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Anpgpei EpodpeeB

COL-APT

Barpuy BAXYAHAH
Jlonuma. MNpoexT
0BNOXKM ANA KHAMU
1975-1978

Bymara, annaunkauusa
20x12,5 (kaxpas)
rr

Vagrich
BAKHCHANYAN,
Book cover design for
Vladimir Nabokov's
novel Lolita.
1975-1978

Collage on paper

20 by 12.5 cm

(each part)
State Tretyakov Gallery

[lonuTnyecKoe NCKYCCTBO

B Poccunm

Co 2 mapra no 1 anpens 31oro roga cocrosnacb 2-a MocKos-
CKas b1eHHane COBPeMEHHOI0 UCKyccTBa. B ee pamkax TpeTbs-
KOBCKas rasepes NpoBena o4epeaHyto — nocne «AbCTpaKumm»
N «PyccKoro non-apta» — BbICTaBKY 13 ONTOBPEMEHHOIO LinK/a
«PyccKoe UCKyCCTBO No HanpaBieHUAM». B naT 3anax obuen
nnowazbio OKON0 2000 KB. METPOB Ha TPETbEM 3Taxe 34aHus
my3es Ha KpbiMckom Bany 6bina pa3BepHyTa MCTOPUKO-TUMO-
NnornyecKas, peTpocrneKTMBHan 3KCNO3ULMA CaMOoro U3BecT-
HOTO 3a Npejenamu Hallen CTpaHbl HanpaB/ieHUA OTe4eCTBeH-
HOro UCKYCCTBA BTOPOM NONOBUHbI XX cTonetus. Nommmo npo-
M3BEAEHU POCCUMCKNX XYAOKHUKOB 34€Ch MOXHO ObIN0 yBU-
AeTb 1 paboThbl UX KUTAMCKNUX KONMER, Ha TBOPYECTBO KOTOPbIX
coll-apT OKasasn 60blloe BAUSHHUE.

}
VLADHTIR I1ABOROV VLADITR ABOKOV
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AnekcaHap »
KOCOJIAMOB
Cssamoi CebacmbsH
1980 (neyatb 2007)
OpranuT, yepHo-Genas

dotorpadua. 118x86
rTr

Alexander KOSOLAPOV »
St. Sebastian. 1980
(printed 2007)

Black and white
photograph on paper
118 by 86 cm

State Tretyakov gallery

0T/IVYMe OT Mon-apTa — ABJEHUA
B MHTEpPHaLMOHaNbHOro, NposABUB-

wero cebsa B MosHON Mepe He
TONIbKO B aMEpPUKaHCKOWM M 3anajHoeB-
ponemncKon KynsTypax, HO W Ha Jpyrom
nosylwapmu, B KOPENCKOM U AMOHCKOM
MCKyCCTBe, CTWU/b CoL-apT 0OblYHO cyu-
TaeTcA COBETCKMM NpofyKToM. B 6onb-
LWUMHCTBE 3HLMKNONEANA MO COBpeMeH-
HOWM XYA0XXeCTBEHHOW KynbType TepMUH
«COL-apT» }KeCTKO JIOKann30BaH paMKa-
MW MOCKOBCKOro Heo(uLManbHOro umc-
KycctBa 1970-1980-x rogos.

Ha py6exe 3Toro BpemMeHu cou-apt
nepecek rpaHuupl CCCP. Bnaroaaps ycu-
JINAM 3MUTPUPOBABLLMNX MacTepoB 3TOrO
HanpaBneHusA, Ny6AUKaLUAM 1 BbICTaB-
KaM, col-apT B MeXAyHapoAHOM MacLuTa-
6e obpen ctatyc hMpPMEHHOrO CTUAA CO-
BETCKOro HoHKoHdopMu3mMa. Mexay Tem
B camoM CCCP no mepe yrny6neHus rop-
6ayeBcKux pedopM cou-apT seranmsyer-
cA, BXOAWUT B MOJYy, NpeBpaLiaeTca B 3CTe-
TUYeckuin 6peHa nepectpoiku. OH npo-
rpeccuBHO TepsAeT YepTbl aHAeprpayHa-
HOW Ky/NbTypbl, pa3pacTaeTca B pa3mepax,
MOHYMeHTann3npyeTcs, opHaMeHTannsu-
pyetca. Ero ncxogHble npuembl U Xyao-
KeCTBeHHble 06pasbl, co3/aHHble B y3-
KOM WHTe/IeKTyalbHOM Kpyry MacTepos,
npeTeprieBas MHOrOKpaTHble MOBTOPbI,
CTUAN3ALUN N OTPAXKEHWNA Ha Pa3NYHbIX
aTaXax KyNnbTypbl, ONyCcKaloTCA B AN3aliH,
B apXUTEKTypy, B MaccMeauna u aanee Ha
HM30BOW, aHOHUMHO-(PONBKIIOPHbIN, YINY-
HblIl YPOBEHb XyJ,0XXeCTBEHHOro TBOpYe-
ctBa. Cou-apTt B KoHue 1980-x rogoB Ha-
3bIBan MeNHCTPMMOM BpPEMEHU nepe-
MeH, WCKYCCTBOM Mepuoja KpyLleHuA
KOMMYHMCTUYEeCKo (popMaumu, cTuiem
3MOXM «BblLuBeTalLWmX hnaxkos». B aTom
KayecTBe cou-apT waraeT B EBpony, rae
B CTpaHax pacnajatolieroca counareps
obpeTaeT cBOMX NEpPBbIX MHOCTPAHHbIX
apgenTtoB - E.TpywkoBckoro B [Monblue,
B.®natua - B lepmaHun. OaHako rpomMye
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Andrei Yerofeev

