commercial system. This
has always been true everywhere. Here the par-
ticular feature is provided by the size of the
market that gives both buyers and suppliers of
endlessly renewed conventions, an illusion of
their own self-importance.

3. This is why | do not «discover» a single new
painter here but managed to understand the
very nature of the broadly acknowledged law-
makers of the so-called «contemporary art»,
martyrs of a vanity that was corrupted by their
own lack of talent.

4. Such artistic exhibitions simply don't exist.
(Apart, this goes without saying, from those
held in the framework of cultural events). All
are nothing but a periodical renewal of the
vacuity that is for sale.

5. This implies that answering the question:
«In which of the so-called «galleries» would
you like to hold an exhibition?» would be the
same as answering: «Iln which circus would you
like your works to be shown».

6. To this day | have not been able to get my-
self used to the definitions of «official» and
«unofficial» Russian art. | always drew the line
between the painters who brought their work
to the exhibitions at the wheel of their own
«Volga cars» and those who had to manage
through life as they could.

7. It would be quite strange to consider myself
as a Russian painter, as nowadays if you want
to be a painter, you need at least one form or
another of professional participation. Since my
work has never been published (or even prin-
ted) nor exhibited anywhere, simply thinking
along that line seems to me a blasphemous blow
on the rights of the real art-workers.

VBAKHCHANYAN :

1. City — a professional
City — a prostitute
City of fugitive fighters for freedom
City — «catch-snatch»
It's uniform — funereal
Without doubt will be borned down

2. Chess-board of honor growing on a secret
coffee-tree.

3. Vito Acconci, Joseph Kosuth, Denis Op-
penheim.

4. Retrospective exhibition of Lucio Fontana's
works at Guggenheim Museum.

5. At John Gibson gallery.

6. A lot of past contemporaneity
Liitle of modern contemporaneity
Very little of future contemporaneity

7. We all have the honorary brand «Made in
the USSR» on our foreheads.



ANATOL UR
AHATOJINN YP

Hukaknx 6unorpadmnyeckmx AaHHbIX,
6unorpachms - B paboTax.

PELIENTVIBHbIA ®AKTOP BOCMPUATUA CTEK/A
KAK XYOOXXECTBEHHOIO MATEPUNAJIA

3TO CTEK/O

CTEK/IO CTPEMUTCS K ABCOJIFIOTHOM
MPO3PAUYHOCTU

CTEK/1O UMUTUPYET HEBUANMOCTb

CTEK/1O - HEBUAVNMbIA ATAKYHOLLNIA

CTEKNO - AFPECCUBHO

HO

CTEK/10 AYAINCTUYHO

CTEK/IO - ATPECCVBHO—HEXHO

CTEKNO - TBEPAO-XPYMNKO

CTEKJIO - OCTPO-FNAQKO

CTEK/1O - OMACHO-AE/IMKATHO

CTEK/IO — HEMPOXOANMO-MPO3PAYHO

CTEK/IO — MPO3PAYHbI/ BAPLEP

CTEK/1O - MPO3PAYHAS MOJOAJ/IbHOCTb

MEXXAY ABYX MOMAPHbIX AHTUTES ;

NPOXOAVIMOWN MYCTOTON N OTPAXATE/IbHbIM

3EPKAJIOM

YEPE3 TMPO3PAYHOCTb CTEK/IO OPrAHUIYET

MPOCTPAHCTBO

No biographical information,
the biography is in the work.

THE APPRECIATION OF GLASS
AS AN ARTIST'S MEDIUM

THIS IS GLASS
GLASS STRIVES TOWARDS ABSOLUTE TRANS-
PARENCY
GLASS IMITATES INVISIBILITY
GLASS ATTACKS INVISIBLY
GLASS IS AGRESSIVE
BUT
GLASS IS AMBIGUOUS
GLASS IS AGRESSIVE BUT GENTLE
GLASS IS HARD BUT FRAGILE
GLASS IS SHARP BUT SMOOTH
GLASS IS DANGEROUS BUT DELICATE
GLASS IS IMPENETRABLE BUT TRANSPARENT
GLASS IS A TRANSPARENT BARRIER
GLASS IS A TRANSPARENT MODE
BETWEEN TWO POLAR ANTITHESES
PENETRABLE EMPTINESS AND A REFLECTING
MIRROR
THROUGH ITS TRANSPARENCY GLASS ORGA-
NISES SPACE

N

. Ckepuyo ansa Codwn, 1976
cTekno, 3epkasio
91x95x65

2; 3. ¥YnakoBaHHOe NnpocTpaHCTBO,
1975-1976
cTekno
112x138

doTo: Xepb SHrenbcbepr (1, 3)
Foer XeiHc (2)

—

. Scherzo for Sophie, 1976
glass, mirror
91x95x65

2;3. Packed space, 1975-1976
glass
112x138

photo: Herb Engelsberg f1;3)
Greg Heins (2)



VAGRICH BAKHCHANYAN
BAI'PNY BAXYHAHAH

Poaunca B Xapbkose B 1938 . C 1974 . xuBeTe Hbio-Vopke.

HauuHas ¢ 1965 r.

BbICTaB/IA/ICA HA MHOMOUNC/IEHHBIX FPYMMOBbLIX M NEPCOHa/IbHBLIX BbiICTaBkax. C 1968
no 1976 r. npuHMMan yyacTue 6onee yem B 30 MeXXAyHapOAHbIX BbICTaBKax loMopa.
PaboTaeTe 061acTV CTaHKOBOW rpadnky, NO33UN U KOHLENTYa/IbHOrO UCKyCCTBa.

Born in 1938 in Kharkov, (the Ukrain z Resides in New York since 1974.
From 1965, participated in many group and on-man shows. From 1968 to 1974
took part in over 30 international exhibitions of humor. Works in Graphic art, poetry

and conceptual art.

YBAXAW BPEMA!

30 BbICTaBOK B OAWH

JeHb

18 HoA6ps 1977 r.

Hito-Vopk

doTorpagum 1. Hu- s?
cHeBMYa

SAVE TIME |

30 exhibitions on
the same day

November, 18th,
1977, New York

Photographed by
L. Nisnevich

Names of galleries
and dates of the
exhibitions
1.ALLAN STONE
12.10 p.m.
2.ELKON 72.22
3.GIMPEL & SC
WEIZENHOFFER b »
12.27 p.m. .
4. FORUM 12.34
5.BORGENIGHT
12.39 p.m.
6.CASTELLI
UPTOWN 12.50
7.CORDIER &
EKSTROM 1.03
8.WHITNEY Fis
MUSEUM 7.72

9. RONALD
FELDMAN 1.23
10. KNOEDLER
1.33p.m.

11. ROSA ESMAN
2.14p.m.

12. ARRAS 2.77
13.ZABRISKIE
2.21 p.m.

14. FISCHBACH
2.24 p.m.

15. MARILYN
PEARL 2.30p.m.
16. MARI
BOROUGH 2.36
17. AARON
BERMAN 2.44

18. DINTENFASS
2.48 p.m.

19. LILIAN
HEIDENBERG 2.57
20.ALLAN
FRUMKIN 3.08
21.MEISEL 3.49
22.WESTBRO
ADWAY 3.52p.m.
23.NANCY
HOFFMAN 3.55
24, SONNABEND
4.00 p.m.
25.WEBER 4.04
26. HOLLY
SOLOMON 4.12
27.JOHN GIBSON
4.15p.m.

