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Mapus HacumoBa

I'maBHbIil KypaTop EBpelickoro My3sest 4 HEHTpa TOJIEPAHTHOCTH

Jewish Experience

CnyyanHo unu HeT, HO AO6PYIO NOMOBUHY «Tena» pyc-
CKNX aBaHrapaHbIX TEYEHUN Ha NPOTAXXEHUN BCEro

XX Beka COCTaBNAMM XyAOXHUKN €BPENCKOro npouc-
xoxxaeHud. BoictaBka «CoBpeMeHHUKM Byayuiero» npu-
3BaHa NpeacTaBUTb MaBHble TEHAEHUNN B POCCUNCKOM
aBaHrapoHoOM NCKYCCTBE B CBETE TOro BKMaaa, KoTo-
pbI BHEC/IN B 3TO UCKYCCTBO XYAOXKHUKN-EBPEN. DTON
BbICTaBKOW EBpenckuii Mysen 1 LEHTP TONIEPaHTHOCTH
OTKpPbIBAET CEPUID MEPONPUATUIA N NCCenOBaHN, NO-
CBALEHHbIX MECTY eBpeeB B CUCTEME KOOPANHAT MUPO-
BOro UCKYCCTBA.

XX BeK Mo npaBy MOXHO Ha3BaTb BEKOM CaMbIX
OVWHaMUYHbBIX NePEMEH B UCKYCCTBE — Ha MPOTAXEHUU
BCEro CToNeTnA BO3HNKanNn u oopMmMpoBanncb HoOBblE
XYLOXXECTBEHHbIE DOPMbI, B TOM YMCIE U CMEHABLUNE
Opyr gpyra aBaHrapgHbole 1 aHaeprpayHaHble Te4eHuA.
3aKOHOMEPHO, YTO XyOOXHUKU-EBPEN OKa3blBaNMChb
OpraHM4YHO BKJ/TIOYEHHbLIMUW B 9TOT NPOLECC, 3aHUMAACH
1 npobnemamum HaLuMOHaIbHOW camomnaeHTUmkaumnny,
M nouckamu nyTen pa3BuTuA HOBEMLEro eBPENCKOro
nckyccrtea. OgHako oByeamMHaA Nnpupona aTux MacTe-
poB gaBana o cebe 3HaTb Ha NPOTAXEHUU BCEN UCTO-
pumn pycckoro asaHrapaa'.

Ba>xHO cpasy onpegennTb, YTO NpeacTaBnAeT
coboi eBpencKoe NCKYCCTBO Kak cheHoMeH. 13 macchl
TEOpWn Ha 3TOT cYeT ANA MeHA Hambonee akTyasnbHa
Teopwua, BolaBMHYyTaa Aspamom Kamncom. OH roeBopuT,
YTO €BPENCKMM XYOOXKHUKOM ABMAETCA TOT, B YbUX
paboTax npocmaTpuBaeTca jewish experience?. Jewish
experience — 3TO OMbIT, KOTOPbLIN NepeXxxneaeT Xyaox-
HUK, poamBninca espeem. K nogo6HOMY OMbITY MOXHO
OTHECTU U accUMMNAUUIO (4TO OCOBEHHO oLyLlaeTcA
Ha TeppuTtopuax Poccun n CLUA), n cutyauuto otTan-
kKuBaHuA. Hanpumep, B TBopyecTBe Xanma CyTuHa HeT
€BpPEeNnCcKOol TeMbl, COBCEM HA0OOPOT — OH NOJSIHOCThLIO
oTpuuaeT esBperickme LeHHocTU. COOTBETCTBEHHO, He-
HaBUCTb K caMOMy cebe 1 K CBOeMY MPOLLIOMY TOXE
MOXHO HasBaTb jewish experience. Mo)xHO ckasaTb, 4YTO
€BpencKoe UCKYCCTBO — 3TO TO, YTO AenaeTcA pykamum
eBpeeB U/WUnu anA HyX A eBpees ¢ 06A3aTesibHbIM Npu-
cyTcTBMEM cnepa jewish experience?.