SOTS-ART

Bauyecnas CbICOEB
Opamop

Bymara, Tywb
40x30

YactHoe coGpaHne

Vyacheslav SYSOYEV
Speaker

Ink on paper

40 by 30 cm

Private collection

Political Art in Russia

The Second Moscow Biennale of Contemporary Art has
closed in the Russian capital, and as part of it the Tretyakov
Gallery held a third exhibition in its long-term cycle “Trends
in Russian Art”. Following the “Abstractions” and “Russian
Pop-Art” shows, the new exhibition was dedicated to Sots-
Art, and the historical and typological retrospective of the
same name was held between 2 March and 1 April 2007.
Outside Russia, Sots-Art is, without doubt, the best-known
trend in Soviet art of the second half of the 20th century.
Alongside pieces by Russian artists, the “Sots-art” exhibi-
tion also showed work by their Chinese colleagues, who
were greatly influenced by this movement. Occupying five
rooms on the third floor of the Tretyakov Gallery on Krym-
sky Val, the exhibition covered approximately 2,000
square meters.

nlike pop-art - an infernational
U phenomenon which made its mark

not only on American and West
European culture, but also on the other
hemisphere, in the art of Korea and
Japan - the style of sots-art is usually
seen as a purely Soviet product. Most
encyclopedias of contemporary art
define sots-art as rigidly localized by the
framework of Moscow's unofficial art of
the 1970-1980s.

Between the 1970s and 1980s,
sots-art crossed the borders of the USSR.
Thanks to the activities of the émigré
artists, publications and exhibitions, sots-
art acquired on the international scene
the status of the patent style of Soviet
non-conformism. Meanwhile, with the
progress of Gorbachev's reforms, in the
USSR sots-art became legalized, fashion-
able, and turned into the aesthetic brand
of Perestroika. Gradually shedding its
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underground nature, it acquired a
greater scale and some monumental and
ornamental features. Its initial devices
and images creatfed in a narrow intellec-
tual circle, while being endlessly repeat-
ed, stylized, and adopted on different lev-
els of culture, spread down info design,
architecture, mass media, and further
onto the lower anonymous street folklore
strata of art creativity. In the late 1980s
sots-art was known as the mainstream of
the time of change, the art of the period
of the communist formation’s collapse,
the style of the “fading flags” epoch. In

= T T

Poctucnas JIEBELEB
[Mpa3dHuYHbIU Konnax
1974

Bymara, konnax
70%96.,5

06LecTBO KONNEKLMOHEPOB
COBpeMeHHOro UcKyccTea,
Mocksa

Rostislav LEBEDEV
Festive Collage. 1974
Collage on paper

70 by 96.5 cm

Society of contemporary art
collectors, Moscow

that capacity sotfs-art stepped into
Europe, finding in the countries of the
disintegrating “socialist camp” its first
foreign adepts - Jerzy Truszkowsky in
Poland, Flatz in Germany. Yet ifs
strongest impact was felt in the East,
where it gave a radical impulse to the
emerging new art of 1990s China.

The affinity of the new Chinese art
to Soviet sots-art proceeds from typolog-
ical parallels: similar regimes generate
similar art under analogous historical cir-
cumstances. Still, it was influenced by the

knowledge of the Russian stylistic sam-
ples created twenty years earlier. We may
say that the Chinese variant of sots-art is
as close to the Soviet profotype as the
Russian version of pop-art is close to the
American one.

The founding fathers of sotfs-art
Komar and Melamid repeatedly called
their style a Soviet analogue of American
pop-art. True, both trends are based on
active interaction with the contexts of
mass culture which in America is
wrapped up in consumer temptations,

Current Exhibitions

while in Russia - in ideological coercion.
A neat parallel, but it makes no allowance
for the difference in attitude. The pop-
artist adores advertising images, takes
them lovingly from the billboards into the
space of high culture, only slightly modi-
fying their form and filling them with a
new meaning. In sofs-art, a similar game
with the ideological source is based on its
radical, consistent, and obvious negation.
Pop-art preserves for eternity the fleet-
ing images; sots-art shows up the frailty
and decay of ideological constructs
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intended for eternity. Here is the differ-
ence between a conformist, time-serving
creativity and an art of political protest.
In fact, both types of art are practiced in
Russia, as well as in America and other
countries. The famous American artist
Hans Haacke, the Spaniard Antoni Mun-
tadas, the Frenchman Olivier Blanckart
produce fine samples of their own sofs-
art totally unconnected with the Soviet
ideological realia. What is common to
them all is not this or that political con-
text against which they are battling, but
the type of artistic aftitude - a pro-
nouncement without any set program,
dogma or utfopia. They don't set up any
alternative slogans, demands, or social

projects, they don’t promote any new par-
ties or political leaders. Their variant of
political art may be described as sots-art
since they create paradoxical, explosive
images rejecting the temptation of per-
sonality knuckling under authority.