28. HEINER
FRIEDRICH 4.18
29.0.K. HARRIS
4.23 p.m.
30.CALDWELL
4.26 p.m.
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ALEXANDR KOSOLAPOV
AJIEKCAHAOP KOCOJIAINOB

Pogunca B 1943 r. B Mockse.
1956-1961 rr. — yuusics B MOCKOBCKOW cpefHeli xyno-
>KeCTBEHHOI LuKone.
1962-1968 rr. — MBXI1Y (6.CTporaHoBcKoe), oTaene-
HVWEe MOHYMeHTasIbHOl CKy/bNTYypbl.
1968-1975 rr. — paboTan cKy/ibMTOpoM B cucTeme Coto-
3a XYJOXXKHNKOB.
1975 r. — amurpuposan B CLUA.

Born in 1943 in Moscou.
1956-1961 — years of study at Moscow Primary Art
School.
1962-1968 — studied at former Stroganoff Institute of
Arts, Faculty of Monumental Sculpture.

1968-1975 — worked as a sculptor in the system of
Union of Artists.
1975 — immigrated to the USA.

O MOWMX PABOTAX

MpocTpaHCTBEHHbLIN Yros U3roToB/ieH W3 AepeBa B
KO/INYECTBE ABYX 3K3EMM/IAPOB.

Pasmep — 30x30x20.

Haxopgsuwmecs B npupoge yriibl MOryT 6biTb 3adouk-
CMpOBaHbl faHHbIMW O6bEeKTaMu B Pas/INyHbIX KOMOU-
Haumsax. ABTOPY 6blI0 MHTEPECHO OTMeTUTbL 3TU siBJie-
HUSA B TakKmx O6beKTax KaK CKasibl, KaMeHHble CTpoe-
HUS, YesnloBeYeCcKoe Teslo, Tesla XUBOTHbIX, BO34yX U T.A.

3[eCb NPUBOJATCA HECKOJIbKO MPUMepPOoB 3TOrO Orbl-
Ta, KOTOpble aBTOP Ha3blBaeT ''Bapuauun C eCTeCTBEH-
HbIMW yr/laMu B MPOCTPaHCTBe™.

A.K.

ABOUT MY WORKS

My spacial angle is made of wood, number of copies
too. Sizes 30 x 30 x 20 cm.

Existing in the nature angles can be caught by different
objects in different combinations.

It was interesting for the author to notice these pheno-
mena in the objects, bodies of animals, simply air and
S0 on.

Given further are a few examples of the experiment
given a name «Variations with natural angles in space»
by the author.

A.K.

1. O6bekT, Hecywmini gBa Bbl-
OENEHHbIX  YrNOBbIX MNpoO-
CTpaHCTBa.

1. In this group the objects
carry out each of the two
singled out angular space.

2-4. O6bekTOM dhmkcaumn yr-
NI0OBOro npocTpaHcTBa Cny-
XWT Teno asTopa.

2-4. Author's body serves as a
settle on angular space.



GENRICH KHUDYAKOV
MEHPUNX XYOAKOB

Poauncs B 1930 r. OKOHUMT PUIOCODCKUIA haKyb-
TeT JleHVHrpaAckoro yiusepcuteTa. C 1974 1. xvBeT
B Hbto-Vopke.

Burn in 1930. Graduated from The Philosophical
Faculty of the State University ( Leningrad ). Now
resides in New York.

1;2. N3 cepuM PUCYHKOB A/1s
6yMaxHbIX nakeTos, 1978

1; 2. From the series ofdrawings
for paper bags, 1978.

Cepusa «The Greatest American
Shopping Bag» (HenepeBogu-
MO, u4To-TO Bpoge "Benuuaii-
weri  AMepuKaHCKol ABOCb-
K1) npeactaBnseTr u3 ceb6sa
Bapuaumm Ha  MonNynsipHyo
34ecb B HacTosiuee Bpems dop-
Myny-armtky 'S nwobnio Heto-
Mopk". Hblo-Mopk, mexay npo-
4MM, WMMeeT CBOe Mpo3BuLLe:
Bonbwoe A610K0, a NOA06GHYIO
rpe6eHKy MOXHO 4acTo BUAETb
Topyalweli 13 "adpo’-weBesito-
pbl WM U3 33a4HEro KapmaHa
DOKMHC.

r.X.

OLEG SOHANIEVICH
OJIEr COXAHEBNY

Pogunca B TynbunHe Ha YKpauviHe. Yuunca B Kues-
CKOW Xy[OXeCTBEHHOW wWkKone n B JIeHUHrpaacKoi
AkageMun xypoxecTs. UYepe3 UYepHoe Mope 6Gexan
s CCCP B Typumio. * C 1968 r. xuBeT B Hblo-Mop-
Ke. PaboTaeT Kak CKy/lbMTOp, UCKNIOUNTENbHO B MeTa-
ne ("HanpsbkeHHas ckynbnTypa').

Born in the city of Tulchin, ( the Ukrain ). Studied in
the Art School! Kiev, then in the Art Academy, Leningrad.

He escaped from the USSR to Turkey in 1968. Lives
in New York. Work as a sculptor exclusively in metal,
( Stress sculpture ).

*CM. noBecTb "TONIbKO He-
BO3MOXHoe" . ['paHn Ne74

CkynbnTypa, co3gaHHas c no-
MOLLbIO HanpsiXeHus1, npuiarae-
MOro K nepBOHaYasibHOW dhop-
Me, — He UCKYCCTBEHHa, He Ha-
OyMaHHa, HO SIB/ISieTCA OpraHu-
YeCKMM CaMOBbIpaXeHVeM Ma-
pvana. B 6opbbe martepuana c
NPOTUBOCTOALLNMN cunamm
poxpaeTcs HoBasi acTeTuKa.

Mo meTann — He NacCUBHbIN
MepTBbIii MaTepuan. OH nony-
yaeT BO3MOXHOCTb aKTUBHOIO
nencTBusl, Hanbonee ecTtecTBeH-
HbIM A5 HEFO 06pa3oMm, NpPosB-
NI CBOM OrPOMHbIE BO3MOX-
HOCTW, CBOI CYLLHOCTb.

O.C.

The form in stress — sculpture
is not artificial, but is an organic
selfex pression of the medium. A
new aesthetic is born in the
struggle of metal and the forces
applied to it.

The metal is not merely a pas-
sive, dead material, but it has
been given an opportunity to
act in its own, most natural
way. It shows all its great poten-
tial, its essence.

0.S.

1. CKynbnToOp BO Bpems pa-
60ThlI.

2; 3. HanpsikeHHasi CKynbMn-
Typa

1. Sculptor in action
2;3. Stress sculpture



BORIS ORLOV
BEOPUC OPJ1OB

OkoF ~n MBXIY (6.CTporaHoBckoe)
Mo OTAeNeHUIo CKyNbNTYpbl.

XuBeT B MockBe, paboTaeT Kak
CKyNbnTOp, 9KCNepMMeHTUpPYyss C pas-
NINYHBIMW  MaTepuanamn, 4acTo npume-
HASA TexXHUKy accambniska.

Graduated from the Stroganov's Art
Institute, Moscow.

He works as a sculptor experimenting
in differents materials, mainly in assem-
blages. He lives and works in Moscow.

