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bictaBka «[PYIOE NCKYC-

CTBO» (1988) B TpeTbAKoB-

CKOW ranepee nepectpouna

CO3HaHMe He TONbKO «lu-

pOKoi Ny6ANKWU», HO U ca-
MOro coobuiecTBa XyAoXHUKOB. Xy-
AOXHVKW-cOLpeanncTbl BO rnaBe C
aKaJeMUKaMM U YeHaMU-KOppeCcnoH-
naeHtamu Akagemun xypoxects CCCP
Ob1NN NOTPACEHbI TEM, YTO B «MX» Bbl-
CTaBOYHOE MPOCTPAHCTBO, MOHOMOb-
HO «MpuHaanexaslee UM» bGonee no-
NyBeKa, BTOPIANCH — BAPYT, CKOMOM U
HaBcergal - XyAOXHWUKWU-HOHKOH®OP-
muctbl. Co BceMy cBOMMU LIKONaMW,
CTUNAAMU, HOBbIMW METOLAaMU U A3bIKa-
MW, «ApYyron» OHTONIOFMYECKOW KapTu-
Hol mMupa. HbiHe, Korga 6onblueBuKY
BbIMEPSIN KaK «pEBHUE FPeKWU» U Ka-
HOH coLpeanu3ma beccTpacTHo M3yya-
eTcsA 3anafHbIMU UCKYCCTBOBEAAMU Ha
aKaJleMMYeCcKoOM YpOBHE, JpamaTu3M
cobbiTs BbictaBku «IPYIOE NCKYC-
CTBO» (1988) ywen B Uctoputo. Ctano
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Face with a Key
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AICHO, 4YTO COLpeannsM — BCero JiMlb
0AHAa M3 MHOTMX AECcATKOB LUKON WC-
KycctBa XX Beka. [lycTb 3k3oTuyec-
Kaf: «<NpOTMBOECTECTBEHHARAY, He B Me-
py vAeonorM3upoBaHHasA, camas ar-
peccuBHas N MHOrOYMC/IeHHasA Mo Co-
CTaBy «@HOHWMHBIX» Y4aCTHUKOB, ca-
mMaA HecBobopHasa, Ho - wkona. Co
CBOMMMW CTWINCTUKOWA - METOAOM -
A3BIKOM M CBOEIN «KUBOW» KapTMHOMN
mupa. U, cneposatensHo, nopobHas -
TUMOJIOTNYECKN — APYrUM XY[0XecT-
BEHHbIM LIKOJIaM, B TOM YMCJle LWKOoNaM
«QPYITOro WCKYCCTBA» 1957 -
1988 rogos, KoTopble ceba MaHudec-
TUPOBaNu U KOHCTUTYMPOBanW B Mpo-
ctpaHctee BTOPOI0O PYCCKOTO
ABAHTAPIA. C HuMK Tenepb npuaeT-
CAl 4eCTHO» COPEBHOBATLCA He TONbKO
Ha rNaBHOM BbICTaBOYHOW MJOLafKe
cTpaHbl — B TpeTbAKOBCKOW ranepee,
HO U B MHOM, MMPOBOM MPOCTPAHCTBE:
3a - B OAHOYacbe pyxHyBuein - bep-
JINHCKOMN CTEHON, 3@ PYXHYBLUMM ©Ke-
Nle3HbIM 3aHaBeCoMY.

MocneaHuii reo3ab B rpob cou-
peanusma B6UN BHOBb U36paHHbIN B
1997 ropy npesupeHT Poccuiickoi
aKagemun xypoxects 3ypab Llepere-
NN, BbIABMHYB YCTaHOBKY A pOCCUIA-
cKux xyaoxHukos: «OT COLPEAJIN3-
MA - K UICKYCCTBY ANA NCKYCCT-
BA» (AW, N21, 1998). U B TeueHue cBo-
e «nepsoi naTunetkn» (1997-2002)
peanv3oBan nporpammy pedopm Aka-
Aemun. Yero cTout TonbKo xpam Xpuc-
Ta Cnacutens, BoccospaHHbIi AKage-
Muen Ha 6ase BO3pOXAEeHHON penuru-
o3Hon xuBonucu! [IBa Mysea cospe-
MEHHOF0 VMCKYCCTBa, MOAAPEHHBIX, KaK
B CBOe BpeMs TpeTbAKOBCKaA ranepes,
ropogy Mockse! BbicTaBoyHas nonu-
TUKa NOCTMOAepHU3Ma pedopmMupo-
BaHHoW Akagemun! N3bpaHue B AKa-
JEMUIO XYA0XKHUKOB-MOCTMOAEPHUC-

BEICTABKMN

-
ABaitapn

The exhibition "Drugoe Iskusstvo" (The
Other Art, 1988) in the Tretyakov
Gallery had an unprecedented impact
on the consciousness not only of the
general public, but also on the country’s
whole artistic community. The Socialist-
Realist artists, headed by the academi-
cians and correspondent members of
the Soviet Academy of Arts, were
shocked by the very fact of such a mas-
sive and irrevocable "intrusion” by non-
conformist artists into their territory - a
location that had been used by them,
and only them, for more than half a cen-
tury. The "intruders" organized their
own schools, working out their new sty-
listic methods, using their own lan-
guages, and building another ontologi-
cal picture of the world. Today, given
that the Bolsheviks have died out as
swiftly as the ancient Greeks, and that
the Socialist-Realist canon is already
being studied by Western art critics on
an academic level, the whole dramatic
situation connected to the exhibition
belongs to history. It became clear that
Socialist Realism - though really exotic,
unnatural, extremely ideological, as
well as aggressive and populated with
many anonymous participants, who
were far from free - was the school, one
of the many dozens of artistivc direc-
tions of the 20th century: it was char-
acterized by its peculiar stylistics,
method and language, and its own
"false" picture of the world. In that
aspect, the school was like other art
schools, including the schools of "The
Other Art" of 1957-1988, which mani-
fested and constituted themselves in
the framework of the second wave of
the Russian avant-garde. The situation
had changed dramatically: now the
field of competition was not only the
country’s main exhibition location, the
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ToB: dayapaa [pob6uukoro, Hartanbu
HecrtepoBoii, TaTbAHbl HasapeHko, bo-
puca Meccepepa, AnekcaHapa Pyka-
BUWHMKoBa, Onbru Mobegosoin, AlgaH
Canaxosol!

Cepuis 106MNeHbIX BbICTABOK Xy-
[LOXXHVKOB-HOHKOH(opMKcToB B Tpe-
TbAKOBCKOA ranepee (CiaBHO «3noxu
Mopo3oBa - Kawyk» 2003-2004 rr)
nanoMuHaer MAPAZ MOBEAUTEJIEN.
«[lpyroe MCKyccTBO» 3a nocriefHue
[BajALaTh NIET NoMy4na0 MMPOBOE Mpu-
3HaHue. Mnba KabakoB Ha nepenome
BEKOB BO3[NaBfAET MUPOBbIE «XUT-Na-
pasb» XyAOXHWKOB. bonbwoi ctunb
XX Beka HoCUT nMs cynpematunsma. Ap-
XuUTeKTOHamMm ManeBunya B o6pa3se 6un-
AMHroB-HeboCKpeBoB 3acTpoeHbl Bce
cTonuubl Mupa. «YepHbll KBagpatm
MpU3HaH MaBHbIM CUMBOJIOM UCKYCCT-
Ba XX Beka. A BbicTaBKa B [epMaHumn
(1996) Tak n HasbiBanack: «OT Mane-
BuYya - fo Kabakosa». 3guk LUTenH-
6epr HeyToMMMO 1 cmeno BegeT «[lna-
nor ¢ Manesnyem» Hanpsamyto. Komap -
Menamuz M3AWHO WPOHU3MPYIOT B

pamMKax cou-apTa Haj npojyKuuen
coupeanusma. Muposaa cnasa PYC-
CKOI0 ABAHTAPIA Hayana XX Beka
noATBepxAeHa Tenepb W AOMNOAHEHa
Tpuympom BTOPOI0O PYCCKOIO
ABAHTAPJIA. Tak OTHbIHe B MMpPOBOM
NUTepaType Ha3blBaeTCA «pyroe unc-
KyCcCTBOY.