The philosophical basis of sots-art
is nihilistic relativism. Sots-art rejects
blind faith in whatever dogma it may be.
It is bent against any cults - be they gen-
erated by the personality internally or
imposed on it externally by political, eco-
nomic, spiritual, or any other authority.
Sots-art won't tolerate anything that
humiliates an individual by inequality,
pushes you to your knees, forces you fo
uncritical submission; sotfs-art is aimed
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against any peremptory absolute. The
weapons it uses against such cults are
laughter, clowning, travesty, and mystifi-
cation - neatly and gaily expressing the
philosophy of unorthodox changeability.

The cults are personified by the fig-
ures of “bosses”, political leaders, also by
their prominent dissident opponents, by
spiritual leaders, outstanding figures of
culture, and so on. Such personages (not
only Bolshevik leaders, but also other dei-
fied bronze authorities - Pushkin,
Tchaikovsky, Repin, Solzhenitsyn) are
represented in funny grotesque situa-
fions. It would be a mistake, though, to
class sots-art with political cartoon
genre: it doesn't produce caricatures dis-
torting the features of this or that politi-
cian. It doesn't try at all to represent
“nature”. Having emerged in the foot-
steps of pop-art and inheriting much of
its world view, sots-art responds not to
reality as such, but to its “picture”, to the
expression of reality through some visual
language. For sofs-art, in the words of
Jacques Derrida, “there is nothing out-
side of the text”. Therefore its main oppo-
nent is a stylistically accomplished text
whose repressive function is veiled with
the lace of rhetoric.

The critics of sots-art often called it
“anti-art” - and not without grounds, for
sots-art not only distances itself from any
artistically perfect “text”, but consistently
tries fo destroy it at any encounter. Such
phobia possibly results from the fact that
art happens to be the most effective tool
in spreading and inculcating cults.

Sots-art breaks open the glossy sur-
face of rhetorical figures of style with a
special set of lock-picks. The first of them
is to bring together conflicting forms of
description in one and the same artwork
or image, as in the portrait of Karl Marx
executed by Komar and Melamid in the
manners of cubism and of socialist real-
ism combined. The second is to create a
deliberate conflict between the subject
and the descriptive idiom, for instance, to
apply an unassuming everyday style (folk
carved wooden toys) fo ceremonial por-
traits of Soviet leaders. Khrushchev as a
big Vanka-Vstanka [jump-up doll] and
Andropov with big rotating radar-like

AnekcaHap
KOCOJIAMOB

CbiH U KPOMAHbOHeU,.
1-a yacTb TpUNTUXa
«Omubl ¥ cbiH»

1978 (neuatb 2007)
Bymara, usetHan
¢doToneuyatb

91x76,5
rmr

Alexander KOSOLAPOV
Son and

Cro-Magnon Man.

Part | of triptych
Fathers and Son. 1978
(printed 2007)

Color photo print

on paper

91 by 76.5 cm

State Tretyakov gallery

JNeonng COKOB

Cepn u monom

1990

KuHetnueckuin o6bekT.
[llepeBo, meTann,
6poH30Bas Kpacka,
BepeBKa, pe3vHKa,

netn. 18,5x15x6,5
rr

Leonid SOKOV
Hammer and Sickle
1990

Kinetic object

Wood, metal, bronze
paint, rope

18.5 by 15 by 6.5 cm
State Tretyakov gallery

BCero cou-apT npo3Byyan Ha BocToke,
rae OH OKasan pellaikouiee BAUsiHME B
CTaHOBJIeHUN HOBOTo UcKyccTBa Kutasa
1990-x rogos.

bnansoctb HOBOro KuTamcKkoro umc-
KyCcCTBa COBETCKOMY COL-apTy 06bsACHSA-
eTCA TUMONOrMYECKMMMN COBMajeHUAMM —
CXOAHbIe PeXMMbl B @aHaNOMMUYHbIX UCTO-
pryecKmx 06CTOATENbCTBAX NOPOXKAAOT
noxoxee UCKyccTBO. M Bce e B ee 0CHO-
Be NIeXXUT 3HaHWe co3jaHHbIxX Ha 20 net
paHblie 06pa3LoB POCCUNCKOrO CTUASA.
MOXHO CKa3aTb, YTO KUTANCKUI BapnaHT
cou-apTa CTo/b e 6IM30K COBETCKOMY,
KaK poccuiicKas BepcuA non-apta - ame-
PVKaHCKOW.

OTubl-ocHoBaTenun ctuna B.Komap
n A.Menamunj HeoZHOKpaTHO 06bABNA-
N1 cou-apT COBETCKMM aHanoromM amepu-
KaHckoro non-apta. 06a ABUKeHUs no-
CTpOeHbl Ha aKTMBHOM B3aMMOLeNCTBUN
C KOHTeKCTaMM MaccoBOW KynbTypbl, KO-
Topas B CLUA ynakoBaHa B KOHCbloMe-
pucTckue cobnasHel, a B Poccun - B ugeo-
norvyeckue npuHyxaeHusa. Kpacusoe
CpaBHEHMeE, HO OHO He YYMTbIBAET, 04Ha-
KO, pa3HuULbl 3TUX B3aMMOAENCTBUN.
B non-apTe xyaoxHUK 06oxaeT peknam-
Hble 06pa3bl, 6epexHo NepeHocuT 1X ¢
3a6opa B NPOCTPaHCTBO BbICOKOW KyJb-
TYpbl, Clerka KOppeKTupysa Gopmy u
MeHsiA cMblcloBOe HanonHeHue. B cou-
apTe e urpa ¢ ugeonorunyeckum 61no-
KOM MOCTPOEHA Ha ero peLInTeIbHOM, No-
cnefoBaTeibHOM U HarNAAHOM pa3pylue-
Huw. MMon-apT coxpaHsaeT Ans BEYHOCTU
CUIOMUHYTHbIE UMUIKU; COL-apT AeMOH-
CTpMpYeT LWaTKOCTb 1 pacnaj Bo3BeJeH-