B «nepBoM aBaHrapge» Ona XygoXHUKOB-€B-
peeB nx eBpPencTBO CTOAMO NPeBbILLE BCEro, U OAHOM
M3 MPUYMH 3TOr0 MOXHO Ha3BaTb HEGE3bI3BECTHYIO
BUTE6CKYIO Wkony KOpena Mouceesunya lNaHa, Yepes
KOTOPYIO NPOLLAV MHOMME XYOOXHUKK, BKtoYaa Mapka
LWarana, 4ybe UCKYCCTBO ANA MHOMMX ABAASIOCH anore-
€M pas3BUTUA EBPENCKOrO ctoxeTa. VICTOYHUKM KapTuUH
LWarana — obblyan 1 BepoBaHMA eBPENCKOro Hapoaa,
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Maria Nasimova

Chief curator, Jewish Museum and Tolerance Center

Jewish Experience

Coincidentally or not, the lion’s share of Russian
avant-garde artists throughout the 20th centu-

ry were of Jewish heritage. “Contemporaries of
the Future” examines the history of the Russian
avant-garde in light of these artists’ contributions.
With this exhibition, the Jewish Museum and Tol-
erance Center kicks off a series of events and re-
search projects devoted to exploring the role that
Jews have played in world art.

The 20th century was one of tremendous
change vis-a-vis the arts. New art forms were born,
while avant-garde and underground movements
replaced each other in rapid succession. Needless
to say, Jewish artists were an intrinsic part of these
processes, exploring issues of national identity and
pushing Jewish art in new directions. But they also
embodied a duality whose presence had been felt
since the very birth of the Russian avant-garde.’

What is “Jewish art” per se? Many definitions
have been suggested, but the one | find most rele-
vant was proposed by Avram Kampf, who said that
a Jewish artist is one whose works show traces
of the “Jewish experience,” i.e. the experience of
being a Jewish-born artist. This experience might
include assimilation (a powerful force in Russia and
the United States) or rejection. Chaim Soutine, for
example, did not explore Jewish themes in his art;
to the contrary, he rejected Jewish values outright.
Thus, self-hatred and a loathing for one’s past are
also legitimate traces of the Jewish experience. We
can simply say that Jewish art is made by Jewish
hands and/or for the needs of Jews and shows
traces of the Jewish experience.?

Jewish artists of the “first avant-garde”
prized their Jewishness above all else. One reason
for this was Yehuda Pen’s well-known Vitebsk Art
School, a training ground for many artists includ-
ing Marc Chagall, whose work is seen by many as
the apogee of Jewish-themed art. Chagall’s paint-
ings were informed by Jewish rituals and beliefs,
timeless oral and written traditions, and Russian
icons and folklore — a complex synergy that he
considered the essence not only of his work, but
of art in general.* With the development of national
themes came a shift among artists of this genera-
tion from the “national” to the “universal,” a change
exemplified by Nathan Altman and El Lissitzky.
The former’s portraits became classics of Russian
painting, while visual artists of many stripes — from

BEKOBEYHbIe TpaoMunn HauMOHaNbHON A3bIKOBOW KYIb-
TYpbl, PyCCKNE NKOHbI U (hONBLKIIOP; BCE 3TO NOPOAUIO0
1 cchopMMPOBaNo Ty CIIOXKHENLLYIO «XMMWIO», KOTOPYHO
XYLOOXHUK BCIO XMW3Hb CHMUTAN COKPOBEHHOWN CYTbIO
1 BoOOLLE NCKYCCTBA, U CBOero TBopyecTea’. Passu-
TWe HauMOHaNbLHOM TeMbl B TBOPYECTBE aBTOPOB 3TOr0
NOKONEHNA NPUBESO NX K CMELLEHNIO OT «HaunoHasb-
HOro» K «yHMBEpCcanbHOMY», U 3TO A0OKAa3blBalOT Takne
XYOOXXHUKN, Kak HataH AnbsTMaH 1 9nb Jincuukumi. MNop-
TpeTbl NEPBOro CTanm KNacCMKon pPyCCKON XXMBOMUCH,
a BTOPOro CHMTAOT «CBOMM» MacTepoM BCe AeATenun
BU3yanbHOW KYNbTYpbl — XYAOXHUKW, boTorpadbl, ap-
XUTEKTOPbI, rpadouyeckme ansamHepbl. QHTY3nacT pas-
BUTUA €BPENCKON TEMbI B UCKYCCTBE, aKTUBHbIN fged-
Tenb Kynetyp-Jlurn espetii Jlazapb Mapkosuy JIncuukmin
npeBpaTuncA B MHTepHaunoHanucTa 9nb JlIucuukoro®,
KOTOpbIA, KakK U MHOTMe ero Konnern, scnep 3a Kasu-
MupoMm Manesnyem ¢ HEOBbIKHOBEHHOW MbISIKOCTLIO UC-
cneposan NPUMUTUBU3M, KyOU3M 1 Opyrue akTyasibHble
TeyeHuA. LlenaA nneAga Xy[oXHUKOB-E€BPEEB PLIBKOM
nepewna oT 0gHOro poaa jewish experience K opyro-
MYy — OT hUrypaTMBHO-CIOXXETHOIO UCKYCCTBA K HOBbIM
cuctemam. MOXHO C YBEPEHHOCTbIO CKal3aTb, YTO Ha-
YyasncA npouecc «aeHaumoHannsaumm» NCKyccTea.

