Anekcanap PYKABULWHNKOB
H.B. l[ozonb. 1986
Mpamop. 158x140x160

Alexander RUKAVISHNIKOV
Nikolai Gogol. 1986
Marble. 158 by 140 by 160 cm

Anekcangp PoxuH
Alexander Rozhin

« Anna BEAVHA

MarekeH «@Ppaxm». 2003
Mnactmacca, 6ynaBku, Yacsl,
rsosam n T.a.

v

MaHekeH «Kabape». 2003
MnacTtmacca, GynaBku, yacol,
rsosam n T.a.

a Alla BEDINA

Display Model ‘Dandy’. 2003
Plastics, safety pins,
watches, nails, etc.

v

Display Model ‘Cabaret’. 2003
Plastics, safety pins, watches,
nails, etc.
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«cTopuyeckuin croppeanusm» cran
OZIHWM 13 CaMblIX 3aMeTHbIX ABNEHWI Xy-
[OXKeCTBEHHOW KYAbTYPbl MUHYBLUEro
ctonetna. B Hem 3anevatnenacb fApKo
BbIpaXXeHHaA TeHAEHUMA K CO3[aHuio
HOBOW MU(ONOTUW; OH M3MEHWUN W pac-
WMPUN MpeACTaBNeHNA 0 BO3MOXHOC-
TAX 1 (GopMax BOCMPUATUA COBPEMeH-
HOro YeNOBEKa, OKasas HernocpesCcTBeH-
HOE BNMAHVE Ha 3BOMIOLMOHHbIE NMpeob-
pa3oBaHWA B UCKYCCTBE, NPeABOCXUTU
nosABIeHNe TpaHcaBaHrapAa W HoBei-
LIMX TeHAEHLMI noctMoaepHu3ma. Odu-
LmanbHasA XpOHONOTNA ABVKEHUA orpa-
HuumBaetca 1924-1968 rogamu: oT oT-
KpbiTusA «biopo cloppeanucTnyeckmx
uccnegoBaHniny u nybamkauum «Manu-
tecta ctoppeanusma» AHgpe BpeTtoHa
10 «[1pakcKol BeCHbI» — TaK, BO BCAKOM
cryyae, onpeaenAlT 3TU BpeMeHHble
rpanuupbl AneH n Opett Bupmo. B cBoem
3HUMKIONEeANYECKOM UCCeA0BaHUN
«M3Tpbl MMPOBOrO cloppeanv3ma» OHU
nucanu: «Cioppeannsm, 6eccnopHo, Kak
HU OZIHO Jpyroe TeueHwe, ocTaBuA ry6o-
yanwwmin cnep B uctopum XX Beka. Ero
BNUTanU B cebs, NOPOin HEBONBHO, He-
CKONIbKO CMEHMBLUMX ApYr Apyra MoKo-
NeHWiA, nepeluarHyB pybex mas 1968,
Ha Bcelt Hawew nnaHeTe». O 4yem cBuge-
TeNbCTBYeT U TBOPYECTBO OTEYeCTBeH-
HbIX MacTepoB XWBOMWCU, CKYbNTYpbI
1 rpaduKu, KoTopble OTHIOAL He ABNA-
loTCA 3NMUroHamu, 6e3ycnoBHbIMW Npu-
BEpXKeHLaMun ctoppeanusma uUan Hocu-
TensAMW ero noctynatos. [pumeHuTenb-
HO KO MHOTWM 13 HUX BOOOLLe HempaBo-
MEepHO TOBOPUTb O KaKoM-1nMbo Heno-
CPeACTBEHHOM BAUAHUM KOHLeNnuui
«4MCTOrO MCUXMYECKOro aBTOMaTM3May,
«NapaHOMKO-KPUTUYECKUX AOKTPUHY»
WU ApYroi, YCIIOBHOM aTpubyTuKu, Xa-
paKTepHON ANA OLEHOK 3TOro ABWKe-
HnA. KoHe4YHo, Mbl HaxoAnM onpefeneH-
Hble nepeKnnykmn ¢ Hacneamem CanbBa-
nopa [lanu, Mapcens [iowaHa, PeHe Ma-
rputTa, lNona [lensBo, Buktopa bpayHe-
pa, MaHa P3s, Makca 3pHcta, XyaHa Mu-
po B paboTax Lenoro paaa pocCUNCKUX
XY[LOXKHVKOB MOC/IEBOEHHOrO MOKose-
HWSA, YTO OTHIOAb He 03HayaeTr WX nps-
MOI CBA3W C ClOppeanncTUyecKon Tpa-
AMUMeNR, a, HanpoTuB, CBUAETENLCTBYET
0 CaMoCTOATENbHON Npupoae NoAo6HO-
ro heHoMeHa. Mpumepom ocoboro, oTcT-
paHeHHOro napannenvsma, He3aBUCU-
MOTO OT 3pUTENIbCKMX accoLnauuii n uc-
KyCCTBOBeAYECKWNX CPaBHEHWI, ABNAIOT-
CA OTAeNbHbIe NPOV3BEAEHUA TaKNX Ha-
WKMX MacTepoB, Kak Anekcangp Pyka-
BUWHWKOB, Ceprei LLlapos, AHgpeit Ko-
ctuH, Oner Cacdporos, Nropb Makape-
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"Historical Surrealism” is a unique
phenomenon in the art and culture of
the 20th century. It strived to create a
new mythology, and managed to change
and broaden both human perceptive
abilities and forms; its impact on evolu-
tionary changes in art cannot be overes-
fimated, while it anticipated the emer-
gence of both the "trans-avant-garde"
and the most recent post-modernist
movements. The recorded history of sur-
realism lies in the period from 1924 to
1968: from the "Bureau of Surrealistic
Research” and the publication of André
Breton's "Surrealist Manifesto”, to the
"Prague Spring" - at least that is how it
is defined by Alain and Odette Virmaux.
In their encyclopaedic study Les Grands
Figures de Surrealism they wrote: "Sur-
realism, as no other trend of art had,
undoubtedly, a great impact on the his-
tory of the 20th century. A few subse-
quent generations, having crossed the
‘border line’ of 1968, absorbed its les-
sons around the world." There is consid-
erable evidence of this in the creative
efforts and achievements of Russian
artists - painters, sculptors and graphic
artists, who in no way are feeble imita-
fors, "epigones”, unconditional followers
of surrealism or bearers of the surreal-
istic postulate. In the case of the Russian
artists it would be wrong to speak about
any direct influence and impact of the
concept of "pure psychic automatism”,
"paranoiac-critical doctrine” or any
other such attributes used in the analy-
sis of surrealism. Of course, there are
certain links with Salvador Dali, Marcel
Duchamp, René Magritte, Paul Delvaux,
Victor Brauner, Man Ray, Max Ernst and
Joan Miro in the works of a number of
Russian artists of the post-War genera-
fion; however, this says nothing about
any direct connection with the surreal-
istic tradition on their part. On the con-
frary, it is evidence of the independent
character of the origin of such a phe-
nomenon. Some particular works of art of
such Russian artists as Alexander
Rukavishnikov, Sergei Sharov, Andrei
Kostin, Oleg Safronoff or Igor Maka-
revich are the best examples of such a
special alien "parallelism"”, which arose
independent of visual associations and