1-3. U3 cepuu "TMapagHble nopTpeThl”,
1977-1978

1-3. From the series «Ceremonialportraits»,

1977-1978

Celiyac A npogospkato ceputo “lMapcyH™. Cnoso 3To,
"napcyHa " - XVII-XVI1 BekoB, B rnepesofe Ha coBpe-
MEHHbI A3bIK 3HAYUT "NepcoHa’.

3abaBHO, 4YTO camo 3TO sBfieHWe -'mapcyHa’ - cmecb
3anafHoOro napajHoro rnoprpera U UKOHbI /B XY 0XHU-
KM nownn ukoHonucubl/. OT MKOHbI - XXeCTkas KaHo-
HUYHOCTb 1 HanpsXXeHHOCTb, COCPeOTOYEHHOCTb.

MHe o4yeHb HpaBUTCA TePMUH ‘'napcyHa”. A cBoumn
paboTamn cnpawmsaro cebsi n oTBeuato, YTO eCcTb Nepco-
Ha Ha 3TOM MecTe U B 3TO BpemMA? Kak n BO Bce nmnep-
CKUVe 3MoxXun onpegensitowme 3Hakn nepcoHbl CryckatoT-
cA ¢ nmua Ha rpyab. FpyAb ecTb NLO M JIMYHOCTL. OT-
cioga B KOMMO3NUUSAX MpeobnagaHve rpyamn, Kak no
pasmepam, Tak U Mo MJacTUYecKoOMy HacbIlWeHuto. YTo
KacaeTcs pelleHUs Belleil, TO A ocTaloCb MO-NpexHe-
MY KOHCTPYKTMBWUCTOM. LIBeT B Moux paboTtax siBnsieT-
CSl 4acTbl0 BCeli KOHCTPYKUUW W paspeluaeT rnaBHbIl

CMBbIC/IOBOW ysen.
B. O.

| continue to work on the series of «the Parsunas»
now. The word «Parsuna» derives from the XVII-XVI11
century Russian and may be rendered into modern lan-
guage as «a person».

It is noticeable that stylistically the very phenomenon
of the «Parsuna» is a funny hybrid of the western Euro-
pean portraiture and the icon painting - icon painters
became portrait painters. From the latter there rests the
strictness of the canon, a certain tensity, consentration.

I like the term «parsuna» very much. By means of my
work | try to question myself what is the «person» in
this particular place and this particular time? And | get
an answer.

In iconic busts of nhowadays the defining signs of a sit-
ter descends from his face to his breast. It has always
been so during «the imperial» era. It is now the bosom
that represents the person and the personality. That's
why in my portrait-busts the bosom predominates both
in size and plastic saturation. As for my approach to
sculpture | still remain a constructivist. The color in my
works is a constructiveas well a semantic element of the
whole.

B.O.