*kk

«CMHXPOHHOCTbY 0BUENHBIX 3KCMO-
3ULMIA BeAyLNX XYA0XKHUKOB-HOHKOH-
topmucToB B TpeTbAKOBCKOW ranepee
obycnoBneHa 6/1130CTbl0 WX TOAOB
poxaeHusa: 3puk bynatoB (1933),
Wnbs Kabakos (1933), Oner Lenkos
(1934), UBaH MyitkoB (1935), KOpwuia
Kynep (1935), Bukrtop [llnBoBapos
(1937), AmuTpwia MnasuHckuin (1937),
Sayapa Wrennbepr (1937). 31n ucto-
puyeckKue aatbl - no npombicay boxbe-
MY - YNOXWUAUCb B OfHY NATUNETKY
(1933-1937). XyBOXHUKU-HOHKOH-
(opmMUcTbI NocnefoBaTeNbHO NpasaHy-
toT cBow to6unen (70-netue), npuxoas-
wwueca Ha 2003-2007 rogbl. «B nckyc-
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Tretyakov Gallery, but also an inter-
national perspective which opened fol-
lowing the destruction of the Berlin
Wall and the Iron Curtain.

The last nail in the coffin of
Socialist Realism came from the newly-
elected president of the Academy of
Arts, Zurab Tsereteli, in 1997, who for-
mulated a new slogan of Russian
artists: From Socialist Realism to ‘Art
for Art's Sake’ (DI, #1, 1998). During its
first five years, from 1997 to 2002, the
programme of the reform of the Acade-
my was realized: the reconstruction (on
the basis of recreated religious paint-
ings) of the Cathedral of Christ the Sav-
iour; and two museums of Contempo-
rary Art presented - as, in its time, was
the Tretyakov Gallery - fo the city of
Moscow. A similar policy of post-mod-
ernism was followed in building up the
Academy's exhibition programme; even
post-modernist artists such as Eduard
Drobitsky, Natalia Nesterova, Tafiana
Nazarenko, Boris Messerer, Alexander
Rukavishnikov, Olga Pobe-dova and
Aidan Salakhova were elected to the
Academy.

The series of commemorative,
anniversary exhibitions of such non-
conformist artists in the Tretyakov
Gallery recalls just such a parade of vic-
tors. The "other art" has gained world-
wide recognition over the last 20 years:
llya Kabakov is among the most inter-
nationally-known such figures.

The grand style of the 20th centu-
ry is "suprematism". The architectonics
of Malevich in his images of skyscrap-
ers can be seen in all the capitals of the
world, while his "The Black Square"
became a symbol of 20th century art.
Thus the 1996 exhibition in Germany
was titled, "From Malevich to Kabakov".
Eduard Shteinberg is in a constant liv-
ing "dialogue with Malevich". Komar
and Melamid continue their sots-art,
and its mockery of Socialist Realism.
The international reputation of Russian
avant-garde from the beginning of the
20th century is not only confirmed, but
gains a triumphant significance from
the "second Russian avant-garde”, a
name that now is associated directly
with the "Other Art".

The anniversary exhibitions of
such renowned non-conformist artists
appeared almost simultaneously at the
Tretyakov Gallery, given the closeness
of the dates of birth of the artists con-
cerned: Erik Buklatov and Ilya Kabakov
were both born in 1933, Oleg Tselkov in

1934, Ivan Chuikov and Yury Kuper in
1935; Viktor Pivovarov, Dmitry Plavin-
sky and Shteinberg, in 1937. These
dates, as if by providence, were associ-
ated with the so-popular historic Com-
munist era five-year plan of 1933-
1937. The non-conformists celebrate
their 70th birthdays in the period of
2003 through to 2007. As llya Kabakov
has stated: "Art is to be conquered by a
gang.”

Kazimir Malevich died in 1935.
He died a hunted figure, overwhelmed
by grief. No one knows the location of
his grave in Nemchinovka, a small vil-
lage near Moscow. Vera Yermolaeva
and Alexander Drevin were shot in
1938. Shteinberg's father - Arkady Aki-
movich, a poet and an artist -was twice
sent to the Stalinist GULAG. Vladimir
Sterligov, who tutored a group which
was latfer titled a school named after
him, met Vera Yermolaeva in a camp
near Karaganda. Larionov and Gon-
charova, ElLissitzki, Vasily Kandin-sky,
Osip Zadkin, Yakov Lipshitz, Naum
Gabo, Natan Pevzner, lvan Puni - this
list could easily be extended - were
forced to leave Russia.

In 1957 the non-conformist
artists started from a "zero point" -
from "The Black Square", which is the
sign of zero-colour, zero-form and zero-
confent of painting. At the same time
these artists had a special fask, a spe-
cial aim: to develop their own non-liter-
ary and non-bookish language of paint-
ing. These mnon-conformist artists
received academic education: Bulatoy,
Kabakov and Oleg Tselkov studied at
the same Central Art School affiliated
to the Academy of Arts, and have
known each other since 1949. Bulatov
and Kabakov graduated from the
Surikov School. And the unruly Oleg
Tselkov, who was dismissed from two
academic institutions in Minsk and Len-
ingrad, graduated from the Theatre
Institute where his tutor was Nikolai
Akimov. Many non-conformist artists
received a brilliant education, in spite
of the fact that "formalism and
abstractionism” were taboo in the
Soviet Union. Anatoly Zverev and
Vladimir Yakovlev remain the except-
ions, but it seems they were born to
become "self-made".

In 1962 Khrushchev acquired the
title of "pogrom-maker” at the Manezh
Exhibition Hall in Moscow at the exhib-
ition of "30 years of MOSKh". The
"Chief of Socialist Realism" was furious
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CTBO Hajo BnaMbiBaTbcA OaHAOWM», -
ckasan Mnbs Kabakos.

B 1935 rogy ymep Kasumup Ma-
NeBWY. YMep 3aTpaB/eHHbIN 1 yOUTbIN
ropem. Moruna ero B HeMunHoBKe, nog
MockBoi, notepsHa. Bepa Epmonaesa
n Anekcanap [pesuH B 1938 ropy pac-
ctpensHbl. Otey LTteiiHGepra - Apka-
anii AkumoBuy LTenHBepr, XyLOKHUK
W Mo3T, ABaxAbl cuaen B narepe. Bna-
anmup Crepnuros, BOCMMTaBLINNA B
1960-x rogax «WKony CTepAUroBLEBY,
BCTpeTWICA B 04HOM narepe nog, Kapa-
raHgon c Bepow Epmonaesoii. Jlapno-
HoB - loHuapoBa, 3nb Jlucuukuin, Ba-
cunuin KananHcekui, Ocun Lagkux,
Axkos Jlunwwuy, Haym lMabo, Haraw MMe-
B3Hep, VMBaH [lyHun n ewe MHorve xy-
AOXHUKMN-aBaHrapAUCTbl BbIHYXAEHbI
6binn aMurpuposatk 13 Poccun.