HbIX Ha BeKa WAe0NormyecKnx KOHCT-
pyKkuun. B atom 3akntouyaetcA pasHuua
MeXAy COrnawaTenbCKUM, CKOHbHOHK-
TYpPHbIM» TBOPYECTBOM W NMPOTECTHLIM MO~
NTUYECKUM UCKycCTBOM. U TOT 1 apy-
roin TUN ucKycctea Habntoaaercs B Poc-
cun, CLUA v apyrux cTpaHax Lo cux nop.
3HaMeHUTbI aMepurKaHel, XaHc Xaake,
ncnaHey AHToHMo MyHTapac, dpaHuy3
Onuebe bnaHKap eMOHCTPUPYIOT ApKMe
o6pa3subl MHOCTPAHHOrO cou-apTa BHe
KaKon-nmbo CBA3M C COBETCKMMU NAEO0-
norvyeckumn peanuamu. x obbesnHa-
€T He MONNTUYECKNIA KOHTEKCT, C KOTO-
PbIM OHW CpaXatTcA, a TUN XYA0XKecT-
BEHHOI peakuuu - 6ecnporpaMmMHoe, afo-
rMaTU4yecKoe U BHEYTOMMYeCKOoe BbiCKa-
3bIBaHMe.

MupoBo33peHyecKas 0CHOBa coL-
apTa — HUTUIUCTUYECKUI PEeNATUBU3M.
Cou-apT oTBepraeT Bepy BO Bce, 4ero 6bl
3TO0 HM Kacanock. OH cTpeMuTCA paspy-
WNTb BCE Ky/bTbl, KOTOPble reHepupy-
I0TCA caMoW nuYHoCTbio nbo npegna-
raloTCA 4YenoBeKy M3BHe — NoAuTUYe-
CKOW, 93KOHOMMNYECKOM, lyXOBHOM 1 Npo-
Yyel BNacTblo; COL-apT He TepnuUT HuYe-
ro, 4To HaBA3bIBaeT MHAUBUAYYMY He-
paBHonpaBHOe o0LieHMe, onycKaeT ye-
NIOBEKA Ha KONEHUW U NPUHYXKAAET K He-
KPUTUYHOMY MOAYMHEHUIO; cOoL-apT Ha-
npaeneH npotuB noboro 6Gesanenns-
LMOHHOro, 6e3ycnoBHoro siBneHus. ns
60pb6bI C KynbTaMu coL-apT UCMONb3Y-
eT cMeX, T1LefeicTBO, TPaBecTuio 1 Mu-
cTUdUrKaumnio, ajeKBaTHO U Beceno Bbl-
paxatowmne dunocodpuio «becnoyseH-
HOCTU» N N3MEHYUBOCTW.

Neonnp COKOB
[poekm oykos Ons
Kax0020 cosemcKozo
yenoseka. 1975
(aBTOpcKoOe
nosTopexue 2006)
[lepeBo, macno
36x100x96

YacTHoe cobpaHue

Leonid SOKOV
Glasses’ Design for
Soviet People. 1975
(Author’s replica 2006)
Object.

0il on wood

36 by 100 by 96 cm

Private collection

Ipynna «FTHE30»
Mb1 ka4aem KpacHbil
Hacoc! 1975
Opranur, macso,

2 Hacoca. 175x120

Donp «Hosbii», Mockea

Nest Group

We are Working Red
Pump. 1975

0Oil on hardboard,

2 pumps

175 by 120 cm
“Novy” (New) Foundation,
Moscow

Butanuit KOMAP,
Anekcanap MEJTAMU]
lNepsas GecnownuHHas
mopaoss Mexoy
CLUA u CCCP:
[podaxa oyw

1978

YepHo-6enasn
doTorpacusa
15,5x23,5

rr

Vitaly KOMAR,
Alexander MELAMID
First Instance

of Duty-Free
USA-USSR Trade:
Sale of Souls

In the framework of
K&M project Sale of
Souls. 1978

Photo paper, black and
white photo print
15.5 by 23.5 cm
State Tretyakov Gallery

BbicTaBku

MAPARMEHTAM CERATAM. TAABAM
[DMJAAPCTE W MPABMTEALCTE
fFl HASKH W RN
M W KPELTRAHAM .

KASAHTE KPACHbIA HACOC

HPACHGIM HACDC - HATDE PASPRAKH
EPHbSA HALDY -HALDC HARIPROKERHOEW

B0 HER MR HA IITH.H[-HJ!"IM"IE !
I MR CAACTER BALINX AETEM- NASARTE !
BO WS ATNEbI W AMDGEM - KAANTE |

MbI KATAEM KPACHBIH AAGOE !