DIMITRY PRIGOV
ANMUNTPNIN TIPUTOB

OkoHunn MBXIY (6.CTporaHosckoe) Mo oTpere- Is a graduate of the Stroganov's Art Institute, Moscow.
HUIO  CKy/bNTypbl. COBMeL@eT CBOKH [eATeNbHOCTb He combines his work as a sculptor and experiments
CKy/bnTopa ¢ paboToi B 061acTu N033nu, BU3yasibHOM in poetry, visual poetry and graphic arts. He lives and
noasnm u rpadukn. XueeT M paboTaeT B MocCkBe. works in Moscow.
Bo Bpems cBOero BO3HUKHO-
Hac sepacTun CT6/M a pagocTb Hapogy Ha TPYA # Ha MOABMIY Hac BAOXHOBMA U4 BuHo Eeputac UH BuMHO Eerutac V8 ruHo BepuTae VM euvo Bep3Tac WM euno Bepur BEeHUA Belln 3TOro uumkna onpe-
Hac BupacTun (M$HL*Ha PajocTb Haposy Ha TPYA ¥ Ha MOABMIM Hac BAOXHOBWI caZ‘HMBMHD geg:;aearuwsmno zegzgaca:"we”“" Begmrae MHMEMHU Eepurac M"MEMHO bep? Aennnncb Ans MeHs camMoro Kak
. Tac VK BuH mTac WH BuH mTac VH ewno Eeputac WH BUHO BepuTae /W BMHO Be
Hac BbipacT ONANTHA pajocTb Hapogy Ha TPyA U Ha MOABUIW HAc BAOXHOBUM pATAC UH BMHO BEpUTAE U BWHO BEpUTAE UM BMHO BEpUTAe WH BWHO BEpUTae WH BAHO npouvssBefeHna nutepatypbl. W
Hac BbipacTun €T°1*H*Ha pagocTb Hapady CH Tpya MOABUIM HAC BAOXHOEWN BepuTae WH BUHO BepuTae WH BUHO Eeputac WH BMHO BepuTae WH ewno Eeputac WH BMH 3a naeasbl U NpMepbl nogpaxa-
Hac EupacTn EAPUNTSA pOROCTS WapoRy CT TRVA - nojeur wac. agoxsosn i sorae i o soprras i A o sepms I e veprrse b ami Esprac o OHM_meny cebe He 00pas
Hac BwipacTun G wTlia pagocTb Hapogy CTAaTPyA  wa nogeurv Hac BAOXHOBUN BMHO BepuTae WM ewwo Beputae U A uHo Eeputac MH BUHO BepuTae UH BUHO BepuTae ubl VI306paSVITeI'IbHOI'O MCKyC-
Hac BbipacTun 0onsHa pafocTb Hapoay CTanpyA u wa nogBurv Hac BOXHOBWA BMHO BepuTae /H BUHO BepuTae W A B BMHO BepuTae VH BWHO BepuTae WH BMHO BepBTa CTBa, tW' Aake npumepbl rpadwl-
Hac espacTun Wa PagocTh Hapody CTanuys W Ha MOJBMTU Hac BAOXHOBAN ¢ WH BuHO BepuTae UH BuHO Bepu A 3 BuHO Eeputac WM BuHO Eeputac VM BMHO Bepn YecKon noasmm win  Kpunto-
Tac UH BuHo Beputae VH 1uHo Be A B T H BMHO BepuTae WH BUHO BepuTae VH envo Be rpaMmbl HO BCHO KyNbTypy
Hac Esipactun Ha pagocTb Hapopy CTanuHi W Ha MOABUIYM HAC BAOXHOBAN putac UH BuHO Beputae WH BuHO A B MU UM BMHO BepuTae WH BuHO BepuTae UH BUHO ! 6
Hac BblpacTW/IHa pagocTb Hapogy Cv Ha MOABWIM Hac BAOXHOBUN sepuTae VW BuHO Beputae WH BuH A B MB WM BuHO BepuTae VH BuHO Beputae WH ean Od)VILI,VIaJ'IbeIX n bITOBBIX COB-
Hac BbipacTUN'SM-XIHa pagocTb Hapoay Ha nogeurn Hac BAOXHOBUN :ng‘;:;::a:r‘V\:M:Smses::)xag“ws : g g::é Ca!“w:“:ausesg::awwEMHO BepuTae WHMB PEMEHHLIX TEKCTOB, OT raser-
. e I Buko Beputae M HbIX JI03yHIOB, NpPU3bIBOB, ra-
Hac EwpacTun Ha pagocTb Hapopy C«E=bl"CTaHa nogsuru Hac BAOXHOBMN BMHO BepuTae WH BMHO BepuTae M A B JMBE Y Tac WM BMHO BepuTae WM BUHO Eeputac 3eTHBIX LEI/aI'IOK’ " Ee e OBI/I' o
Hac BbipacTun Ha papocTb Hapogy CTana MOABUMM Hac BAOXHOBUN W4 BuHO BepuTae WH BuHO Bepute A B MUBE YT utac WH BuHO BepuTae WH BMHO BepuTa pen; u A
c UH BuHO BepuTae UH ewHo Bepu A B MUBE UYTO putac WM BMHO BepuTae MH BUHO Bepa 6|0p0KpaTV|quKV|X LNpPKyns-
Hac BbipacTin Ha pajocTb Hapogy CTanu MOABMIM Hac BAOXHOEWN .
Hac. Expactun wa pagoCTs Hapogy CrannOgENTA MG BAOXHOBWT Tac V\HMBMHO BepuTae V\HMEMHO Be 2 l; m:é :127 epuTac VIHVIBMHO BepuTae VIHMeMNcr Be poB, HayK006p33Hb|X Bblpaxe-
. putac W+ BMHO BepuTae WH BUHO ? BepuTae VH BUHO BepuTae VH BUHO HMA aMUNbSIDHBLIX OKTUK 1
Hac EblpacTun-"aii&Ha pagocTb Hapoﬂ)f 3emnCpsurn Hac B/OXHOBUN BepuTae W BMHO Beputae WH BMH A B MUBE YTO? Ho Beputae VH BMHO BepuTae WH BUH " I'IY gjl'IVICHbIXpVICTVIH Ho acl-::/:g
Hac BHpacTW CTaHH™a PAocTb HApOay P’V\«M’\Ng’\KCTEMI’M HAC BAOXHOBMA 0 BepuTae WH BuHO Beputae UH B A B MUBE YTO? BMHO BepuTae VH BMHO Beputae WH b P .
o LHRGHAC MHO BepuTae WH BuHO Beputae VH A B MVBE YTO? H BUHO BepuTae VH BuUHO Beputae WH npeamMeTHOCTb 3TUX npowuseepge-
o e I e DT apon) (TSI o S e o s wprc 4 & B 7 v e Juwes LS WU W CNIOCOG WX GbiTOBaHMA
Hac BeipacTn 6T"MH*Ha paoCTb Hapoay . Tanru Hac BJOXHOEWI ? eunHo M ~ _
" g 0e<NT2FETSMMA yac spoxHoBHN ¢ VH BUHO BepuTae WM BuHO Eepu A B MMBE YTO? utac WH ewno BepuTae VH BUHO bepu cpean untatesei-sputenein yoe
ac BepacTun ’Ha PaAoCTL HapoA Tac U BMHO BepuTae WH BUHO Be A B MVBE 'ITO? epuTsc WH BMHO Eeputac WH ewno Be AN MeHA B TOM, 4YTO OHU B
Hac BbipacTun GTOSHN’HA PafOCTL Hapoay BAOXHOENN putac W4 BuHO BepuTae WH BuHO A B MUBE H UYTO? BepuTae WH BuHO BepuTae WH BUHO TOW e cTeneHu n npovsBeaeHns
Hac BbipacTun Ha PajocTb Hapogy BAOXHOEWN BeHpuTac /4 BuHO Beputae MW A B MUBE ac UYTO? BepuTae VM BUHO BepuTae WH eun
H SSsh’ CTc BAOXHOEMN o Beputae W4 BuHO Beputae W A b NUBE putac YTO? o BepuTae WM BMHO BepuTae WH B M306pa3|ATeanoro “ckyccrea
fac supacTun Ha papocTb Haposy ¢ nHo Eeputac VW BuHO Beputa A B MUBE Beputa UYTO? Ho Beputae VH BMHO BepuTae W NO KOHEYHOMY pesynbTarty. He-
Hac BbipecTun Ha pajjocTb Hapoay BAOXHOBUN BWHO Bep3Tac WH BuHO Eepu A B MVBE uHo BepuT YTO? BUHO BepuTae WH BUHO BepuTae OﬁXOp,VIMO NMOMAHYTb eLlle 06
Hac swpacTan (“E=»THa pafocTh Hapoay 6*2£ H*N; TaNBAOXHOBNN VH ;MHO BepuTae WH ;VIHO AABBHESEE H ;MHD Bepu H:I{'%’, BUHO BepuTae MHMBMHD BepuT OfiHOM anKTope. CyacTavBO No-
& & Ha 0CTb Hapo, (MHACTa/MA0XHOBUN ac WH ewno Beputae WH B ac VH BuHO BE ? H BMHO BepuTae VH BMHO Bep
Hac BupacTun paA poRy utac VH BuHo BepuTae U1 A B MUBE aeputac WH BuHO YTO? UH BMHO BepuTae VH BUHO B ABUBLIAACA U 6bITleLL[aF| yxe
Hac Esipactun Ha pagocTb Hapogy Ta/MHOXHOBN eputac U BuHo Beputa A B UM3E 0 Beputae VW BuHO YTO? U BUHO BepuTae VH BMHO NpoAo/HKNTENBHOE BPEMS Ky/lb-
Hac BblpacTun éSssa’Ha pafocTb Hapogy Bep3Tac /4 BuHO Bep A 3 MU3E wHo BepuTae WH BMHO YTO? c UH BMHO BepuTae WH eii Typa camm3garta elje He cMmorna
Ho BepuTae MH BuHO A 3 MUBE H BuHO BepuTae WH BuH UYTO? ac WH BMHO BepuTae WH OCMbIC/IUTL cebs KaK sBfeHune
BUHO Eeputac MH Bu A B MUBE ¢ WH BuHO BepuTae WH Bu UTO? Tac WH BuHO Beputae ~ 6 -
H BMHO BepuTae WH A 2 MUBE Tac IH BuHO BepuTae VW B YTO? utac ViH BMHO BepuTae Ky/ibTypbl B CBOEN COOCTBEHHON
VH BuHo BepuTae A B MUBE aeputac VW BuHO Beputae WH UYTO? putac VH BMHO BepuT 4yuncToTe. I'IeperleanKM Ha Ma-
ac WH BuHo Bepu A B MUBE o Beputae WH BuHO Beputae WH 4YTO? eputac WH BUHO Bep LUNHKE CO3HaBa/IMCb KaK npo-
2 o
utac WH BuHo B A B MUBE BuHO BepuTae WH BWHO Eeputac 4YTO? BepuTae VH euwro e MEXyTOUHbIA 3Tan nepes BO3-

eputac /s suH A B MUBE WH BMHO Beputae WH BuHO Beputae YTO? o BepuTae WH ewno
MOXHbIM (HO Aasnieko He Bcerga

peanunsyrowmmcs) odopmMIeHU-
the Party i . . i eM B Buge npoaykra nonuvrpa-
«Wle are grown by Stehn for the joy of the people» «In vino veritas. And what's in beer, then?» chun. OfHaKo, JOCTATOYHO MPO-
[O/DKUTENTbHOE U MHTEHCUBHOE
6blTOBaHVE CaMn3aTOBCKON n-
TepaTypbl NOPOAU/IO YXKE N COOT-
BETCTBYHOLLYIO Ky/IbTYpYy ee BOC-
NnpUATUS, 3pPUTE/NIbCKYID  peak-
LMIO HAa MaLUMHOMUCHbIY TEKCT B
secent €ero camMooCTaTOUYHOCTW.
secen! Aa. .
Becen!
secen!