B 1957 roay XyBOXHWKW-HOH-
KOH(OPMUCTbI «HAYMHaNM C Hyna»,
OykBanbHO - c «YepHoro Keagparta»,
KOTOpbI €CTb 3HaK HynA-LBeTa, Hyns-
(opMbl, HyNA-COAEPIKAHUA XKUBONUCH,
HO OAHOBPEMEHHO U TexHW4YecKoe 3a-
AaHve - T3 - Ha pa3paboTKy cob6CcTBeH-
HOTrO, He3aBMCKMOrO (0T IMTepaTypbl U
NNTEPaTYpPLLMHBI) A3bIKa XXUBOMKUCMU.

OHW, XYBOXHVUKN-HOHKOHGbOPMU-
CTbl, MONYYUIN aKajemuyeckoe obpa-
3oBaHue. OpHoKawHuKKM 3puk byna-
ToB, Wnbsi Kabakos, Oner Llenkos c
1949 roga yunnucb B UXLW npu Aka-
aemun xypoxects. 3atem bynatoB u
KabakoB 3akoHumnu CypuKOBCKWUIA
WUHCTUTYT. YXe Toraa HernoKopHbIN
Oner LienkoB, 3rHaHHbIN U3 ABYX aKa-
AEMUYECKMX MHCTUTYTOB B MUHCKe 1
JlenunHrpage, 3akoHumn TeaTpanbHbIi
y Hukonas Akumosa. bnecrauiee xyao-
XecTBeHHoe obpa3oBaHue - Npu non-
Hom 3anpete B CCCP «dpopmanusma n
abCcTpaKLUMOoHM3MaY — MONY4YMAn 1 Apy-
rme XyAOXHUKN-HOHKOH(OPMUCTBI.
3a WcKYeHneM, NoXanyi, TONbKO
AHaTonua 3BepeBa W Bnagumwupa
fIkoBneBa, HO UM W NONOXeHO ObITb
«caMoOpoAKaMu».

B 1962 rogy XpyLieB B MOCKOB-
cKoM MaHexe ycTpown MorpoMm - Ha
BbicTaBke «30 ner MOCX». Npeametom
HerofoBaHMA «weda coupeannsma»
6binM He ToNbKO cTapble «6y6HoBane-
TOBLbI», HO U MONOAbIE aBCTPaKLMOHU-
CTbI-6eNIOTVHLBI, TaKKe KaK XuBonu-
cey lasaHa KaxaaH u ckynbntop 3pHCT
HeunsBecTHbil. B 3Ty «nepByto nAtu-
neTky nHakombicnua» 1957-1962 ro-
OB W MpOMCXOAUN0O camoorpegene-
HUe XYAOXHWKOB-HOHKOH(HOPMUCTOB.
W pasmexeBaHMe UX C MONOALIMU Xy-
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NOXHMKamu-coupeanuctamu. Ctunumc-
TWYEeCKMIn BbIBGOP NepBbIX U KoHbOp-
MWU3M BTOpPbIX ONPEeAEeNuN UX HbIHeL-
HIOI0 3HA4YMMOCTb B M1POBOM WMCKYCCT-
Be: «Moe pacxoxpaeHWe C COBETCKOM
BIACTbI0 — YMCTO CTUAUCTUYECKOoe», —
3aaBun B 1965 rogy Ha cyae AHgpei
CvHABCKUI, BblAaloWMNCA nucaTenb-
HOHKOH(OpPMUCT.

Bynbao3epHan BbictaBka 1974 ro-
na - Toxe obunein: 30 net! - oKoHya-
TeNIbHO OnpeAenvia OTHOLIEHWe rocy-
napctea CCCP K «gpyromy ncKyccTBy».
MouTn BCe XyAOKHUKU-HOHKOH(OpPMU-
CTbl BbIHYX/A€HbI OblM 3MUrPUpOBaThb
n3 crpaHbl B 1971-1987 rogax. Yto
MO3BOMIMIO MM He TONbKO «3304HOY
(1962-1992 roabl), HO 1 «OYHO» cae-
natb B Poccum v Ha 3anage mupoBoe
ums. Mpexge Bcero B nepuog fopbu-
6yma 1987-1992 rogos. Vx HblHew-
HWI TpuyMe B TpeTbAKOBCKON ranepee
npasAHUYeH eLle 1 NOTOMy, 4TO 3HaMe-
HyeT BO3BpaLleHNe NMpocaaBieHHbIX 3a
py6exoM XyAOXHWUKOB Ha PoanHy.

*k%k

KpaTkylo xapakTepuctuky HOBUIIEN-
HbIX BbICTABOK B TpeTbsikoBCKOW ra-
Nepee HaAo NpeaBapuTb yNIOMUHaHUEM
nepsoit, B 1994 ropy, nepcoHanbHom
BbicTaBKM Mwuxauna LUBapumaHa
(1926-1997). Cpean XyAOXHUKOB-
HOHKOH(OPMUCTOB OH 3aHKMan coBep-
WweHHo ocoboe mecTo - rypy, 6ubneir-
CKOro Myapeua, AyXOBHOMo NvAepa.
CX0AuTb «Ha MOK/IOH» B MacTepcKyo
LieapumaHa, KOTOpPOM HUKOrAa He bbi-
no - paboTan Ha oMy, cumTanocb 60nb-
WOV YecTblo ANA Noboro XyAoXHMUKa.
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He Bcakuii 661 «Tyga» gonyweH. Ecim
BCE  XYAOXHUKN-HOHKOH()OPMUCTbI
npeTeHAOBaNN — U CNpaBeAnVBO — Ha
MeTaM3MYeCKyl0 HanpaBieHHOCTb
cBoero TBopyecTBa, To LlBapumaH ro-
BOPWA yXKe 00 MHTEHUMAX caKpabHO-
CTU: OTCIOZa ero uMepatypbl A3blKa, Te-
yprus Metoaa, AyXoBHOCTb ctuns. OH
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Ink, watercolour
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Hukonait BEHTOMOB
KpacHoe-yepHoe
1988

Xoncr, macno. 65x70

Nikolai VECHTOMOV
Red-Black

1988

Oil on canvas

65 by 70 cm

not only with the old members of the
"Jack of Diamonds" group, but also with
the young abstractionists from the
Belyutin circle. There were particular
individuals who found themselves in
the focus of Khrushchev's keen atten-
tion - the painter Gayana Kazhdan, and
the sculptor Ernst Neizvestny. In the
USSR, the first five dissident years
were those of 1957 to 1962, and dur-
ing this short period non-conformist
artists came to constitute and different-
iate themselves, standing apart from the
young Soviet Socialist-Realist artists.
The stylistic choice of the first, and the
conformism of the latter, determined
their significance in world art: "My con-
frontation with Soviet power lies only in
the sphere of stylistics”, declared the
outstanding non-conformist writer
Andrei Sinyavsky at his trial in 1965.
The legendary Bulldozer Exhib-
ition of 1974 - celebrating its 30th
anniversary this year, too - demonstrat-
ed once and for always the attitude of
the Soviet state to the "other art." Many
non-conformist artists were squeezed
out from the country: the exodus of
1971-1987 allowed them to gain
world recognition, most of all during

TaK 1 FOBOPUI Ha OTKPbITUW BbICTaBKU
1994 ropa B TpeTbAKOBCKOW ranepee:
«PaboTtbl cBOM HasbiBato “Uepatypbi”.
[Jeno moe nepatnsm. A — unepar (tep-
MWH ABUACA MHe B BuaeHuu). A — ne-
paT — TOT, Yepe3 KOro WAeT BCeneH-
CKMI 3HAKOMOTOK. 3HaMeHyl Monya-
nuBoe nMA — 3HakK [lyxa [ocnoaHs.