KynbTbl nepcoHndurumnpoBaHbl B ¢u-
rypbl «HavyaJbHUKOB», MOAUTUYECKUX
BOX/eW, UX OMNMOHEHTOB-AUCCUAEHTOB,
LYXOBHbIX MAEPOB, BbIAAIOWMXCA Aes-
Tenel KynbTypbl ¥ T.N. 3a4acTyto 371 nep-
COHaXMK (a cpeau HUX OKasblBalOTCA He
TONbKO 0ONbLIEBUCTCKME BOXAW, HO U
Xpuctoc, MywkuH, Yankosckuin, Penun,
ComKeHWLbIH) NPEACTAOT B FPOTECKHbIX
N CMEeLHbIX CUTyauuax. TeM He MeHee
6b110 6bl OLWIMBOYHO CYMTATb CoL-apT UC-
KYCCTBOM MONIMTMYECKON KapuKaTypbl.
OH He co3jaeT WapXu, He CTPeMUTCA KO-
BepKaTb BHELUHWe YepTbl TOr0 AW UHO-
ro nonutuuyeckoro geatend. OH BoobLwe
He M3o0OpaxaeT «HaTypy». Bo3HuKHyB
«Ha mneyax» y CTU/A mon-apT U Hacne-
Zlys BO MHOFOM ero BUAeHWe MUpa, coli-
apT pearvpyeT He Ha AeNCTBUTENIbHOCTb
KaK TaKoBYI0, @ INILb Ha ee KapTUHKY?,
Ha WANIOCTPUPOBAHUE peanbHOCTU Ka-
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FTAMNTk.
rTAnNTk
FTnNTh
rrnoThk

rTAnTh
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rTrnoTh

rTndTh
rrnoTh

rTnaTth
FTOATh

CTOATh

Bopuc OPJ10B Boris ORLOV
[Manmokpamop. Pantocrator. (Stand
«Cmoame cMupHo» at Attention). 1990
1990 Installation.
WHctannaums. Wood, plywood, enamel,

oil, glue, silver paint
400 by 300 by 325 cm
State Tretyakov Gallery

[MepeBo, paHepa,
aManb, macno, MBA,
cepebpsHan Kpacka

400x300%x325
rTr
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ears (funny effigies by Leonid Sokov) are
a frank send-up of their formidable pro-
totypes.

Sots-art is averse to aestheticizing
its own discourse. On the contrary, its
artistic canon is based on self-parody
and self-refutation. Sots-artists made it a
point of their programme not to develop
their own plastic system, substituting for
it the concept of broken form and the
practice of appropriation. The aesthetics
of the “bad thing” - reappearing in Russ-
ian art for the first time since Dadaism -
denied professional perfectionism and

stressed the disjointed shabby nature of
the sotfs-art project. The artist is not cir-
cumscribed in his work, but demon-
strates through it other external tfexts,
playing a combinatorial game with them.
His art image does not result from the
process of creating his work, but from
the ephemeral mental juxtaposition of
contexts illustrated in his work executed
sketchily, “on the knee”. The author’s
drawing is often replaced with collage, as
in the Kiss by Vagrich Bakhchanyan, and
if drawing is used, as in the similar work
by Dmitry Vrubel, it is deliberately neu-
tralized and devoid of artistry.

The plastic slackness of sots-art
works is compensated for by the activity
of the author who - for the first time
since the street actions staged by Russ-
ian futurists - stepped from behind his
picture into social reality. Sots-art is
wholly based on performance, its works
are documents or products of perform-
ing actions. The sots-artist speaks in his
work not in his own name, but on the part
of a certain personage whose mask he
wears during the performance. That is a
picaresque image, a rogue, a cheat, a
fraud, a double-dealer, who resorts to the
strategy of game, simulation, fake, and
evasion. The image was invariably repre-
senfed by several generations of sots-
artfists and survives to this day (see the
stage-managed photographs by Avdey
Ter-Oganyan, and the Blue Noses Group).
This mythical figure is spiritually close to
the ideology of the style. According to
Jung, the Rogue epitomizes a young
heroic rebel against tyranny who wins
not by force, but by cunning.

The political Fronde of sots-art was
expressed not only by parodies and per-
sonifications of cult texts, but also by a
cerfain type of behaviour which - in
whatever variation - was found shocking
in a society with strict regimentation.
That “mocking” behaviour was chosen by
the adepts of the style as a panacea and
therapy for totalitarian social relations.
The mocking style was not only adopted
and played on by the author, it was also
passed over fo the spectator, who could-
n't help laughing at the silly and absurd
images in the parodies of sotfs-art.

Games and performances often
bordering on idiotic escapades, the
authors’ self-presentation as crazy
clowns, were curiously combined with
deep learning, with references to actual
achievements of science and philosophy.
Above all, the authors were interested in
structuralism, which in the late 1960s -
early 1970s offered a new vision of indi-
vidual creativity and the development of
styles and cultures. This interest was pre-
pared by the study of Russian formalists
and Mikhail Bakhtin's work. Sots-artists
assumed the role of researchers into cul-
ture. Inspired by the ideas of Claude Lévi-
Strauss and Roland Barthes, they devel-

KUM-1160 BM3yanbHbIM A3bIKOM. [ins cou-
apta, rosops cnosamu K. [leppuaa, «BHe-
TEKCTOBOI peanbHOCTU BoOOLLe He cy-
wecteyeT. [103TOMY ero rnaBHbIA Npo-
TUBHUK — CTUJIMCTUYECKN COBEPLUEHHbIN
TEeKCT, YbA penpeccuBHas QyHKLMA Bya-
NIVpYeTCcA Kpy>KeBaMun PUTOPUKMU.
KpuTtukn cou-apta HepefKo Hasbl-
Ba/u ero aHTUMcKyccTBoM. He 6e3 ocHo-
BaHUsA, B0 cou-apT He TONbKO AMUCTaH-
LlMpyeTcA OT XyZL0KeCTBEHHO COBEepLLEeH-
HOro «TeKcTa», HO W nocsiefoBaTeNbHO
pa3pywaert ero npu ntoboi BcTpeye. Mo-
BMAMMOMY, 6opbba ¢ uckyccTBOM 0b6bscC-
HAeTCA TeM, YTO MMEHHO MCKYCCTBO OKa-
3blBaeTcA Hanbonee 3 heKTUBHBIM pac-