Becen?

secen!
Becen!
Becen!
Becen!
Becen!
seceni

«All of a sudden, a malarial patient, who's been in the «How gay | am, how nice | am.
flower of health feels a strange pull in his arm. » Death is near»

He3anHo
He3anHo
3He3anHo

cpegu MONHOTO 370pOBbA EDHI:HOM manspvell UYyeT MoTAruBaHue B pyHax Kax
cpegu MONHOMQ 3 l?,ﬂ *“ manApuey 4yeT notsarvEadve B ry .
cpeau MOJHOrO nﬁo% wu’uc . waosipueln 4yeT I'IDTRI’MESHKe 3BIB3AA Kak
He3anHo cpegn MOMHOro A BOALH uyeT notArveann-A-3M1.17.0x Ka
He3anHo cpegn MOMHOrO ped 60an0M mansp: _ 4yer ﬂoTﬂrMBBHE -by-.Cy0c. :
HEe3anoH cpegu MONHOro BT uyeT noTABHE3AMHOBO3MOEX Kak
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A0 MamspuieH
o 2 O e \yer NONEIATHCHOSKOEY ke K
pefu MONHOTO 60bHON pueli YyebH AHHOEOCHOEB pykax
cegu MonHoro 0BbS QO/bHOY Mansipuenn BNE3A. *II0sO3HOEKe B pykax Kak
pean NOMHOro 60N1bHON -3ANHONO3HObBaHNe
edn NONHOIO: 10bbs 5Dl1l:HOI/I anBEb3AL0eO3HOBArBaHNT
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OLEG PROKOFIEV
OJIElI' TIPOKO®bLEB

Pogunca B 1928 r., B lNapwxke. B 1936 r. nepeexan B
MockBy. Yuuncs B MOCKOBCKOW cpefHei XyaoxecT-
BEHHOIi wWwkone. B 1949-1952 rr. 3aHUMasicA B CTyaun
P. ®anbka. B nocnepgyrouwme roabl nsyyasl UCKYCCTBO
VHaun n KOro-BocTouHO A3UM 1 Hanucas HeCKOsIbKO
KHUI 06 3Tom. [lBaxkabl BbICTaBNsANCA Ha MOMOAEXHbIX
BbicTaBkax. C 1971 r. xxmBeT B JIOHOOHE N 3aHUMaeTCcA
XuBonucblo. BbicTaenanca B [Mapuke, BalMHITOHe,
JloHOoHe 1 gpyrux ropogax AHranu.

Was born in Paris, 1928. In 1936 moved to Moscow.
Studied in the Moscow Art Scool. In 1949-1952 worked
in the studio of R.Falk. During the following years
studied the art of India and South-East Asia. Published
several books. Twice exhibited in Moscow Youth
Exhibitions. From 1971 lives in London and paints full
time. Exhibited in Paris, Washington, London and other
cities of England.

Ecnu, Kak ckasasl noaT, aMurpaumsi CBOero poga pe-
neTMuMsi cmeptn (MCYE3HOBEHMe MPUBbLIYHON cpeabl,
oTAasIeHVe OT Apy3ei n T.A4.), TO XYAOXHUK, MUCMbITas-
Nl 3TO, AO/MHKEH PafAMKa/ibHO NepecMoTpeTb BCe CBOe
TBOPYECTBO. VHave, ero yAen — camonoefaHue.

O. .

If, as a poet said, emigration is a kind of rehearsal for
death (disappearence of a familiar environment, separa-
tion from friendsetc.) then, an artist who passed through
this experience, should radically reconsider his work.
Otherwise, he risks consuming himself.

O.P.

KoHCcTpyKuus,

1979

[lepeBo, aKpuUInkK

40x13x8

Construction,
acri/ic on wood
40x 13x8

VITALY KOMAR AND ALEXANDR MELAMID
BUTAJTMN KOMAP N AJIEKCAHAP MEJTIAM[,

BuTanuii Komap poaguncsa B Mockse B 1943 r.
Smurpuposan B 1977 .

AnekcaHgap Menamug pogunca B Mockse B 1945 r.
Amurpuposan B 1976 .

B HacToOsLLEee BpemMsa X1BY T B V3paune.

Vitaly Komar born in 1944 in Moscow.
Emmigrated in 1977.

Alexandre Melamid born in 1945 in Moscow.
Emmigrated in 1976.

Now live in Israel.

TEJIETPAMMA KAHWIEPY XEJ/IbMYTY WMNAOTY
Mbl KOMAP U MENAMWNAO VEPYCANTNM HECEM
OTBETCTBEHHOCTb 3A 3EMJIETPACEHUE 3 CEH-
TABPA 1978

OTA BbINNA TEPBAA AKLMA W3 CEPUN TEPPA-
APT MATMYECKWX BbICTYTIIEHUN

KOMAP N MEJTAMNA

C-ro PO o oK <O

PWRWOK<STO

341118 BXTV IL
13.26
41886750* Telex No. of Chancellor Helmut Schmidt
8B6750A BKBN D
341118 BXTV IL
5-9-78
WE KOMAR AND MELAMtD JERUSALEM TAKE THE RESPONSIBILITY FOR THE
EARIHOUAKE IN SOUTH GERMANY ON 3 SEPTEMBER 1978.
THIS WAS THE FIRST ACT IN A SERIES OF TERR-ART MAGIC ASSAULTS*
KOMAR AND MELAMID EXTt 5863
¢
886750A BKBN D
2711118 BXTV ILGGGG

000*9
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RUSSIAN ARTIST ON THE EXHIBITION OF JASPER JOHNS
PYCCKUMN XYOOXHUK HA BbICTABKE IXXACMEPA IXXOHCA

YTo HOBOro MOXeT cka3aTb PYCCKUI Xy[o0X-
HUK o [xacnepce [OykoHce? CBoe CyxeHue, HO
KpUTUKa 3HaeT 6osibwe. K TOMy )Xe OHO CTOofb
Masio CyLeCTBEHHO, 4YTO A/1I9 €ero BblpakeHus
cam 6bl aBTOp BPAA M NOAHAN nepo. U Bce e
Hafo NbITaTbCs FOBOPUTL 06 3TOM, Tem Gosee,
uTo, MHe KaxeTcs, TaiiHa BO3AeiicTBMA U BOC-
NpUATUA XyLOXECTBEHHOIO MpPov3BefeHus eLle
He BbISICHEHA, W KaXAblli HOBbI OMbIT 3HaMeHa-
TeneH. MTak, 1 Xo4y pacckasaTb NMPOCTO O CBOEM
onbITe.

CHa4ana BbICTaBka MHe He noHpasuiacb. M kak
Bcerja B Takux cnyvasix, si cnpawuvsasl camoro
cebs — noyemy pasgyBatoT C/1aBy OAHOI0 Xy/[0X-
HUKa, Noka gpyrve npebbiBaloT B HulleTe 1 6e3-
BECTHOCTUW. HO 5, He NeHsicb, noLuen B criefyto-
WNii BTOPHUK /3To 6ecnnaTHbIl AeHb B My3ee/
N 3aTem XOA4W/ KadkKAyro Hefeso BMAOTb A0 3a-
KpbITUA BbICTaBku. PaboTbl [ykacrnepa [pkoHca
yBNEK/IN U 3aMHTepecoBaM MeHs, cTana pac-
KPbIBATbCSA UX CAaMOCTOSITEe/NbHas XXN3Hb.