OTOT HeobpaTUMbI NPOLLECC oKasarcAa, HaBep-
HOe, BaXXHEeNLMM NepeBoOpOTOM B XyO0XECTBEHHOMW CU-
cTemMe oA XyAOXKHNKOB-eBpeeB. HecMoTpA Ha TO, YTO
WCKYCCTBO OKOHYaTESIbHO CTano MHTEPHaUNOHAbHbIM,
«@KLEHT» BCE e cyllecTBOBan®, CMECTUBLLMCHL TEM
He MeHee ¢ COOCTBEHHO EBPENCKON TeMbl. Bo «BTOpOM
aBaHrapae» noyTu He ObI1I0 EBPENCKUX TEM, XOTA YNUCIO
XYOOXXHUKOB-E€BPEEB B 3TY 3MNOXY TOYHO HE YMEHbLUN-
nocb. Jewish experience «BTOpOro aBaHrapga» — 3TO
owyueHne ceoboapl, NonbiTka ocBo6oXaeHMA. B ogHoM
13 NHTepBbIo Ipuk bynatos untmpyet Becesonona He-
KpacoBa, Ha3BaBLUEero MOMEHT CTaHOBJ/IEHUA «BTOPOro
aBaHrapfa» «3rnoxom Bo3paXkeHuii». OH onucbIBaeT ero
Kak MOMEHT, Korga «BCe CTaBWUI0Cb No4 COMHEeHue»
N «KpPUTEPUI BbiN TONBKO OANH: YTOObI ObINI0 HE MOXOXE
Ha TO, YTO genaetcA omuUnanbHO»'.

Kak n npegcraBntenn «BTOPON BOJSIHbI» aBaH-
rapaa, XyaoXXHMUKN MOCKOBCKOIO KOHUenTyanmama
M cou-apTa C BOCXULLEHNEM OTHOCUNCH K «NepBOMY
aBaHrapgy», yTypuctam 1 063puyTam, He cUnTan ux,
O[IHaKO, CBOUM IMaBHbIM UCTOYHMKOM. VX BepTUKasb
XYLOOXXECTBEHHOro pas3suTmA 06ycnoBneHa pyccKowu,
TOYHee, COBETCKOWM KynbTypon. Tak, no cnosam Unbun
KabakoBa, Bce, 4TO OH Aenaer, Af1A Hero He BAXETCA
C KaKUM-TO «0COObIM AOMNONHUTENBbHBIM €BPENCKNM
KOMMOHEHTOM»®. OH Ha3bIBaeT 3TO «HOPMaJIbHbIM YyB-
CTBOM COBETCKOrO cyllecTBa». B TOT nepmoa XyaoxxHu-
Kn-eBpen ctannm KOMMeHTaTopamu peasnbHOCTU, B KO-
TOpOM nx jewish experience NpoABNAACA Kak pesynbraT
accuMmnAUnmM Unu, Bolpaxkaacb Metadopmyecku, bbin
BETPOM M3 OKHa NPOLLIOro.

artists and photographers to architects and graphic
designers — now claim the latter as a pioneering
forefather. Lazar Markovich Lissitzky, a champion
of the national theme and an active member of the
Kultur-Lige, transformed himself into El Lissitzky,®
and like others who followed in the footsteps of Ka-
zimir Malevich threw himself into the study of prim-
itivism, cubism and other contemporary art move-
ments. A slew of outstanding Jewish artists lurched
from one style of expressing the Jewish experience
to another, from figurative and narrative art to new
systems. Without a doubt, the process of “denation-
alization” in art had begun.