Makc XAA3E Max HAASE

Memamopgosa Metamorphosis

1980 1980

lopenbeH, wepcrtb Gorelien. (Gobelin

200x70 with haut-relief on
tapestry), wool
200 by 70cm

comparisons constructed by art-critics.
The creative activity of each of these
artists is absolutely individual - and thus
very far from general collective tenden-
cies. At the same time, many talented and
respected Russian artists are developing
and following certain surrealistic ideas,
principles and canons, a fact that in no
way belittles their personal creative
results and achievements. Among them
are Genia Shef (Sheffer), now settled
in Berlin; Victor Krotov, who divides
his life between Moscow and Paris;
Sergei Chaikun, Sergei Potatov, Igor
Kamenev, Mikhail Gorshunov, Alla Bedi-
na and the recently-discovered Max
Haase (1938-1998).

A certain inclination towards
phantasmagoria, mystery, buffoonery
and fo some kind of gameplay allows the
critic to speak of the surrealistic vision
of Alexander Sitnikov; the works of
Valery Vradii are somehow connected
with surrealism, as are those of Vladimir
Lobanov, although in an absolutely dif-
ferent way.

One can find very many brilliant
examples of surrealism in Russian liter-
ature, in the works of Nikolai Gogol,
Mikhail Bulgakov and Daniil Kharms.
Thus, literature might be the source of
the interpretational pluralism, one
which nurtured the development of sur-
realism as a historical Russian national
phenomenon.