MoHavany nerye 6bI/10 CBbIKHY ThCA C PAHHUMU
paboTamu, TaKk Kak OHU 60siee 3HaMeHN T bl 1 LUN-
POKO penpogyumpoBaHbl. OgHa n3 HUxX — "“Mu-
LeHb "

ECTb Beln, Kak MHe KaxeTCcsl, 06LLmne Ansa Bcex
nofen @ XyAoXHUKOB, TakCUCTOB, LaxXTepoB U
T.4, C/IOBOM, BCEX. A BOT XYAOXHWKW 4acTo
3a0bIBalOT, YTO OHW TOXe NI0AN, N XOTAT roka-
3aTb, YTO OHM YeM-TO OcobeHHble. Tak BOT, Be-
WM Tuna MULLEHW, CTYyNbeB, GOTUHOK N MNPOYnNX
HEOpPUIMHa/IbHbIX Belleli NOHATHbI itogam. U aa-
e 60s1ee NOHSITHbI HEOPUTVUHA/IbHBLIM OAAM. Y
HUX eCTb 3HaHMe 3TUX Belleld, OTHOLLEHNe K HUM,
[aXe ecnn OHM 06 3TOM HMKOrga OCO6EeHHO He
aymanu. Ecnu yBuguT Takoil npocToli yenosBek
HOX, OH HernpeMeHHO, ec/n He CKaxeT, To OTMe-
TUT NPO ce6s — 3TUM HOXOM MOXHO paspe3aTb
xne6 nnu apbys. M BOT, eCcim OH, 3TOT XKe Yeno-
BEK, MOCMO TpUT Ha Kap TUHY, Ha KOTopoii n3obpa-
>XeHa MULUEeHb, U NoJaBuUT B cebe BOJSIHEHWUe, YTo
OH HMYero He NoHVMaeT /Befb He fleC U MoNsHa
n3006paxkeHbl/, TO B CrieAyloWwmii MOMEHT OH MO-
XET W MbIC/IEHHO MPULENTLCS, U, KaK B cry4vae
C HOXOM, KapTwuHa NpobyauT B Hem pelicTBue,
cKopee BOCMOMWHaHWe O AeliCTBUM, HO TO/bKO
OYeHb 3aTaeHHOe, KOTOpPOe HaKoMWIoCb, O6blTb
MOXeT, He OAHOI ero >XW3Hblo, a CyMMOW >KN3-
HEHHOro OnblTa ero PoAHbIX NPeAKoB. A XyA0X-
HUKY, MHE KaXeTcCs, 3TO U Hafdo 6bi1o. OH Tak
AOKOoNasics [0 NIacTOB CO3HAHWA, YTO ckasan pe-
WnTenbHO: "He xouy ycnaxgaaTb U 3cTeTuyecku
nackaTb MOEro 3puTens, NyCThb YesloBeK 0 TKpoeT
6onee aelicTBeHHbIN Noaxoa K uUckyccTBy. Kak,
K npuvmepy, [ApPeBHWI 4esioBeK, KOTOPbIi My-
XXECTBEHHO OTHOCWICA K Hemy, MoHMMas ero,
KaK aKT TBOpPeHUs camoro ce6s. U nycTb, - Ay-
maeT [pkacnep [>KOHC, - UCKyCCTBO NpobyxaaeT
B 3puTesnie 3Ty APeBHIO 06nacTb 4YyBCTB. MycTb
MOU 06bEKTbI ByayT A1 HEFrO CUrHa/laMn K ak-
TWBHOMY, AeACTBEHHOMY M nMoToMmy 6onee amMo-
LMOHaIbHOMY U MOJSIe3HOMY A5 cyllecTBa Yeso-
BekKa BocnpuaTuio. "

Mo Tomy>xe npuHumny Ixacnep J)XOHC n3obpa-
XaeT dnarv, 6ykBbl, LUUdPbI U pasHble apyrue
Bewn. MHorga OH BbICTaBnsieT KakK Xy[oXecT-
BEHHbI 06beKT NpeAMeT, C KOTOPbIM Mbl XOPO-
WO 3HakoMbl B 6bITYy /namnodyka, ¢oHapb/ U
BOT B My3ee, B MnpoLecce y3HaBaHWUs, C BOJIHe-
HMEeM OTKpbIBaellb WX KPacoTy W 3HaunTesb-
HOCTb, MOpaxaelwbCcsd OOHaXEeHHOCTU (OopMbl U
rny6uHe npasfbl, B HUX 3ak/OYEHHOW. W aTum
XYAOXHUK FOBOPUT NHOAAM, YTO HET, Mbl HE XKU-
BEM B 3MOXy Aerpagaumv Ky/bTypbl, KakK 4acTo
AyMaloT, HeT, YenoBeK [ABWKeTCA Bnepen, ecTb
elle yemy yauBAATbLCA U YeM BOCXMLIATLCS, WU,
nokasbiBass HaM 06bEKTbI Halleli MaTepuasibHOW
Ky/NbTYpbl, OH [OKa3blBaeT, YTO OHM He MeHee
BE/IMKN N 3HAUYNTE/bHbI, YeM CUHKCbI U nupa-
MUAbI, N UX AeiCTBEHHHasA 06HaXEHHOCTb He HU-
Xe, YeM Yy rpeyeckmx KypocoB. OH roBopuT, YTo
XuBa dnnaga v XuB Memdwmc, n ceiyac OHU
34eCb, CpPeAu Hac, HO 3TO HENeXUT Ha NMOBEPXHOC-
TW, 1 B 3TOM ero npusBaHue Xy[oXXHuKa — 0T-
KpbIBATb UX N JOHOCUTHb A0 Hac.

Ho 6bl10 6bI ryno gymaTh, YTO Lienas BbiICTas-
Ka HabuTa MULLEeHAMW 1 laMnoYvkamu. To, 0 yem
S nUcan, 3TOo NINLb NEePBUYHBIN MaTepUas UCKYC-

cTBa [bkacnepa [>kOHca. Y Hero ecTb CBOW A3bIK,
npuemMbl, CBOW CTWIb pa6oTbl. OH YacTo Kak 6¢t
rosopuT: "YTO, TblXO4yelb KapTUHY? Tak Ha Te-
6e eel” I gaeT Ham XO/CT CO LLUE/bIO U LWapuK B
Hell. 9To K npumepy. S yBeEPEH, YTO OH He usge-
BaeTCH Haj 3puTeNieM, a Xo4eT ero y6eanTb, 4TO
MOMMMO fieca € MONSHON Y KapTWHbI MOXeT OblTb
OPYroW cloxeT, He MeHee BaKHbIW W gpamaTwy-
HbIi. Y HEro TONbKO Apyras cucTema LigHHOCTEA.
[xacnep [>KOHC BBOAUT B KapTUHY OYKBbl, Haj-
nmcn. BoT OH HamaxeT XOJICT CepbiM U HanuwieT
“'gray "' /cepblii/, HO OH 3TO0 cAenaa He NOTOMY,
YTO He AoBepsieT 3pUTENo, cumTas ero NgnoTom
WAn JanbTOHWKOM. OH, Hao6opoT, 3aBsA3blBaeT
pa3roBop co 3puTeneMm, Kak 6bl 340poBaeTCs C
HUM, MPOTArMBaeT PyKy: A — [xacnep [pkoHC".
Vnn, nogTeepxaas uBeT HaANUCbLIO, NPOBO3ra-
LwaeT BE/INKYIO UCTUHY: cepoe — 3TO cepoe. Pa3se

Myseii YuTHu, Heto-Mopk

Whitney Museum, N. Y.