This irreversible process proved to be per-
haps the single most important artistic shift for Jew-
ish artists. But even though their art became “in-
ternational” once and for all, their Jewish “accents”
remained.® “Second avant-garde” artists rarely if
ever explored Jewish themes in their work, yet they
were still disproportionately Jewish. The Jewish
experience during the second avant-garde era was
a sense of freedom, a stab at liberation. In one in-
terview, Erik Bulatov, quoting Vsevolod Nekrasov,
called the period “an era of opposition” in which
“everything was questioned” and “the only rule was:
don’t do anything that looks like official art.””

Like their second-wave predecessors, Mos-
cow conceptualists and Sots Artists were enthralled
by the first avant-garde — futurists, OBERIU,
etc. — but they didn’t consider the movement a
major source of inspiration. Instead, their art was
shaped by Russian, or more precisely Soviet, cul-
ture. llya Kabakov has said that his work doesn'’t
contain a “special, added Jewish component.” He
says it expresses the “typical sentiments of a Sovi-
et creature.” During this time, Jewish artists began
to comment on reality, in which their Jewish experi-
ence was a result of assimilation or, metaphorically
speaking, a blast from the past.

Jews’ contribution to the Russian avant-gar-
de is a relatively new field of study. And yet, read-
ers of this catalog will appreciate the wealth of
information and discoveries that recent scholarship
has already yielded. We've also decided to include
in this catalog recollections from artists, poets and
philosophers — first-hand accounts of the second
avant-garde. Their opinions and uncertainties about
the role of Jews in the Russian avant-garde help
illuminate an era that for so many years was off-lim-
its to formal study due to historical traumas and nu-
merous prejudices. “Contemporaries of the Future”
shines a spotlight on the mechanisms that shaped
the history of Jewish art in Russia. We hope that it
will stimulate further research into the avant-garde,
Jewish art, and/or the Jewish experience.
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WccneposaHne Bknana eBpees B UCKYCCTBO
aBaHrappa B Poccuun — OTHOCUMTENbHO HOBaA OTpacib
nckyccTeoBeneHuA. U Bce xxe B 3Ton 06nacTu yxxe
chenaHo Hemaso OTKPbITUA N HAKOMNMEHO Hemano gak-
TOB, YTO CMOTYT OLEHUTb YNTaTeNn 3TOro Karasnora.
Hapagy ¢ aTuM B Ka4yecTBe OOMNOSHEHUA Mbl peLlnmv
HaneyaTaTb B KaTasiore u cBO60OAHbIE pa3MbiLLIeHNA
XYOOXHUKOB, NO3TOB U (hn10CcodoB, COBPEMEHHUNKOB
«BTOPOro aBaHrapga», NOCBALLEHHbIE TOM XKe TEMe.

NX MHEeHWA 1 cCOMHEeHMA Mo NOBOAY POSIN EBPEEB B pPYyC-
CKOM aBaHrapaHoM UCKYCCTBe ABNAOTCA CBOeOobpas-
HbIM JOKYMEHTOM 3MNO0XM, Koraa 06beKTUBHOE U3yYeHNne
3TOWN TeMbl Ha Jonrmne rogbl 66110 3a610KMPOBAHO
NCTOPUYECKOWN TPaBMOWN U MHOXECTBEHHbLIMUY Npeapac-
cyokamu. «CoBpeMeHHUKM Byayulero» — 3TO BbICTaBKa,
HarnAQHO AEMOHCTpUpYyoLWan 3aKkOHOMEpPHOCTH, CBA-
3aHHbI€ C UICKYCCTBOM €BPENCKNX XyA0XHMKOB B Poc-
cumn. Mbl Hapgeemca, YTO OHa CTUMYNNPYET falibHenwmne
nccnenoBaHnA U aBaHrapaHblX TeYEHU, N heHOMeHa
eBpenckoro nckycctaea u/mnu jewish experience.«Co-
BPeMeHHNKN 6yayuiero» — 370 BbICTaBKa, HarnAgHo
OEeMOHCTpUpYoLWanA 3aKOHOMEPHOCTN, CBA3AHHbLIE C
NCKYCCTBOM €BPENCKMX XYO0XHUKOB B Poccuun. Mol Ha-
JeemcA, YTO OHa CTUMYNUPYEeT UccnegoBaHnA 1 aBaH-
rapaHbiX TEeYEHUIN, N (heHOMeHa eBPENCKOro NCKyccTea
n/vnun jewish experience.
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I'mitens (I'puropuii)
Ka3oBckuu