Unlike those foreign artists who
cultivated different aspects, themes and
modes of "historical surrealism”, the
Russian surrealists are led by different
emotional-semantic dominating ideas
and associative links. Brutality and
aggression, an infegral part of the meta-
physical and occult imagery in the
works of the Western artists from this
trend, are virtually absent in the works
of the Russian masters, in whose sur-
realistic thinking other subconscious
motivations, emotions and foresights
dominate. Their sacral meta-psychosis
is connected with a particular romantic
sensitivity and a special kind of intuit-
ivism: one can mark certain dramatic
metamorphoses in the works of the
Russian surrealists, which give another
confirmation of their readiness to sacri-

Mropp MAKAPEBUY Igor MAKAREVICH
MuHoKKuo Pinocchio

1998 1998
Wenkorpadusn Silk-screen painting
57x72 57 by 72 cm

Bukrtop KPOTOB
Kyda sedym npeo-
qyyscmaus meHa? 1997
XoncT, Macno. 110x80

Viktor KROTOV
My presentiments,
whither are you
leading me? 1997
Oil on canvas

110 by 80 cm

BUY, TBOPYECTBO KAXKAOr0 M3 HUX CaMo
no cebe ryboKo MHAMBUAYaNbLHO 1 060-
c06eHHO OT 06LWMX, KOMNEKTUBHbIX
TeHAeHUUIA. Bmecte ¢ TeM Mbl 3HaeM
MHOTVX MHTEPECHbIX 1 CaMOBbITHbIX aB-
TOPOB, MPOAOMKAIOLLMX, YTBEPXKAAA CBOE
amniya, paspabaTbiBaTb CloppeanvcTu-
Yeckue uaeu, cnefys U3BeCTHbIM MPUH-
LMMNaM M KaHOHaM, YTO OTHIOAb He yMa-

nAeT AOCTOMHCTB MX UCKyccTBa. 310 -
Kena Wed (Weddep), HbiHe x)uBYLLMIA
B bepnvHe; Buktop Kpotos, pabotato-
wuii B Mockse u MNapwxe; Ceprein Yaii-
KyH, Cepreii [MoTtanos, Mropb KameHes,
Muxann fopwyHoB, Anna beanna, Makc
Xaase (1938-1998).

MpenpacnonoxeHHOCTb K aHTac-
Maropusm, Muctepusm, byddoHage, ur-
pOBOI OCHOBE TBOPYeCTBa MO3BONSAET
roBopuThb 06 ONpeseneHHOM cloppeanu-
CTUYECKOM BUAEHUM Mupa AnekcaHp-
poMm CWTHMKOBBIM; OMOCPefOBaHHOE
BOCNPUATUE JeiiCTBUTENbHOCTN B pabo-
Tax Banepua Bpagus vHbIMM HUTAMU
CBA3bIBAET XYAOKHUKA C 3TUM SAIBNEHU-
€M B UCKYCCTBe, KaK, Bnpoyem, u Bnagu-
Mupa Jlo6aHoBa, HO B COBEPLUIEHHO Jpy-
roM pakypce.

B xynoxectBeHHon Kynetype Poc-
CUM MOXHO HaWTU HEMano reHnanbHbIX
NpUMepoB ClOppeanncThyecKoro obpas-
HOrO MbILWNEHNA, NPEXAEe BCEro B nuTe-
patype, B Hacneaumn H.B.loronsa, M.A.byn-
rakosa, [laHnnna Xapmca. Bo3moxHo,
MMEHHO 3[ecb criefyeT UCKaTb UCTOKM,
KOPHW MHTEPNpeTaLMOHHOr0 Nopanmns-
Ma, ABMBLUErOCA OAHOM M3 nobyanTenb-
HbIX MPUYMH BO3HUKHOBEHWA cloppea-
N3Ma Kak UCTOPMYECKOro ABNEHWUA U
Ha pyccKoii noyse.