CxoxpeHneM Mupuaj 3HaKOB,
epTBeHHO CMeHOM 3HaKOBbIX MeTa-
Mopdo3 dhopmMupyto neparypy.

B wuvepaType apXMTEKTOHWUYHO
CrpeccoBaH MUCTUYECKUI OMbIT Yeno-
BeyecTBa. MlepaTtypa poxpaerca sKcTa-
TUYeCKW. 3HaMeHWA MUCTMYeCKOro
OnbiTa ABNEHbl HAPOAHbLIM CO3HaHWEM,
npanamATbio, Npaco3HaHMEM.

Co3upato HoBblI HeBepbOanbHbIii
A3bIK TPETLErO ThICAYENETUA.

MNoka A, mepat, He poaunca B
CMepTb, FOBOPIO BCAYX:

— f3bIK TpeTbero ThbicAYeneTus
chopMMpOBaH M yBEHYaH — aKTaMu
nepatyp».

Mybnnke 6bIM npepcTaBieHbl
ero BesiMKonenHas rpapuka u asa Tu-
ma >KMBOMUCHbIX paboT, KoTopble
YC/IOBHO MOXHO Ha3BaTb «IUKU» U
«cTpyKTypbi». Bce 1960-e roabl
LBapumaH ropao 1 ¢ 6onblimM y6ex-
JEeHVEM B CBOEe UCTMHHOCTM-NpaBoTe
AEMOHCTPMpOBaN «Ha npuemax-nep-
topMaHcax» y cebs fOMa 3TU CIMKW,
noApobHO paccKasbliBas 3puTento-ciy-
waTento 0 «npoLecce NUCAHUA» AOCOK
(oH paboTan, Kak pycckve UKoHomnumc-
Ubl, B TEXHWKe JocCKa - Temnepa):
CNIOM — cNef, KUCTU — MHOTOCTI0MHOCTb —
«npocBeyuBalolLan» (akTypa - 3HaK
cBbiwe: paboTa 3akoHuyeHa. «Kabak

Mwuxann
LUBAPLIMAH

®opmyna denbpuHa

1978
[ocka, neBKac,
Temnepa. 75x100

Mikhail
SHVARTSMAN

Formula of Dolphin

1978
Tempera on panel
75 by 100 cm

Muxaun
LWBAPLIMAH
Becrmb

1970

[ocka, neBKac,
Temnepa. 63x63

Mikhail
SHVARTSMAN
Announcement
1970

Tempera on panel
63 by 63 cm

the "Gorbachev-boom" of 1987-1992.
The triumphant exhibitions of such
artists at the Tretyakov Gallery mark
their return to their homeland.

Any short review of the anniver-
sary exhibitions at the Tretyakov Gallery
needs to be preceeded with some com-
ment on the first solo-exhibition of
Mikhail Shvartsman (1926-1997)
there in 1994. Shvartsman occupied a
unique position among non-conformist
artists: he was their guru, almost a Bib-
lical sage and spiritual leader. To be
allowed to visit his studio - though he
had never had any such space, and
worked at home - was considered a
great honour for any artist. And if all the
non-conformist artists associated them-
selves with the metaphysic trend in art,
Shvartsman insisted on sacral inten-
tions, the latter being the source of his
hierachy of lanquage, theurgy of
method and spirituality of style.

Something mysterious always
exists in any creative activity - a mys-

tery even for the individuals concerned.
Shvartsman’s influence on contempo-
rary artists cannot be overestimated.
The anniversary exhibitions of
2003-2004 in the Tretyakov Gallery
opened with the presentation of the
father-founders of the "Moscow con-
ceptual school”, Erik Bulatov, llya
Kabakov and Viktor Pivovarov: they
called themselves the "genius"
sheshtidesyatniks (the generation of
the 1960s). Their genius put them into
direct opposition with the dissident
sheshtidesyatniks, not to mention the
conformists of that period. By the
1970s their "genius” managed to reach
a certain level of perfection of concep-
tual practice, and organized - through
the so-called "apartment exhibitions" -
a wide conceptual movement in the
USSR. But, as is of great importance,
the conceptualists realized, understood
and inferpreted the methodology and
theory of the concept. Pivovarov made
the most exhaustive retrospective pres-
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(re. Unba Kabakos. - C.J1) roBoput -
370 BX0Abl B TOT Myp», — coobuwan co-
6ecefHNKY [AOBOMbHbIA TOBapULLEM
WsapumaH. M Bapyr B Hayane 1970-x
OH pe3Ko BpocaeT «IMKN» N NepexoanT
(MO KOHLIA XWM3HM) Ha NMUCaHKe «caKpa-
NN30BaHHbIX CTPYKTyp»: «loka yeno-
BeK OyaeT aHTponoMopdrpoBaTb Mup,
OH He nowvimet Mupa. Mlepat paccmatpu-
BaeT MVp 3HAKOBO, He aHTponoMopdu-
pya ero, 1 TallHa MMpa MON4annBo OT-
KpbiBaeTcA eMmy». TallHa pas3BuTUA
TBOPYECTBA XYAOXHWKa - Bcerpa Tain-
Ha, 3a4acTylo Aaxke ANA CaMoro XyAox-
HMKa. ApXUTEKTOHMKa «CTpyKTyp» Mu-
xauna LLiBapumaHa 6e3ycnoBHo obora-
TNa ero TBOpYeCcKoe Hacnejve - B
3TUX paboTax ecTb, MOMUMO XKMBONUC-
HO-NNAaCTUYeCKNX AOCTOMHCTB, elle u
apXVTEKTYPHO-AN3aliHepCKMNe BO3MOX-
HOCTM MX NPaKTUYECKOro 1CMnoib30Ba-
HMA. Ho npuyrHon peskolt cMeHbl Ma-
Hepbl LLIBapuymaHa 6bina 1 o4eBMAHanA
«kpaxa» LlleMAKMHBIM MAaen «InKoB»
LNA cBOen BbicTaBKM B ranepee [uHbl
BepHu (c katanorom, aduiamm, npec-
coit - B Mapwxe 1971 roga).
FOBUNENHBIE BbICTABKU
2003-2004 ropoB B TpeTbAKOBCKOM
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ranepee OTKpbIBanW OTLbI-OCHOBaTeNM
«MOCKOBCKOM KOHLENTyaNbHON LUKO-
b - Spuk bynatos, Unbs Kabakos,
BukTop lueosapos. LlectnaecATHu-
KU-reHun (Tak oHU ceba HasbiBanU u
XKeCTKO NPOTVBOMOCTaBAANN LWecTuae-
CATHWKaM-AUCCUAEHTaM M 0COBeHHO
WwecTnaecATHUKaM-KoHhopMncTam) K
1970-M rosam foBenv 10 COBepLUEHCT-
Ba CBOW KOHLeNTyasbHble MPaKTUKW.
W opranusoBanu B pexviMe «KBapTup-
HbIX BbICTAaBOK» LUMPOKOE KOHLEeNnTy-
anbHoe asuxeHune B CCCP. Ho, rnas-
HOe, KOHLeNTyanuncTbl oTpednekTupo-
Ba/M U OCMBICIUAN METOLONOTNI0 1
TEopuio KoHLenTa.