A1 3TOr0 He HY)XXHO My>XecTBO, U pa3Be cepoe
HeAOCTOIHO, YTo6bl Y HEero 6bin cBoli Benackec?

Ho BoT mepep Hamu 6onblUMe 06bEKT bI-Konna-
XXN. 3[ecCb yXe He OAHO AelicTBue. 3TO yxe Mnbe-
ca, Kackapj cuTyauuit. f, /IMYHO, BWXKY B HUX
rpoxoT ABepei, waru, 6eroTHo, yaapbl No xene-
3y. W awenoHbl pasHbIX NpoBOKaLui, He[03BO-
NeHHbIX B pecnekTabenbHOM unckyccTBe. Korn-
Na>K No3BOMSAeT COeAVHUTbL eMy HecoefuHUMOe.
OH 6opeTcsi 3a BapBapckoe, u norTomy 6onee
yucToe BocMpuATUe. Hanpumep, K Kpacke OH
OTHOCUTCS He TO/bKO KaK K LBeTY, HO U Kak K
NOKPbLITUIO UM MaTepuasny, NPUrogHOMY Mo ryc-
TOTe 1 BA3KOCTU 6bITb pa3MasaHHbIM. T.e. OH Bbl-
JenseT  MaTepuasibHO-(OM3NYECKYIO  Mpupoay
Kpacku. TakK fileTV 4acTO KOHLEeHTPUpyTCsa He
Ha LBETOBbIX, a Ha NacTO3HbIX ee cBolicTBax. Ho
KO/Ib Kpacka MOXeT Tak Mo pasHOMY CAyXUTb
XYAO0XHWUKY, To noyemy 6bl He CNpoBOLMPOBaTb
ee K nNpocTo nokpacke. Beab B criyyae ¢ nokpa-
LUEHHbIM 3a60POM, 3TO M eCTb OCHOBHasi ee UHT-
pura. A 3aTem, noyemy 6bl He BBECTY B KapTUHY
Te camble Nt06UMbIe BeLLW, KOTOpble co3galoT B
B3aUMOAENCTBUM C LLBETOM U KPacKo 60/1bLUYIO
ee XN3Hb. TakK NosBMAAITCA M co3jaloT CBOU Clo-
XeTHbIe JIMHUN B 06beKTe — IaMMOYKN, ALLNKHN,
LWeTKN, MULLIEHW, 3BOHKN, BYKBbI 1 Npoyve "Ma-
noxypoxxecTBeHHble" Bewmn. KcTaTu 0 GykBax.
Mx ponb MHoOrosHayHa. CHavana OHW camu [o-
CTOWHbIA 06BbEKT, C MHAMBUAYa/IbHbIM OYKBEH-
HbIM BO3felicTBMeM. | BTopoe, ckiagbiBasicb B

C/I0BO, OHM CO3[al0T 3HadeHue — 'Oray ", Aekna-
puvpys uBeT. TpeTbe — OHU e MpeKpacHble Tpa-
hapeThbl U AalOT CaMOBbIPa3MTbCA Kpacke, Befdb
TpacdapeT 3KCnayaTupyeT ee rycToe nNpupoaHoe
CBOICTBO. W 3aTeM CBOeli BelLleCTBEHHOI Npupo-
[Oli OHW CO3[aIT HeucUHMCNUMbIe nacTu4eckme
BapuaHTbl C XXMBOMWUCHOM N/I0CKOCTbIO, paboTas
TO KaK KOHTpPacT, T0 MackMpysiCb NoA X1BOMUCh,
pacTAruBaschb B Hell No-NaacTyHCKN.

1 Habpocan NnLb HECKOJ/IbKO CIOXeTOB CBOEro
nyTewecTBNs B MUP ero TBoOpYecTBa, OTMeyast
cBoiicTBa 6051€ee 6/IN3KME MHE Mo onbIiTy. Bonb-
IO XYAOXXHUK — 3TO0 BCerga NnpoBOAHUK, My/A-
poCTb KOTOPOro B TOM, YTO OH YMeEeTCOOTKpbI-
BaTb HeBeflOMOe C BeAOMbIMU. C 3TOii BbICTaBKu
A BbIHEC YyBCTBO 6narogapHocTu 1 B/O61eHHOC-
TU B CBEXee U MyXeCcTBeHHOoe UcKyccTBO [hkac-
nepa [>xoHca.

A. KOCOJIAMNOB

What new insights can | as a Russian artist offer
into the work of Jasper Johns ? ! could give my
personal judgement but formal criticism bears
certainly much more. In fact, realizing how little
weight my own opinion does carry, | am some-
what reluctant even to begin. Neverthless, | feel it
necessary to try to write about it because the
mysteries of an effect and perception of a work
of art are still so little understood that every new
experience is worth attention. For this reason, |
would like to relate my own impressions of a
show | have seen in the New York Whiteney
Museum.

At first, | did not like the exhibition at all. Even
more, as often happens in such situations, | asked
myself why the fame of certain artists is so infla-
ted white the others remain unknown. | went
again on Tuesday - the free entrance day - and
went back each week until the end of the show.
Jasper Johns' work attracted and interested me
so much that finally, they began to disclose to
me their inner life.

To begin with, it was easier to get used to his
early works since they were more familiar to me
being quite often reproduced, as for instance « The
Target». It seems to me, that certain things are
the same for everybody - be he an artist, a driver
ora miner. Yet, some artistsoften forget that they
too are people and try to show that they are in
some way extraordinary.

Everyone can understand shooting targets, chairs,
shoes or other commonplace objects. In fact,
ordinary people understand them best. They
know these things, have a defined relationship
with them, even if they have never given them
too much consideration. When an ordinary person
sees a knife, for example, even if he doesn't say
it, he will certainly perceive its utility to cut,
whether it is bread or watermelon. Now, let us
suppose that the same person looks at a painting
of a target. Ifhe overcomes his discomfort of not
understanding anything - after all it is not a land-
scape - he might be stimulated mentally, as in the
case of a knife. The painting will provoke in him
a reaction, or rather a deeply hidden memory of
an action, which in reality is not his own but the
sum of actions performed by his ancestors. And
this, | think, is exactly what the painter wanted
to transmit. He penetrated so deeply the levels
of consciousness that now he can say with assu-
rance : «l don't want to please and aesthetically
fondle my audience. Let man discover a more
active approach to art. Let him take his example
from primitive man who took a courageous stand
in relation to art, understanding it to be an act of
self-creation. | want my art» - continues Johns -
«to awaken in my viewers that same primal field
of emotions. Let my painted objects serve as
stimuli to goad him to a more active, involved,
and therefore more emotional and wholesome
perception of art and the world».

In a similar way Jasper Johns paints flags,
letters, numbers and sundry other things. Some-
times, he presents as an object of art something
we are very familiar with in every day life - a
lightbulb or a flashlight. There, in the museum.



in the very process of recognition, one is thrilled
to discover its beauty and meaning, or, amazed
by the revelation of its form and the profound
truth it contains. This way the artist tells us that
we are not living in an age of cultural degradation,
as is often thought. There is progress and some-
thing to admire. By showing us the objects of
our materia! culture, the painter suggests that they
are of no lesser importance than the Sphinx or
the Pyramids, and that their functional explisit-
ness is not inferior to that of the Greek Kuroi. He
is telling us that Athens and Menphis are alive,
and that they are present among us. They He,
however, beneath the surface of reality and it is
the artist's vocation to discover and reveal them
to us.