Mys3eit Hcropun Espees B Poccun, Mocksa;
EBpeiickuii My3eit 1 IEHTp ToJIepaHTHOCTH, MoCKBa

«/la 3mpaBcTBYET
HAIMOHAJBHOCTDb!»
XyI10KHUKH-EBpPen

B PYCCKOM aBaHrapje

B dpespane 1914 ropa BeHegukT JluBwuu, ApTyp Jlypbe
n leoprui Akynos ony6nvkosanu MmaHugecT «Mbl 1 3a-
nag», B KOTOPOM OHU AEeKapupoBasiv OCHOBHbIE NPUH-
LMNbl HAUWMOHAaIbHOM CamMOBbITHOCTU PYCCKOrO aBaHrap-
0a B CpaBHEHUN C COBPEMEHHbLIM 3anafHblM UCKYCCTBOM.
B maHucbecTe Hawnm cBoe BbipaXKeHne BaXkHble A
poccuiickoro yTypmnama npeacrtasneHma 06 opmeHTanb-
HbIX OCHOBaX PYCCKOM Ky/bTypbl; rNaBHbIMN OCOOEHHO-
cTAMn Poccum npoBo3rnawanncb «KOCMUYHOCTb» U YHU-
BepCanbHOCTb, ONpeaensaowme ee NpUHanIeXHOCTb
K BOCTOKY 1 NpoTMBONOCTaBNEHHbIE PaALMOHANLHOCTH
n «TepputopuanbHocTn» 3anaga’. N3 Tpex aBTopoBs
MaHunecTa ToNbKO OAMH Obl HE eBpet — apMAHWH
AkynoB. JTOT (hakT MOXET CNY>XXUTb CBUOETENLCTBOM
WHTepHaUMOHaNbLHOro XapakTepa pycCcKoro aBaHrapaa,
a Tak>Xe aKTUBHOrO y4acTuA B HEM eBpeeB2.

MepBble npoeccnoHanbHble eBpen-Xya0XKHUKN
3aABUnM 0 cebe Ha PyCCKOM XyLOXKECTBEHHOW CLieHe
B Hayarne BTOpoi nonoBuHbl XIX Beka. Nx noABneHve
6b1710 OAHNM N3 CUMMNTOMOB MOAEPHM3ALNN POCCUINCKOrO
€BpencTBa, B Npouecce KOTOPOW ero npeacraBsmtenm
3aHMMasnn He TONbKO HOBbIE AN1A HUX NO3ULUN B 9KOHO-
MUKE 1 coumnanbHOM CTPYKTYpPE, HO N MHTErpnpoBanunuch
B pasnunyHble 061acTn POCCUINCKON KYNbTYpbl N UCKYC-
ctBa. Ecnn B TO BpemA OHU 6bin NpeacTaBfieHbl B 3TOM
cthepe nuwb oamMHoYKamun, T yxxe nepep Nepsor Mypo-
BOW BOVHOW YNCNO €BPEEB B PYCCKON XYyA0XXECTBEHHOMN
YKN3HWN 3HAYUTESIBHO BO3POCIO. VX MOXXHO 6b110 HANTKH
BO BCEX, CaMblX Pa3HbIX XyA0XXECTBEHHbIX rPynnupoBKax
N TeYEHMAX PYCCKOro NCKYCCTBA, B KOTOPbLIX OHU 4YacTo
urpanu 3ameTHyto ponb®. 3TO, B YACTHOCTU, O3HAYaET,
YTO Y HUX He BObIfI0 HXN eQUHON 3CTETUYECKONM Nporpam-
Mbl, HW OBLLEN ANnA BCeX HauMOHanbHO-KYNbTYPHOM No-
3numn. Hanpumep, Ncaak JlesutaH (1860—1900) n Jles
BbakcT (1866—1924) npakTM4eCKN NOMHOCTbIO ANCTaHLN-
poBanncb OT EBPENCTBA, OPraHNYHO MHTErpMpoBasInChL
B PYCCKYIO KYbTYPY U MAEHTUHULMPOBANUCH C PYCCKUM
NCKYCCTBOM. B €ro uctopmm oHm 3aHMMaroT MpoYHble
N BUOHbIe MecTa: JleBUTaH — Kak OgviH U3 KpynHemwmnx
PYCCKMX NEN3XKNCTOB, KaK «MeBeL, PyCCKON Npupoabl»*,
a bakcT — Kak oanH 13 pedopmMaTopOB PYCCKOM CLEHO-
rpacun, Kak XyaoXXHUK «PyccKnx ce3oHOB», B HEManom
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Hillel (Gregory)
Kazovsky oLy