Barpuy BAXYAHAH
JleHuH 8 2epbe
Konnax. 25,5x23
O6LWecTBO KONEKLMOHEPOB
COBpPeMEeHHOro UCKyccTBa,
Mocksa

Vagrich
BAKHCHANYAN

Lenin in the National
Emblem

Collage. 25.5 by 23 cm
Society of contemporary art
collectors, Moscow

Mwuxann TPOBMAH
Cosemckoli amomHoli
6ombe CJ/TABA! 1982
Bymara, nonurpagu-
YeCKUi OTTUCK, Tyllb
41x70

061ecTBO KONNEKLMOHEPOB
COBPEMEHHOr0 UCKYCCTBa,
Mocksa

Mikhail GROBMAN
Glory to Soviet
A-Bomb! 1982

Print and ink on paper
41 by 70 cm

Society of contemporary art
collectors, Moscow

npocTpaHuTeNneM 1 HacaxaaTtesneM Kyib-

TOB.

[nAHUeBan NoBepxHOCTb pUTOpUYe-
CKMUX Guryp ctuna B3fnambiBaeTca Le-
NbIM HabopoM cneumanbHbIX CPeacTB-
OTMblYeK. Bo-nepBbIx, 3T0 CTONKHOBEHME
pasHbIX GOpPM onucaHnA Mupa B npepje-
Nax OfHOTO MPOU3BeAEHNA UNU XYAOKe-
CTBeHHOro o6pasa, KakK, Hanpumep, B
noptpete Kapna Mapkca, BbIMOAHEHHOM
Komapom n Menammaom B KybucTcKoi 1
coLpeannCcTUYeCcKo MaHepax OAHOBpe-
MeHHO. Bo-BTOpbIX, 3TO HaMepeHHbI KOH-
(GNVKT cloxeTa 1 A3bIKa ONUCaHWUA, Kor-
Aa 6bIToBas CTUANCTUKA (HanpuMep, CTUIb
pe3Hol HapoAHOW 60ropoACKON MrpyLu-
K1) NpuMeHAeTCA 1A CO3JaHnA napag-
HbIX MOPTPETOB COBETCKUX JINAEpPOB.
XpyLueB B BUJie OFPOMHOWM KYK/bl «BaHb"
Ka-BCTaHbKa», AHAPONOB C MeJJieHHO Bpa-
WaloWwmMMmnca ywamm-nokatopamMmm - 3a-
6aBHble U Henenble repou-MAONbI, CO3-
faHHble JleoHnaom CoKoBbIM, CMOTPAT-
CA OTKPOBEHHOW 13AeBKOWN Haj UX rpos-
HbIMW Npoobpa3zamu.

Cou-apT panek oT 3cTeTusaummu
cBoero cobcTBeHHOro ancKypca. Hanpo-
TUB, ero cneunduyecknii nsobpasmtens-
HbIi KAHOH MOCTPOEH Ha aBToNapoAnpo-
BaHWN 1 CaMOONpPOBEPXKeHUW. XyA0XKHU-
KU1 col-apTa NporpaMMHO OTKasanunch ot
COOCTBEHHOM LeNbHOW MaacTuyecKom
CUCTeMbl, 3aMeHMNB ee KOHLenuuamm
«Mnoxol BeLyn», pa3opBaHHON GOpMbI U
NnpaKTUKoOW anponpuaumm. 3ScTeTuKa
«NJOXON BelWwW», KOTopasa CO BpeMeH
fJajav3Ma nepBbli pa3 BHOBb MNOABU-
nacb B pPyCCKOM MWCKYCCTBe, OTOABMHYB
npocdeccnoHanbHbli NepPeKLnoHN3M,
JOMKHA Oblna CnyXuTb yKazaHWeM Ha
Pa30MKHYTOCTb, «AbIpABOCTbY coL-ap-
TUCTCKOrO NpoeKTa. XyA0XHWK He 3aMbl-

Bopuc OPJ1IOB Boris ORLOV
HayuoHanbHbIl National Totem.
momem. A.C. lMywKuH Alexander Pushkin

8 MAPWanbCKoM in Marshal’s Uniform.
myHOupe. 1982 1982
®dortobymara, 4/6 Black and white photo
thoToneyatb, aManb print, enamel, on photo
rTr paper

State Tretyakov Gallery

BbicTaBku

KaeTcA B COOCTBEHHOM COYMHEHWUW, a
Yyepe3 Hero AEMOHCTPMpYeT WHble, 4y-
XMe, BHelWHNe TeKCTbl, KOMBUHATOPHON
Urpoi C KOTOpbIMY 1 3aHUMaeTcA. XyAo-
)KeCTBeHHbIn 06pa3 cou-apTUCTCKOro
npou3BefeHnA BO3HMKaeT He B npouec-
ce N3roToBJIeHMA Belun, a U3 aeMepHo-
ro, yMO3pWUTENbHOro COMOCTaBiAEHUA
KOHTEKCTOB, KOTOpOe aBTop HabpocoyHO
1 04eHb NPUBAN3NTENBHO, «Ha KONEHKe,
WNNIOCTPUPYeT CBOMIM MpoOU3BeAeHueM.
YacTo prCyHOK 3aMeHAeTCA Kolnaxem,
Kak B «[louenye» Barpuya baxyaHsHa,
a eC/IN OH W CYLLeCTBYET, KaK B MOX0Xen
pabote Amutpus Bpybens, To HamepeH-
HO HeNTpanu3oBaH W OYMILEH OT apTu-
cTM3Ma.