B omanuve ot 3apybexHbix aBTo-
pOB, KyAbTVBUPYIOLWMX pasinyHble ac-
NeKTbl, TeMbl U MPUEMbl KMCTOPUYECKOTO
cloppeaniama, y poccuickmx npeobna-

TOYKA 3PEHNA = POINTS OF VIEW 59



60

TPETbAKOBCKAS TANEPES

=
AT L L

[ THE TRETYAKOV GALLERY #4" 2004

[T VIHbIe 3MOLIMOHAbHO-CMbIC/IOBbIE
AOMUHAHTBl U accouMaTUBHble PAAbI.
BpytanbHoCTb, arpeccusi - HempemeH-
Hble COCTaBAALWMe MeTapn3NYecKow,
OKKy/NETHOW 06pasHOCTU ~ B TBOpYeCTBe
3anagHbIX NpejcTaBuUTeNein 3Toro ABU-
XEHWA Y HalIMX MacTepoB (aKTUYecKu
cBeAeHbl Ha HeT. B paboTax poccuincKkux
HOCWTENEeN CIOpPPeanucTUYecKoro Mbill-
neHus npeobnafaloT MHble MOACO3Ha-
TefbHble MOTUBALWW, OLLYLEHUA W
npeayyBcTBMA. WX cakpanbHas Meta-
ncMxo3a comnpsikeHa ¢ ocoboi poMaH-
TUYECKOW YyBCTBUTENIbHOCTbIO, 0COObIM
WHTYUTMBM3MOM. B TBopyecTBe oTeyecT-
BEHHbIX Moc/iefoBaTeneil croppeanuns-
Ma, KOHEYHO e, MPUCYTCTBYIOT ApaMa-
THYecKre MeTaMopdo3bl, KOTOpbIe, CKO-
pee, ABNAIOTCA NOATBEPXKAEHNEM XKepT-
BEHHOCTW He BO UMA, @ BOMPeKu ycTa-
HOBKaM Ha MyTaLMI0 AyXOBHOIO CO3Ha-
HUA, Ha pa3pyLLMTeNbHbIN nadoc arpec-
CMBHOrO COMpPOTUB/EHWA BCEMy Cyllie-
My. Y Hac Gonbliue CeHTUMEeHTanmsma u
caMoO14eBaHNA U OTPELLIEHHOCTH, He-
e WMHCTUHKTUBHOMO MOAYMHEHUA
BCEX 1 BCA HEKOW cBepx3ajave.

WrpoBas Kynbrypa, metadopuy-
HOCTb U FPOTECKHOCTb PYCCKOr0 WCKYyC-
CTBa MPUBHOCAT W B ClOppeanucTuyec-
KY}0 CTPaTeruio NpUBKYC HECOCTOABLUMNX-
CA YyBCTBEHHbIX OXWAAHUI U XKenaHui,
HEKYI0 MacCKBHYIO, MOTYCTOPOHHIOK €O~
3epLaTeNbHOCTb, XOTA U HEe WCKoYato-
LMX CTUXUIHOTO BeCOBCTBa U Kypaxa.

®paHuy3cKuin nuTepatypoBes, ce-
MUoTUK, ¢unocod . /Jdeppuaa yrBep-
¥pan: «<byKBanbHOrO 3HauyeHUA He cy-
LLIeCTBYET, €ro «MosAB/eHNe» ecTb Heob-
xoauMas GYHKUMA — 1 ee ClefyeT aHa-
NM3MpoBaTb KaK TaKOBYl B cucTeMe
pasnuunii 1 metadop». KoHeyHo, B
Gonblueli CTeNeHN 3TU CNOBa OTHOCAT-
CA K WCCNeAOBaHWAM NUTepaTypHbIX
TEKCTOB, 1 BCe Xe NuTepaTtypoBeayec-
Kas, TMHrBUCTMYecKas, dunocotckan
MeTOA0/0rNA M3y4eHNA MaTepuana B
[lAHHOM cnlyyae npejcTaBfifeTca npu-
emeMOi ANA MOHWMaHWA Hacneans
CIOPPeanncTMYeCcKoro NCKycCTBa, Kito-
YOM TONKOBAHWA MpPOV3BeAEHUN, Co-
3[@HHbIX €ro pofoHayanbHUKaMu 1 no-
cnefoBaTenfimMm.