B TperbAkoBcKol ranepee B
2004 rogy Hanbonee NoaHO CBOO peT-
pocnekTuBy npeactasun Buktop [Mu-
BoBapoB. /3 MNparu 6nvxe 66110 Be3TK
pa6oTbl? B HecKkonbKux 3anax (Ha
KpbiMcKOM Bany) 3kcnoHupoBanucb
KOHLieNnTyanbHble KapTUHbI, PUCYHKW,
06beKTbl, HcTannaumu. Cepx Toro -
MPOeKTbl, anbboMbl, MHCTPYKLUMUK, Ka-
Kue-To cnpaBku n3 K3Ka, «nycrtble»
anbboMbl C NPUNOKEHHBIMU K HUM Ka-
paHAawamu: nuwwn, pucyn, ayman!
B kapTuHe-paccka3se u3 anbboma «Jlu-
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entation of his works at his exhibition in
the Tretyakov Gallery (perhaps because
Prague is close fo Moscow?) In the halls
of the Gallery on Krymsky Val he
showed his conceptual paintings, draw-
ings, objects and installations, not to
mention some projects, albums and
papers from Soviet housing and comm-
unal services, and the "blank" albums
with the pencil set invitingly to visitors,
with the apparent exhortation: Write!
Draw! Think!

In the picture-tale from the album
"Litsa" (Faces) the artists refers to
somebody and to himself, asking: "You
remember, don’t you? My flat on Maro-
seika... We were having tea and speak-
ing about our friends who shouldnt
have left the country” (1979); in the
light-blue background there is a white
silhouette-portrait of a man. His head -
down to the collar of the shirt - is filled
with images of a part of the kitchen
interior where this "tea meeting" took
place: it is a touch very typical for Pivo-
varov. In the visual texts at the exhibi-
tion the viewer-reader perceives a com-
prehensive realization of the foll-owing
conceptual principles, formulated by
the author:

(1) revision of the role of colour in the
picture;

(2) rejection of the so-called "sensual
deformation” of the object;

(3) rejection of the artistic gesture;

(4) the destruction of spacial unity in
the picture;

(5) breaking logical connections among
objects;

(6) open painting - "open" in the sense
that the conceptualist-artist can freely
take it from the picture and set it into
the space between the picture and the
viewer/co-creator (as was done by
Malevich in "The Black Square");

(7) alienation - "the picture alienated
from the artist receives the opportunity
to speak for itself";

(8) painting as a literary genre.

Of course, this list of conceptual
means is "open” to a number of supple-
mentary entries - it could be continued
a-la Pivovarov. For example: (9) the pic-
fure as a semiotic space; (10) from the
image fo the sign, etc. But if all these
are to be considered seriously, one sees
the radical revolution that took place in
art, the revolution made by the concept-
ualists: the artistic paradigm was
changed. New languages, methods and

styles in the "picture-puzzles” were
ready to move from the visual space fo
a literary one, but could not overcome
the borders between them - such is
the methodology of Moscow concep-
tualism.

Erik Bulatov's exhibition was dif-
ferent: in his pencil studies he reveals
something of the mystery of the birth
of the ideas behind his future pictures.
Created with the particular delicacy
which is characteristic of Bulatov,
these drawings create a deeper under-
standing of the artist's path through
the world. He himself has said a great
deal about "the surface, space and
light" in his pictures, about his creative
results and about his teachers, first
and foremost Favorsky. Art critics may
rank Bulatov among the conceptual-
ists, or the hyper-realists, sofs-artists,
or surrealists - but any such ferms do
not reach the core of Bulatov's creativ-
ity. One thing is clear, however: Bulatov
is unique in his ability to work with var-
ious sign systems, "contra signatures”.
He is able to combine the iconograph-
ic signs of a photo-portrait or a photo-
landscape with seemingly incompati-
ble conventional signs: letters, words,
verbal texts, or non-verbal signs - like
the official emblem of the USSR that
sets like the sun into the depth of the
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ua» - «He noMHMWbL? Y MeHA Ha Mapo-
cerike, Mbl MWAN 4Yah U BCNOMWHANM
Apy3en, yexaBLwux HanpacHo» (1979) -
Ha GneaHo-cepo-rony6om doHe gaH Ge-
NbIi ONAEYHBIN CUITY3T-NOPTPET Yeno-
BeKa. Bca ero ronoea, 40 BOPOTHMYKA
pybaluiku, 3anonHeHa m3obpaxkeHneM
4acTU MHTepbepa KyxHW, rae Nuu Yaii.
3HauuT, 370 ero cnosa u Mbicau! - Tu-
nuyHasn pabota BukTtopa MNusosaposa.

3puTenb-unTtaTtens BUAWUT B U306-
pa3uTenbHO-TEKCTOBOM MaTepuarne Bbl-
ctaBku lNvBoBapoBa 6oraTyio 1 MHOrO-
06pa3Hyl0 peann3aumio KoHLenTyalb-
HbIX NPUHLMNOB, COPMYIMPOBAHHbIX
aBtopoM: (1) nepecmoTp ponu LBeTa B
KapTuHe; (2) oTKas oT TaK Ha3biBaeMom
«4yBCTBEHHON AedopMauuun» npeame-
Ta; (3) 0TKa3 OT apTUCTUYECKOrO KecTa;
(4) paspyleHne eguMHOro NpoCTpaHCT-
Ba KapTuHbl; (5) paspbiB n0rmyecKux
cBAi3elt Mexay 00beKTaMu B KapTUHE;
(6) oTKpbITaA XMBONUCb — OTKPbITaA B
TOM CMbICJIe, YTO XYAOXHUK-KOHLeNnTy-
aINCT MOXET BbIHYTb €e €13 KapTUHbI»
MW CMecTUTb B MPOCTPAHCTBO Mexay
KapTUHOW 1 3pUTenemM-cOTBOPLIOM (3TO
To, yto caenan ManeBmy B «YepHom
KBagpate»); (7) oTcTpaHeHWe — «OTCT-
paHeHHas OT aBTopa KapTUHa Mosyyu-
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na BO3MOXHOCTb TOBOPWUTb CaMay;
(8) kapTUHa Kak nUTepaTypHbIN XaHp.