Mnactuyeckana nHepTHOCTL cou-ap-
TUCTCKMX paboT KomMneHcupyeTca uypes-
Bbl4allHOM aKTMBHOCTbIO aBTOpa, KOTO-
pbIil B NepBbIil pa3 co BPeMeH YANYHbIX
aKUMA pyccKux ¢yTypuCTOB LarHyn u3
3aKapTWHHOIO NMPOCTPaHCTBa B CoLMab-
Hylo peanbHocTb. Becb cou-apt vmeet
nephopMaHCHyI0 OCHOBY, ero npou3sse-
LeHUsA ABNAITCA JOKYMEHTaMU U npo-
LYKTaMn neppopMaHCHON JeATeNbHO-
CTU. XyAOXKHMK-COLLapTMCT BbICTynaeT B
Npov3BefeHNAX He OT CBOEro MMeHwU, a
BeLLaeT roloCOM HeKOero «Mpu4ecKkoro
repos», B Macke KOTOPOro OH NoABAAET-
cA 1 Ha nepdopmaHcax. CobupaTenbHbIi
o6pa3 3Toro nepcoHaxa MOXHO Bblpa-
31Tb NOHATUEM MAYT», TO €CTb 030PHOM
06MaHLLMK 1 WapnaTaH, YeNoBeK C ABOW-
HbIM JHOM, UCMONb3YIOLMIA B CBOEW Aes-
TeNbHOCTW CTPaTerunio Urpbl, CUMyNALUN,
noaMeHbl U yckonb3aHua. O6pas nnyTa
YCTOMYNBO BOCMPON3BOAMNICA HECKONb-
KVMU NOKONeHUAMU COLapTUCTOB U A0~
WA A0 HaLWNX AHel (nocTaHOBOYHbIe (o~
Torpadun Asgpes Tep-OraHbsiHa u rpyn-
nbl «CUHME HOCbI»), MOCKONbKY 3Ta MU-
tdonornyeckas ¢urypa AyxoBHO 65113-
ka mnaeonorun ctuna. CornacHo K.HOH-
ry, MIyT ABNAETCA BOMIOLEHNEM HOHOMO
repoa-TupaHobopLa, NpOTMBOCTOALLErO
BNIACTN He CUJION, HO XUTPOCTbIO.

[Monntnyeckana ¢poHaa cou-apTa
6a3npyeTca He TONbKO Ha MapoAMpoBa-
HUWN KyNbTOBbIX TEKCTOB M UX NEpPCOHW-
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Current Exhibitions

durKaumnin, Ho 1 Ha ocoboM Tune noseae-
HUA, KOTOpOe BHe 3aBMCMMOCTU OT da-

Buktop CKEPCUC
lMuoHepku. 1972

BbicTaBku

Bynbl ABNAETCA BO3MYTUTENbHbIM B CO-  XOACT. Macno,
UMyMe C perfaMeHTUpPOBaHHbIMK dop- ggo%ozaﬂ Kpacka
mMamu obLieHuA. 3To noBeaeHue, onpeje- Kon;(em'm, 10pun AnsGepra
NnfeMoe C/0BOM «MepecMeLlHNYecTBOY,
CYMTaeTcA NporpamMMHbIM AJ1A afilenToB
cTmuns, nbo npegcrasnser cobon cBoe- .

[girl scouts]. 1972
00pasHylo naHaueto 1 Tepanmio oT T0Ta- g oo paint
NINTapHbIX 0OLLECTBEHHbIX OTHOWEHWN.  on canvas
MepecMewHMYecTBO He TONIbKO OCBau- 80 by 70.5 cm
BaeTCs M 06bIrPbIBAETCA CaMUM aBTopoM,  Collection of Yury Albert
OHO npeanaraetcs, Jaxe, MOXHO CKa-
3aTb, HABA3bIBAETCA 3PUTESTIO B BUAE He-
n36eXHOro UMnynbca cMexa, KOTOpbIM
3puTeNnb BOJei-HeBONel pearvpyer Ha
rnynoBaTo-napogmniHble unu abeypaHble
o6pasbl B NpoM3BeeHUAX col-apTa.