B 3701 CBA3M yMeCTHO BCMOMHUTL
cnosa CanbBagopa [lanu, ctonetvie co
[IHA POXAEHWA KOTOPOro OTMeYanochb B
3TOM rogy. Benvkuia Muctudmkarop, Mud
W peanbHOCTb MCcKyceTBa XX BeKa, nucan:
«..koria Bo3poxaeHuve 3axoteno nogpa-
xatb beccmeptHol Ipeuun, 3 storo no-
nyuauncsa Pacdasnb. SHrp xenan nogpa-
*atb Pacdasnio, us atoro nonyuunca

Oner CAOPOHOB
Mupax. 2000
Xoncrt, Macno
60x80

Oleg SAFRONOFF
Mirage. 2000
Oil on canvas
60 by 80 cm

<« Cepren LWAPOB

lMadeHue Nkapa
1991

Xoncrt, Macno
120x160

Sergei SHAROV
The Fall of Icarus
1991

0Oil on canvas
120 by 160 cm

Anapein KOCTUH
Jlem+ee ympo

1994

Xoncr, akpun, Macno
70x70

Andrei KOSTIN
Summer Morning
1994

Oil and acrylic
on canvas

70 by 70 cm

Cepreit YAMKYH
JloHo npupodsbl
2004

XoncT, Mmacno
60x80

Sergei CHAIKUN
In the Bosom

of Nature. 2004
Oil on canvas

60 by 80 cm

TOYKA 3PEHNA

POINTS OF VIEW

61




3Hrp. Ce3aHH 3axoTen nogpaxars [ycce-
Hy - nonyaunca Ce3saHH. [lanu 3axoten
nogpaxatb MeicoHbe. M3 3TOIO MOJTY-
YUNCA JANTN. N3 Tex, KTO He X0o4eT Hu-
yeMy NoApaxaTb, HUYEro He BbIXOAUT.

M A xouy, utobbl 06 3TOM 3HaNW.
Mocne Mon-apta n On-apta nossutcA
ApT noMmrbe, HO TaKoe NCKYCCTBO YMHO-
YKUTCA BCEM, YTO €CTb LIEHHOTO, 1 BCEMY,
faxe caMbiMM 6e3yMHbIMK, OMbITaMu
3TOW rpaHAMO3HOWM Tpareamm, HasblBae-
Mol CoBpeMeHHbIM MCKYCCTBOMY.

Cioppeanusm Kak HoOBoe fiBfieHWe
XYAOXeCTBEHHOI KyNbTYpbl CTajl loruye-
CKVMM NpOAOMKEHNEM [afan3ma, nouc-
KoB 0c060ro MeTan3bIKa, C MOMOLLbIO KO-
TOPOro MOXHO 6b110 Bbl HANTU 06BbACHE-
HVe AW JaTb aHanus Apyroro Asblka —
npeametHoro. OaHa U3 raBHbIX UCTOPU-
YecKMx 3aciyr cloppeannsma cOCTOUT B
TOM, YTO OH 06BEAVHUA BOKPYT fileKnapu-
POBaHHbIX UAE BbIAAIOLMXCA NO3TOB U
XYAOXHVKOB, KNHeMaTorpauctos 1 My-
3bIKQHTOB, KOTOpble ONNLETBOPAIOT Be-
JMKYIO 3Mnoxy «Bypu 1 HaTucKa». 310 -
TpucraH Tuapa n AHToHeH Apto, Dununn

Cyno n Angpe BpetoH, Angpe Cypu n Jly-
uc byHtoanb, AHgpe MaccoH 1 AnbbepTo
[Ioxakomettn, laHc Apn v Spuk Catu, VB
Tanru n Mabno Hepyaa, ®paHcuc Muka-
6va u Mabno Mukacco, Monb 3nioap n
Cio3e Takumryww, CanbBagop [anu n Pe-
He Marputt, Makc 3pHcT 1 MaH Paig,
Bunbdpegno Jlam v Maynb Knee, ubn nme-
Ha BOCMPVHUMAIOTCA KaK CMHOHWMbI Ha-
nbonee APKUX CBETWUN Ha HebOCKMOHe
WCKYCCTBa BeKa MUWHYBLLEro, NpocusAB-
LWINX Ha FOPM30HTax 3rOMCTUYECKOW o~
6anu3aumm coGCTBEHHOMO MHAMBUAYa-
nmsma. K vx yneny Mbl OTHOCMM M HaLIMX
COOTEYECTBEHHUKOB, KOTOPbIE, BO3MOX-
HO, MO VCKYCCTBOBEAYECKON Knaccuu-
Kauwmu 6blnn Janeku oT cloppeanucTye-
CKUX NponoBeaer, TaknX, Kak Bacunuii
KaHamuckuin, Mapk Waran, Masen ®u-
NoHOB. «He poXaeHHOe BHYTPEHHUM, -
nucan KaHAVHCKWUIA, = MepTBOPOXAeH-
HoO». /IMeHHO 3TOT Te3uc noaTBepKAaeT
KM3HecnocobHOCTb cloppeanuaMa Kak
ABMEHNA BHEBPEMEHHOTO, MOCKOJbKY
BeCb «aBaHrapA» HW 4To MHOE KaK UHTen-
NeKTyanbHas urpa 6e3 npasw.
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Mwuxann TOPLUYHOB
CHosudeHue. 2004
Xoncr, Macno
100x80