KoHeuHo, 3TOT cn1CoK KoHLenTy-
abHbIX NMPUEMOB OTKPbIT: €r0 MOXHO
JOMOJHATb 1 NpoAomkaTtb Bocnes Mu-
BoBapoBy. Hanpumep, (9) kapTnHa Kak
cemMuoTuyeckoe npoctpaHctso, (10) ot
o6pa3sa - K 3HaKy 1 1.4. Ho, raaa rny6-
e, MOXHO BUAETb paAnKabHYI peBo-
NOLMI0O B UCKYCCTBE, KOTOPYIO COBep-
WWAN KOHLENTyanucTbl: Npou3oLluna
CMeHa XyAOXeCTBEHHOW napajurmbl.
HoBble A3bIKW — MeTOAbI — CTUAVW B Kap-
TWHax-3arafKax, U3 n3o6pasunTtenbHoro
NpoCTpaHCTBa MepeKoyeBaBWX Obio
B IMTEPaTypHOE, HO TaK M 3acTpPABLUNX
Ha rpaHuue! - BOT MeTogonoOrMsA Moc-
KOBCKOT0 KOHLenTyannsma.

BbicTaBka Spuka bynatosa - apy-
ras. B KapaHAalHbIX 3CKM3ax OH Kak
Obl NPUOTKpPbIBaeT TaliHy POXAEHWA
3ambicna byaywmx KaptvH. MicnonHeH-
Hble ocoboro, BynaToBCcKOro ussLecTt-
Ba PVCYHKM NOMOraloT, B TO Xe BpeMms,
NOHATb MPOUCXOXAEHWe W pesynbrar
«cOBCTBEHHOr0 [ABWMXEHUSA CKBO3b
MUp» rpaMoTHO pedeKTUpYIoLLero Xy-
AoxHMKa. OH 1 cam MHOTo paccKasan o
«MOBEPXHOCTW, MPOCTPaHCTBE, CBeTe»
CBOMX KapTWH, €O CBOEM TBOPYeCTBE» 1
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CBOVWIX y4uUTenax, npexpe scero o Bna-
anmupe ®asopckoM. Kputuku npu-
uncnaoT bynatoBa n K KoHuenTyanu-
cTaMm, ¥ K runeppeanvcram, v K col-ap-
TWUCTaM, U K cloppeanuctaM... Ho gaxe
B CyMMe 3TV OnpejeneHns He cxBaTbl-
BaloT «cytn bynatoBa». flcHO TonbKoO,
4TO OH, KaK HUKTO, yMeeT OAHOBpEeMeH-
HO, B MPOCTPaHCTBE OAHOW KapTUHbI,
paboTaTb C pa3nuyHbIMK, BMAOTb AO
KOHTpapHbIX, 3HAaKOBbIMU CUCTEMaMM —
KOHTpCUrHaTypamu. YMeeT MKoHorpa-
turyeckne 3Haku oTonopTpera Uan
tdoTonersaxa Ge3HakasaHHO coBMe-
WwaTb, Kasanocb Bbl, C HECOBMECTUMbI-
MW KOHBEHUWMOHaNbHbIMW 3HaKaMu:
OyKBbl — cnoBa - BepbanbHble TEKCThI.
C HeBepbanbHbIMM 3HaKaMu - Tuna
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repba CCCP, BMecTo ConHua onyckato-
weroca B ny4nHy OkeaHa. U 1.a. Mpu-
YEeM «uyXKMe 3HaKW», BYKBbI Hanpumep,
HauMHaT y HEro WTb MO 3aKOHaM
«NpAMOI MepcneKTUBbLI» Nein3axa, Bbl-
TaNKuBasA caM Mneinsax «3a» NpocTpaH-
CTBO BepTMKalbHO CTOALLEro XoincTa.
«Mepen» X0NCTOM, KaK y BCAKOIO KOH-
LenTyanncrta, y Hero ecTb elie OAHO
MPOCTPaHCTBO: MPOCTPAHCTBO COTBOP-
yecTBa XyAOXHMKa - 3puTens. Yxe
Tpu! - B (U3NYeCcKOM MpocTpaHCcTBe.
B metatdmsnyeckoM  npocTpaHcTBe
«BHYTPU paMbl KapTUHbI» XMBYT elle
HECKO/IbKO NMPOCTPaHCTB: CeMnoTuYec-
Koe, (hopMO-LIBETOBOE (KMBOMUCHOE),
KOMMO3ULMOHHO-CUHTAaKCUYecKoe,
nparmaTuyeckoe, CMbicioBoe (anoruc-
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ocean; and further, "alien signs", the
letters that start fo live according to
the laws of "direct perspective" famil-
iar from landscape, as the landscape
itself is "pulled” beyond the space of
the vertical canvas. And like any other
conceptualist Bulatov has another
space in front of the canvas - the
space of the interaction between the
artist and viewer. Then there is the
third, physical space. And in the meta-
physic space "inside the frame of the
painting” there are further spaces:
semiotic, form-colour (visual), compo-
sitional-syntactic, pragmatic, meaning-
ful (a-logical). Within all these physical
and metaphysical spaces Bulatov must
build his "meta-space”, inside which
"the game with cultural codes” lets him
reach "the highest expressiveness" of
the final picture.

llya Kabakov's "Spiral-labyrinth"
in the hall of the Tretyakov Gallery was
associated with the "Tatlin Tower".
Kabakov, the most radical of the con-
ceptualists, is not afraid to be blamed
for such feeble imitation; he gives no
further thought. He has said that a con-
ceptualist is painting not only on a can-
vas, but also on the viewer. In his instal-
lation of the "communal apartment” - a
symbolic symbol of socialism - the
viewer enters, in fact literally steps into
the primarily-designed element of the
installation. Any such gesture from the
viewer fo Kabakov's installation seems
natural; any aggressive reaction match-
es the idea. Thus, Kabakov's spiral-
labyrinth naturally and easily encom-
passes Tatlin’s spiral-tower, Lenin's the-
sis on the spiral development, and a
vaginal contraceptive spiral. The num-
ber of verbal commentaries fo
Kabakov's "A Fly" is really countless,
and their philosophical quality beyond
imagination.

The term "sots-art" was smartly
formulated by Komar and Melamid in
the 1970s, though works of art in this
style had already appeared in the heroic
1960s, including those of Oscar Rabin,
Boris Sveshnikov and Mikhail Roginsky
which were shown at underground exhi-
bitions. The viewers were largely for-
eigners, diplomats, journalists and
tourists. Bulatov, llya Kabakov and Pivo-
varov are sots-artists too, but of another
kind. Oleg Tselkov was never deemed a
sofs-artist, though his exhibition at the
Tretyakov Gallery seemed almost like a
"voice in the sotfs-art wilderness".
Tselkov is different from the rest, a pure

Tuyeckoe). Hag BceMu aTMun GpusmKko-
mMeTan3M4YeCKMMN MPOCTPaHCTBaMM
3puky BbynatoBy npuxoauTca cTpouTb
MeTanpocTpaHCTBO, BHYTPU KOTOPOro
«nUrpa KynbTypHbIMW KOJamm» Mo3Bo-
NAET eMy A0CTUraTb HEBbIPA3MMOWA Bbl-
pasuTenbHOCTM KapTUHbI.