WrpoBble nepcdopmaHCHble Mpak-
TWUKW, 4acTo rpaHuyawue c HenenbiMu
BbIXOAKaMK, aBTopenpe3eHTalMm aBTo-
poB B BuAe KpMBASAK 1 6e3ymues nobo-
MbITHO COYeTaloTCA B cou-apTe c yrny6-
NIEHHOI YYEHOCTbI0 U MCMONb30BaHNEM
B paboTe aKTyanbHOro Hay4Horo u ¢uno-
codcKoro 3HaHuA. Peuyb unpet, npexpe
BCEro, 0 CTPYKTypanu3me, KOTOpbIi BO
BTopoin nonosuHe 1960-x - Hauvane
1970-x rogoB npeanoXun HoBoe BUAe-
HVe UHAMBKAYaNbHOIO TBOpYeCTBa, pa-
3BUTUA CTUNeN 1 Lenbix Kynbtyp. O6pa-
LeHne K CTpyKTypanusmy 6biio noaro-
TOBNIEHO XOPOLIMM 3HaHueM paboT pyc-
cKkux popmanuctoB n M.baxtuHa. Xygox-
HWKW cou-apTa owyTuan cebs B poau
nccnefoBaTenein-KynasTyposoros 1, BO-
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Spyapa, ;
TOPOXOBCKUW
lpa30HuyHas Mo3auka
«CmanuH-bpexHes».
Ountux. 1988-1989
Xoncr, macno

150x130 (kaxaan)

Donp «Hosbii», Mockea

Edward GOROKHOVSKY
Festive Mosaic “Stalin-
Brezhnev”.

Diptych. 1988-1989
Oil on canvas

150 by 130 cm

(each part)

“Novy” (New) Foundation,
Moscow

Bnagumnp
[IYBOCAPCKUI
lopbKuli u Oesywka
Hauano 1990-x
HanpaeHHan ckynbnTypa
57x20x36; 57x32x31
06LecTBO KONNEKLNOHEPOB
COBpPEeMEeHHOro UCKyCCTBa,
Mocksa

Vladimir DUBOSARSKY
Maxim Gorky and a Girl
Early 1990s

Found obiject of 2 parts.
57 by 20 by 36;

57 by 32 by 31 cm
Society of contemporary art
collectors, Moscow

oped a holistic understanding of 20th
century Russian art and of Soviet culture
in general as a triad: “avant-garde -
social realism - conceptualism”. To this
day, this triad determines scholarly atti-
tudes and approaches to the expositions
of Russia’s art historians.

The “Sots-Art” exhibition included
280 works by 70 artists, drawn from the
State Tretyakov Gallery and the private
collections of Vladimir Antonichuk,
Vladimir ~ Semenikhin,  Alexander
Smuzikov, Antonio Piccoli, Marat Gel-
man, Elena Selina and Vladimir
Ovcharenko.

The exhibition sponsors were:

The “Novy” Fond (New Foundation), British
American Tobacco; the Prolab company
offered invaluable assistance in the printing
and restoration of old photographs.

Headed by Andrei Yerofeev as chief
curator, the project team included Yulia
Aksenova, Anna Dikovich, Sergei Epikhin,
Elena Zaitseva, Alexandra Kriksunova, Yulia
Liederman, Kirill Svetliakov, Natalia Sidorova
and Yevgeny Arseniev.

Curated by Xin Dong Cheng, the Chinese
part of the exhibition was sponsored by
Gazprom and the Xin Dong Cheng Space for
Contemporary Art voluntary organisation

Mpuwa BPYCKUH opyxuBwuck ngeamu KJlesu-Ctpocca

«[». A36y4Hble
ucmuHebl. 1998
Komnnekr n3 34
Tapenok. & 23,5

Co6cTBEHHOCTL aBTOpa

Grisha BRUSKIN
Letter ‘P’
(Hide-and-seek is

a play in which one
man is seeking and
others are hiding)
From a set of 34 plates
ABC maxims. 1998

D 235cm

Property of the artist

n Pbapta, BbipaboTanu LesiocTHOE Npoy-
TeHMe poCCUINCKON UCTOPUN UCKYCCTBA
XX cToneTtus 1 Boo6LLe COBETCKOM Kyfb-
Typbl B BUAe Tpuaabl «aBaHrapj — cou-
peanv3M - KOHLeENTyanu3m», KoTopas
[l0 CeroAHsLWHero AHA onpeaenseT UCTo-
PUKO-XYAO0XeCTBEHHbIE N 3KCMO3ULNOH-
Hble KOHLEnuun oTeYecTBEHHbIX UCTO-
PYKOB MCKYyCCTBa.

Bcero Ha BbicTaBKe 6Gbi0 NpejcTa-
BneHo 280 npousBeseHunnn 70 xyLoxHU-
KoB 13 cobpanuna ' 1 13 yacTHbIX Konl-
nekumn B.AHTOHMuyKa, B.CeMeHuxuHa,
A.Cmy3ukoBa, A.NMukkonu, M.fenbmaHa,
E.CenuHon, B.OBuapeHKo.

CnoHcopbl npoekta - ®oHa «HoBbIN» 1 KOM-
nauva «bputnw AmepukaH Tobakko».
OrpoMHyto nomolLb B nevaTv 1 pectaBpauunmu
ctapbix ¢oTorpaduin I'MT nonyynna ot Kom-
naxnum “Prolab”.

ABTOPCKUIN KONNEKTUB BbICTaBKU -
AHgpein EpodeeB (pykoBoauTenb npoekTa),
lOnuna AkceHoBa, AHHa [lukosuy, Cepreit
EnuxuH, Enena 3anuesa, Anekcanapa Kpuk-
cyHoBa, HOnus Jluagepman, Kupunn Csetns-
koB, Hatanba Cupoposa, EBreHnii ApceHbes.

Pa3aen BbICTaBKU KWTaCKOro UCKyccTBa
6bin cnoHcupoBaH ¢upmon «lasnpom» u
obuiectBeHHon opraHusaumenn “Xin Dong
Cheng Space for Contemporary Art”. ABTop
3kcno3uumn - Kenn JoHr Yenr.
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