Mikhail GORSHUNOV
Dream. 2004
Oil on canvas
100 by 80cm

fice not for the sake of - but rather
against - the mutation of the spiritual
consciousness, the destructive pathos
of an aggressive resistance to every-
thing. Russian surrealism implies more
sentimentalism,  self-torture  and
estrangement than an instinctive obedi-
ence of everything and everybody to
some "super-task”. The "play culture”,
and the metaphoric and grotesque
character of Russian art injects the sur-
realistic strategy with an additional
touch of sensitive expectations and
dreams, and some passive estranged
confemplation that does not exclude
spontaneous courage and devilishness.

As the French literary critic, semi-
oticist and philosopher Jacques Derri-
da stated: "There is no literal meaning,

a

its ‘appearance’ is a required function,
and it should be analyzed as it is within
the system of differences and
metaphors.” These words may refer
more to the analysis of literary texts,
but nevertheless in our case a linguis-
tic, philosophical and literary methodol-
ogy can be applied towards a better
understanding of the heritage of sur-
realism, and become a key tool in the
interpretation of the works created by
its founders and followers.

The words of Salvador Dali, the
centenary of whose birth is celebrated
internationally this year - a great mysti-
fier of the myths and reality of 20th cen-
tury art - also deserve mention: "... when
the Renaissance wanted to imitate
Immortal Greece they received Raphael.
Ingres wanted to imitate Raphael, and
became Ingres. Cézanne wanted to imi-
tate Poussin, and became Cézanne. Dali
wanted to imitate Meissonier. And he
became Dali! Those who do not want to

Makc XAA3E Max HAASE
bazamesnb. 1970 Bagatelle. 1970
bymara, Temnepa Tempera on paper
60x30 60 by 30 cm

imitate became nobody. After pop-art
and opt-art, art pompier will appear, but
this kind of art will be strengthened by
anything valuable and with any - even
the most crazy - experience of the great
tragedy that is called ‘contemporary
art'”

Surrealism as a new phenomenon
of art and culture has become a logical
continuation of dadaism, of the search
for a particular meta-language through
the use of which one could find an
explanation, or analysis, of the other -
figurative - language. One of the main
historical services of surrealism is that
the ideas formulated by its ideologists
were adopted by outstanding poets and
artists, film-makers and musicians - all
those who personify the great epoch of
the 20th century Sturm und Drang,
namely Tristan Tzara and Antonen Arto,
Philippe Soupault and Andre Breton,
Andre Suris and Luis Bunuel, Andre
Masson and Alberto Giacometti, Hans

Anna BEQUHA Alla BEDINA
MaHekeH Display Model
«/DrenabmeH ‘Gentleman

8 oykax» . 2003
Mnactmacca, nepbs,
rBO3AM, LEMNOYKN 1 T.A.

Plastics, pens, nails,
bijouterie, etc.

in the Spectacles’ 2003

HKens LWED
KpacHoe u 4epHoe
1994

Me3oHuT, Macno
49x45

Genia CHEF
Red & White
1994

Qil on masonite
49 by 45 cm

Arp and Eric Satie, Yves Tanguy and
Pablo Neruda, Francis Picabia and
Pablo Picasso, Paul Eluard and Suse
Takiguchi, Salvador Dali and René
Magritte, Max Ernst and Man Ray, Wil-
fredo Lam and Paul Klee. These great
personalities remain ever-living sym-
bols of the 20th century, who managed
to globalize their own egoistic individu-
alism. Great Russian artists, such as
Vasily Kandinsky, Marc Chagall and
Pavel Filonov - though not directly con-
nected with the surrealist manifestos -
can be included in their ranks, too.
"Something that was not born from
within," wrote Kandinsky, "is still-born."
This thesis once again affirms the via-
bility of surrealism as a timeless phe-
nomenon - as if the whole of "avant-
garde art" is nothing but an intellectual
game without rules.
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