«Cnupanb-nabupuum Wnbu Ka-
6akoBa B 3ane TpeTbAKOBCKON rane-
pen oTcbinaeTr 3pUTeNA-NOCTMOAEpPHU-
cTa K «bawHe TatnmHa». Ho Kabakos,
caMmblii paiMKabHbI U3 XyA0XKHUKOB-
KOHLIeNTyanncToB, He 6outca 06BUHe-
HWI B anuroHcTae. [laxe He fymaeT 06
3ToM. OH roBOPUT: KOHLENTyanuncT mMa-
XEeT He TONIbKO MO XONCTY — OH MaxeT
no 3pwuTento. B uHcTannAymio ero «kom-
MyHalbHOI KBapTWpbI», 3HaKa-CUMBO-
na coumanuama, 3puTeNb BXOAWT, Te.
BCTynaeT-u-noMeLlLaeTcs, Kak MW3Ha-
YaNbHO CMPOEKTMPOBAHHbLIN 3NeMeHT
unctannauuu. Jlioboi xect 3puTtens B
KabaKOBCKOW WHCTannAUMM BCTaeT
«Ha MecTo». Jlio6oit arpeccuBHOCTU
C/IOBO BO3paXKeHUA MOMaAaeT «B TOHY.
B «cnupanb-nabupuHm™ KabakoBa ec-
TeCTBeHHO, T.e. 6e3 Kakoro-n1bo Hacu-
nNA, BXOAAT W TaTAMHCKaA cnvpanb
«BallHWY, N NeHVHCKaa cnvpanb pas-
BUTUA, N BarvHanbHas cnvpanb «npo-
TMB feTopoxaeHus». Konnvectso Bep-
6anbHbIX KoMMeHTapueB «Myxu» Ka-
6aKoBa AOCTUraeT pa3MepoB «C/IOHaY.
A nx punocoduyeckoe KayecTBo - 3a-
npeaenbHoe.

TepMuH cou-apT yaayHO Mpuay-
maH Komapom - Menamugom B 1970-x
ropax. Ho pabotbl B cTune cou-apta no-
ABWINCb B «repoMyecKunx Luectuaecs-
Toix»: Ockap PabuH, bopuc CelwHu-
KoB, Muxann PornHckuii seMoHcTpupo-
Ba/in UX B CBOEM MOAMNOJbE NHOCTPaH-
uam - guniomaram, xypHanucram, dy!-
Typuctam. Spuk bynatos, Unbs Kaba-
koB, BukTop lNuBoBapoB TOXe cou-ap-
TWUCTBI, HO Apyroro Tonka. A BoT Onera
LlenkoBa KpUTUKK K coL-apTy HMKoraa
He oTHOCUAW. XOTA ero BbicTaBKa B Tpe-
TbAKOBCKOI rajepee BOMWET — OTKPbl-
TO, Nosy3ybbIMK pTamMn ero «nepcoHa-
XeW-LeNnKoBMUTOB» — O CBOeW NpuHaa-
NeXxHocTn K cou-apty. Ho Llenkos cBo-
el noAyYepKHyTO «OnecTsLein XKusonu-
CbiO» BCHO M3Hb CTapaeTcA OTMexe-
BaTbcA oT «apyrux». OH - cam no cebe.
OH - ymcTblit )kmBonucel. OH paboTaer
c uBeToM U cBeToM. OH paboTaeT ¢ dak-
Typoit 1 nakom. OH - npoceccop KoM-
MO3MLMM 1 KOHCTPYKUMIN KapTUHbI. Ho
OH — XYAOXHUK-PUrypaTMBuUCT. YKe To-
ro - noptpetuct. lpasaa, LienkoB nu-
LIeT «CTPaHHbIN NOPTPeT» - BCe BpPeMA

Oner LEJIKOB

lMopmpem c HoxxomM

1992
XoncT, Macno
130x82

Oleg TSELKOV
Portrait with Knife

1992
Qil on canvas
130 by 82 cm

painter working with colour and light. He
marvels at the fexture of his paintings. A
real professor of pictorial composition
and structure, he is at the same time a
figurative painter - and, in an even nar-
rower sense, a portraitist. However,
Tselkov paints a very special portrait,
effectively one and the same work: not
alike, but nevertheless somehow "one
and the same", the "portrait of the por-
trait". In such terms the artist himself
defines his "genre". Tselkov's art is called
"re-ceptualism", the art of "second reflec-
tion": Tselkov had to compare and con-
trast portraits of all fimes and all people
in order to reveal and expose, and visu-
alize to the viewer an invariant of the

"portrait." The opposition of his images,
icons and Tselkovits in the framework of
the picture and its double provides their
absolute identity, while the colouristic
characteristics of his canvases contra-
dicts this identity. Their luxurious colour
spectrum contradicts the plain wretched
ugly mugs of the Tselkovits. The bright-
ness of his colours overwhelms the hun-
dred colours of his contemporaries; col-
lectors are not inclined to buy Tselkov -
his works dominate other works in col-
lections by the power of their colour.
Over the years Tselkov's palette has
changed from red to violet, using the full
spectrum, but always remaining awfully
powerful.
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SOUARRE

28K /28K 3
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OAVH U TOT Xe. He noxoxwuin oanH Ha
APYroi — Ho oguH 1 ToT Xe. 6o 3To -
noptpet nopTpeta. Tak onpeaenset
«CBOW aHp» caM XyAoxHuK. Ho Torga
uckycctBo LlenkoBa HasbiBaeTcA Pe-
Lentyanuam. WckycctBo «BTOpon pe-
tnekcum»: LlenkoBy Hago 6biio conoc-
TaBUTb — NPOTMBOMOCTABUTb MOPTPETHI
BCEX BPEMEH W HapojoB, 4T0Obl BbI-
ABWUTb U NpeacTaBuTb cebe U 3putento
nHBapuaHT lNopTpeTa, a NOTOM elle 3T0T
MHBapuaHT-uger nsobpasutb. U BoT
Tenepb 3TO - [JeNCTBUTENIbHO MOPTpeT
noptpeta. [lpoTuBonocraBneHne ero
«LeNKOBUTOBY» B peXMMe KapTuHa 1 ee
ABOVIHWK» AOKa3blBaeT nx abcontoTHoe
nopo6ue. 3ato Ha doHe 3Toro Nogobums
pasvTenbHO MPOTMBOCTOAT LBETOBblE
peleHus ero xonctoB. LiBetoBas poc-
KOLWb KOHTPaACTMpYeT, npexae BCero, C
yborocTbio «pox LenKoBuToB». fApKoc-
Tbto UBeT LlenkoBa npeBOCXOAWT «CTO
LIBETOBY» €ro COBPEMeHHUKOB-XYA0XKHU-
koB. KonnekuunoHepbl He NOGAT NOKy-
natb LlenkoBa - oH 3abuBaeT ocTaNb-
Hble paboTbl Konekumun. U npexae sce-
ro - usetom! B TeyeHune xun3HN nannTpa
LlenkoBa usmeHAnacb OoT KpacHoro Ao
(hroneToBoro - nNo BceMy CneKTpy paay-
rn. Ho Bcerga octaBanach yGMINCTBEHHO
MolLLHomn!