But it would be false to imagine that the entire
exhibition was packed with targetsand lightbulbs.
What | wrote about isjust the primary feature of
Johns' art. He has his own language, devices, and
a unique style. Often, as if he was to say : «So,
you want a painting ? O.K., here it is.», and we
get a canvas depicting a slit with a ball in it. 1 am
certain, that he is not mocking his spectators. He
wants rather to convince that a painting doesn't
have to depict a landscape in order to carry an
important, dramatic impact. He operates with a
different scale of values. Jasper Johns paints
letters and inscriptions.

He will cover, for instance, a canvas in grey and
entitle it «Grey». He does this not because he
lacks faith in his viewer taking him to be colour-
blind, but on the contrary, he breaks the silence,
engaging him in a conversation. It is if he was
offering his hand and said : «Hello, '™ Jasper
Johns ! ».

Or, at another level, affirming the colour by the
inscription, he proclaims the great truth that grey
is grey. Doesn't that demand real courage ? Isn't
this grey worthy ofa Velasquez ?

At last in front of us are large-object-collages.
Each one a single act, but a complete play, a mul-
titude of situations. To me, they evoke slamming
doors, footsteps, bustling up, iron clanging, noisy
convoys of different provocations not admitted
in respectable art. Here the medium of a collage
allows the artist to join things which are not
joinable. He struggles for this sort of «barbarism»
in order to effect a perception that is genuine
and spontaneous.

Looking at the paint we realize that for the
artist it is not simply a mere colour but a cover, a
aateria! which is sticky enough to be smeared
over a surface. He isolates the physical properties
of a paint, and, in this respect he is like a child
who is more intrigued by the paint's pastiness than
its colour. But if a paint can serve the artist in so
many ways, why not exploit it simply asa surface
cover ? After all, when one paints a fence this
becomes the main purpose. And then, why
shouldn't the artist introduce into a picture some
of his favorite elements : Thus lightbulbs, boxes,
brushes, targets, doorbells, letters and other
«unartistic» objects appear more vividly and
create their own story lines. Letters, for instance,
play a number of roles. First of all, they are
worthy subjects within themselves, with very
particular alphabetical properties. Secondly, when
arranged in a word they carry a message «Grey»,
a declaration of a colour. Thirdly, they constitute
excellent stencils giving to a paint an exquisite
opportunity to express its own natural «pain-
terly» qualities. And at last, by their own nature,
they create innumerable plastic variations with the
flat plane of canvas, either contrasting with the
painting, or intergrating, or even reaching beyond
it.

Here are just a few observations made on the
paths | have followed as | crossed through the
world of Jasper Johns' art, stressing on the qua-
lities which are the closest to my own experience.
A great artist is a kind of guide whose wisdom is
expressed in his ability to reveal the unknown to
those he leads while discovering himself. | left
this show feeling gratitude and affection for
Jasper Johns' fresh and brave art.

A.KOSOLAPOV

EXHIBITION «PARIS-MOSCOU» AT THE CENTRE GEORGES POMPIDOU (PARIS)

BbICTABKA "TTAPV>XX-MOCKBA™ B LIEHTPE um. XXOPXA MOMNNAY B MAPVXE

BeposiTHO, NOC/e PYCCKOW MKOHbI... PYCCKUM
aBaHrapg B Havasie 20ro Beka — 3TO BTopas Be-
Xa, BTOpasi cflaBa PYyCCKOro WCKyccTBa B MUPO-
BOM N3MEPEHUMN...

A.CuHABCKMUI

BonblwnHCcTBO p360T| npegcrtaBneHHbIX Ha Bbl-
CTaBKe, COBETCKMWN 3puTesib He BUAen n aake He
nogospeBast 0 UX CyLeCTBOBaHUN...

...ManeBuu 6b11 apecToBaH, NpaBga, HeHago/ro.
Ho, mMoXeT 6bITb, TO/IbKO paHHAs cmepTb B 1935
rogy cnacna ero oT CTaJ/IMHCKUX KOHUiarepeii...

...MOXHO 6b1710 6bl NPUBECTU ANIMHHBIA MapTu-
PONOr XYAOXHUKOB, NULWEHHbIX CPeACTB K Cy-
LecTBOBaHMIO, MOrMoLIMX OT ronoga, npoiweg-
LINX narepsi, 1 4OBECTU ero A0 HacTOALWMUX AHEN.

. TonomwTtok

CoBeTcKas BNnacTb fasia Ha BbiCcTaBke B [lapu-
e X0of, pyCCKOMY aBaHrapgy, KOTopblii cama xe
YHUUTOXMNa. Yem 310 BbI3BaHO? Hago Topro-
BaTb. Heob6Xxoamm rMpecTuX, HyxHa Bantorta. U
BOT TOPrylOT Tpynamun YOUTbIX XYOOXHUKOB.
BbicTaBka — ouepegHas pacnpogaxa. Camu >xe
ybunn, camun npogaem.

A.CnHABCKWUIA

B cBsi3n ¢ BbicTaBKoW "lMapuxk-Mocksa : 1900-
1930" B napwkckom yHuBepcuTete CoOp6OHHa
6bl1 NpoBeAeH KOJIJTIOKBUYM Ha Temy “KynbTy-
pa 1 KOMMYHUCTUYECKas B/acTb”, B KOTOPOM
yyacTBOBa/IN npeAcTaBuTesin OpaHLy3CKOW UH-
TE/UITEHUMN U IMUTPaHTbLI U3 BOCTOYHO-EBPO-
rnemnckux cTpaH.

KonnokBuym 3akoHuUMACA [eMOoHcTpauueli B
34aHMM My3esi, B Xofe KOTOpPOW no 3aiam Bbl-
CTaBKu 6bl1 NPOHECEH MakeT CynpemMaTnyeckoro
rpo6a Manesuya. Haanucb Ha nsiakare rnacuna:
"30ecCb MOKOUTCSA PYCCKWUIA aBaHrapfg, youTbli
COBETCKUM counasinsmom.”

After the russian icon...the russian avant-garde
of the early 20th century is undoubtedly the
second landmark, the second glorious era of the
russian art on a world scale... . X

A.Siniavski

Never in his life would a soviet visitor have seen
most of the works shown in the Paris-Moscow
exhibition. He would not even have suspected
that they existed...

...Malevich gets arrested. For a short time, it's a
fact. But it is probably his early death in 1935
that saved him from Stalin's concentration
camps...

...One could draw a long list of martyrs painters,
deprived of their means of survival, starved to
death, who suffered the ordeal of the camps, and
that list could still be drawn right to this day.

l.Golomstok

Now the soviet power promotes this russian
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avant-garde, that it itself has crushed, into a pari-
sien exhibition. What led it to do so? Business
has to prosper. One needs prestige, foreign cur-
rencies. Then one goes on bargaining over the
corpses of murdered artists.

A.Siniavski

In connection with the exhibition «Paris-Mos-
cow: 1900-1930» a colloquy entitled «Culture
and the communist power» was held in the Sor-
bonne in Paris. Participating in this colloquy were
the representatives of the French intelligentsia
as well as emigres from Eastern Europe.

The colloquy ended with the demonstration in
the museum building, in the course of which a
replica of Malevich's suprematist coffin was car-
ried through the exhibition's hall. The poster
read: «Here lies the russian avant-garde killed
by soviet socialisme».
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