Pa6oTbl abcTpakuymoHuctos Hu-
konaa BeutomoBa, Opua 3noTHuKo-
Ba, dauKa LTeitHGepra Toxe MHoro

roBOpW/Y O LiBETE, HO B LENIOM KapTu-
Hbl 1 TBOpYecTBa MpeAcTaBAANN Tpu
COBepLUEHHO pasnnyHble wKonbl BTO-
POr0 PYCCKOIO ABAHTAPJA. Jlna-
HO30BCKaA LIKONa, K KOTOpOW npwu-
Haagnexut Hukonamn BeuTomoB, nep-
BoOW Gpocuna ceoii GecnpegMeTHuYe-
CKuin BbI30B coupeanusmy B 1957 ro-
Ay. Cpa3y HecKonbKO CMenblX XyA0X-
HWKoB: BepHyBLMiicA B 1956 rogy n3
nareps Jles KponuBHuLKMiA, pagom -
Jingna Mactepkosa, Bnagumup Hemy-
XuH, Hukonain BeutomoB, noHavany
KypupoBaBwasa ux Onbra lNoTanosa,
xeHa EBreHna Jleonngosuya Kponus-
HULKoro, — obpaTtunnch K abcTpakT-
HoOW XuBonucKu. Kaknm-To 4yyaoM oHu
pasowanch - B, Kasanocb Obl, y3Koii
cepe abeTpakuMm - Mo CBOUM Heno-
BTOPUMbIM MYTAM: U B PUCYHKe, U B
uBete, 1 B (haKType.

A BCEM UM, CTUAUCTUYECKN U Tep-
puUTOpUanbHO, NPOTMBOCTOUT AWK
LTenHbepr, KoTopbli HanpsAMyl Ta-
WMT IMHWIO CynpeMaTn3Ma, KaK ecnu
6bl He Obino 70-neTHero nepepbiBa B
nctopun PYCCKOIO ABAHTAPJA.

BbicTaBKa-peTpocnekTvuBa [AmMu-
Tpus MNnaBUHCKOro, KOTOPbIN YeTblp-
Haguatb net pabotaer B CLUA, Toxe
COAEepXUT HecKonbKo paboT, KoTo-
pble MOXHO MNpPUHATbL 3a «becnpea-
MeTHUYyeckue». Ho 370 XYyAOXKHUK
coBceM Apyroi wkonbl. B 1960-x ro-
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leopruin MY3EHKOB
Big Black Pixel
(Bonbwol YepHbili
¢paemeHm)

1995

Xonct, akpun, necok
300x300x7

Georgy PUZENKOV
Big Black Pixel
1995

Oli, acrylic, sand
300 by 300 by 7 cm

Mean YYMKOB
OkHo XXXVI
2000

Opranut, Mmacno
141141

Ivan CHUYKOV
Window XXXVI
2000

Oil on hardboard
141 by 141 cm

The works of the abstractionists -
Nikolai Vechtomov, Yuri Zlotnikov and
Shteinberg - used the language of
colour, but their pictures and creative
effort on the whole represented three
absolutely different schools of the sec-
ond Russian avant-garde. The Lianozov
school - to which Vechtfomov belonged -
was the first to make a non-figurative
challenge to Socialist Realism, as early
as 1957. A few courageous artists - Lev
Kropivnitsky, who refurned from a Stal-
inist camp in 1956, Lidia Masterkova,
Vladimir Nemukhin, Nikolai Vechtomov
and Olga Potapova, the wife of Lev
Kropivnitsky - turned fo abstract art.
They worked in close association, but
nevertheless managed each in their own
way to follow their own paths in drawing,
colour and texture. Shfeinberg is their
counferpart in style and manner- he
clutches at the "suprematism rope", pay-
ing little or no attention fo the existence
of a 70-year gap in the history of the
Russian avant-garde.

The retrospective exhibition of
Dmitry Plavinsky, who has lived in the
USA for fourteen years, included a
few works that might be regarded as
abstract. But Plavinsky is a represent-
ative of another school of art: in the
1960s, quite unexpectedly for those
times, the phenomenon of "religious
art" appeared in the Soviet Union,
represented by Plavinsky, Alexander
Kharitonov and Boris Kozlov. These
brilliant masters of drawing and
painting used in their works certain
"forgotten matters": the Bible, the
shroud, the floral motifs and colour
palette of Byzantine-Russian icons,
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Aax MosABWUANCHL abCOMOTHO HeBO3-
MoxHble B CCCP xyaoXHUKKN «penu-
rMO3HOro HanpasaeHua»: Omutpuin
MnaBuHckun, AnekcanHap Xapwuto-
HoB, bopuc Kosnos. Onu Bce - Gnec-
TALWME PUCOBANBLNKU U APKUE KU-
BOMMCLbI — TeMaTUYeCKN 1 cofepiKa-
TeIbHO MOT/IN UCMONb30BaTb B CBOUX
KapTuHax «3abbiTble MaTepuanbi»:
KHUru bubnuu, pucyHok Mnawaxu-
Ubl, UBeTa W KpacKu BM3aHTUINCKO-
PYCCKMX WKOH, apXWUTEKTYpy W WHTe-
pbepbl LLepKBU, TUTypruyeckoe fen-
cTBo. [1naBMHCKWIA cpesn HUX ABNA-
eTcA caMblM apTUCTUYHBIM U CTUAINC-
TUYeCcKn pasHoobpasHbiM. OH pabo-
TaeT cpasy BO MHOTUX XaHpax U Ma-
Tepuanax. PaboTaet nHTepecHo. Ero
urpa ¢ akTypamu 1 LiBETOBbIMU OT-
TeHKaMu 3aBopaxusaeT 3putens. Ero
KapTWUHbl — MOYTW BCeraa WeAespbl.
OHu yacTo TpebyloT NOBTOPEHUA ce-
6, HacToNbKO MO Ayle NpuxoaATca
cpa3y HeCKOJNIbKUM KonneKuuoHe-
pam. [naBMHCKWIA Tenepb MHOroe
paspeluaet cebe 1 B YNCTO «CBETCKUX
npocTpaHCcTBax»: KapTbl MaHxeTTeHa,
KaHanbl BeHeuun, npegmeTbl XunBOWM
N «MepTBOW HaTypbl». Ha BbiCcTaBKe
npescTaBfieHbl ero paboTbl MOCKOB-
CKOT0 1 HblO-IOPKCKOrO NepuojoB, u
3puTento MHTEpecHo caMoMy oTciie-
XMBaTb pasBUTUE XKMBOMUCHOIO
A3blKa U OPUTMHANBbHBIX CTUIUCTUK
ele 0fHOro APKOro npeAcTaBuUTens
BTOPOI'O PYCCKOI'O ABAHTAPJA.

Wnba KABAKOB
Jlonama

1984

Opranurt, Macno,
Konnax

llya KABAKOV

A Spade

1984

Oil on hardboard,
collage

Mnba KABAKOB
Mos PoduHa. Myxu
1991 (2003)
WNuctannsaums

Ilya KABAKOV

My Motherland.
Flies. 1991 (2003)
Installation

the architecture and inferiors of
cathedrals, and even the process of
the liturgy. Plavinsky is the brightest
character among them, working in
many genres and techniques. His text-
ure and nuances of colour catch the
viewer’s eye, and almost all his pict-
ures are real masterpieces. As a
result, he has often had to make orig-
inal copies, given the demand from
collectors. Today, Plavinsky works in
purely "secular spheres”, making
maps of Manhattan, of the canals of
Venice, and objects taken from life
and still-life. The exhibition embraced
both his Moscow and New York peri-
ods, with the viewer becoming
involved in an analysis of the process
of the development of Plavinsky's pict-
orial language and original stylistic
devices - another indisputable, and
brilliant, representative of the second
Russian avant-garde.
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