Museum of Jewish History in Russia, Moscow; Jewish Museum and Tolerance
Center, Moscow

“Long Live
Nationality!” Jewish
Artists in the Russian
Avant-Garde

In February 1914, Benedikt Livshits, Arthur Lourié
and Georgy Yakulov published the manifesto “We
and the West,” in which they declared the fun-
damental principles that distinguished Russian
avant-garde art from contemporary Western art.
The manifesto reflected Russian futurist ideas
about the oriental origins of Russian culture: Rus-
sia’s special characteristics, in the authors’ view,
were “cosmic elements” and universality, which
placed it firmly in the East and in opposition to the
rationalism and “territorialism” of the West.! Of
the manifesto’s three authors, only one was not
Jewish (Yakulov was Armenian). This can be seen
as evidence of both the Russian avant-garde’s in-
ternational character and the active role that Jews
played in it.2

The first professional Jewish artists on the
Russian art scene made a name for themselves
during the second half of the 19th century. Their
appearance was a sign of Russian Jewry’s mod-
ernization, a process whose beneficiaries not only
secured new positions in society and the economy,
but also integrated into various spheres of Russian
culture and art. At first they were few, but by the
start of World War |, the number of Jews in Russian
artistic life had grown significantly. They could be
found in a wide variety of Russian art groups and
movements, often playing prominent roles.® This
suggests among other things that they had neither
a single aesthetic program nor a common nation-
al-cultural position. Isaac Levitan (1860—1900)
and Léon Bakst (1866—1924), for example, almost
completely distanced themselves from Jewry,
seamlessly integrating into Russian culture and
identifying with Russian art. Their places in history
are distinguished and secure: Levitan as one of the
greatest Russian landscape painters, the “chanter
of the Russian countryside;™ Bakst as an artist who
reformed Russian scenography, created “Russian
Seasons,” and contributed in small part to the Rus-
sian ballet’s rise to world fame. Even such artists as
Leonid Pasternak (1862—1945) and Boris Anisfeld

CTeneHu cnocobCcTBOBaBLUNIA MUPOBOW CnaBe pPyCCKOro
6aneta. Takne xyoo>KHUKU, Kak JleoHmp MNactepHak
(1862—1945) n bopuc Annctenng (1878-1973), xoTa

M COXPaHANN CBA3U C €BPENCKON Cpeaon, npexae Bcero
BUAEenu cebA pycCKMMM XyA0XKHUKAMKU, U CO3HaHWE Npu-
HaO1eXHOCTU K «BbICOKON» PYCCKOWN KYyNbType U UCKYC-
CTBY NPeACTaBnAnoChk UM 60/1ee BaXKHbIM, YEM NX EBPEN-
CKaA WOEHTUYHOCTb.

B oTnunume OT HMX HauMOHaNbHOE CamOOLLyLLIEHNE
Y MHOIMMX XyO0XXHUKOB-EBPEEB, NpULeawnx B UCKYCCTBO
B Hadane XX Beka, B 3rnoxy pasBUTUA pasinyHbIX hopm
€BPEenCKOro HaLuMoHanbHoOro BUXEeHUA 1 ConyTCTBOBAaB-
LIero emy pacuseTta eBpenckon KynbTypbl, IUTEpaTypbI,
TeaTpa, 6bIs10 3HAYNTENBHO ApYe U rnybyXke BNWANO Ha
XapakTep ux TeopyecTBa. YpoxkeHew, Poccurickon nmne-
pun Jleo Kerur (1889—1970), XyOOXHUK, KPUTUK U BUA-
Hbl KYNbTYPHbIN AeATenNb, B CBOMX Memyapax 06 3TOM
BPEMEHU NUCas: «...Mbl XOTENW NoKasaTb MUPY HaLIK
HOBblE EBPENCKME MOTUBbI U POPMbI <...> CUOHUCTCKME
KOHrpeccsl, “byHA”, Benukne eBperckme Knaccuku eLle
66111 XUBbI... [0ABUNOCL NOKONEHMNE EBPENCKUX XY-
OOXHUKOB, KOTOPbIM Y>Ke& HE HY>XHO Bblfio 6exaTb U3
“reTTo”, OT EBPENCKON XXMN3HU, YTOOLI CTaTb XXMBONMCLa-
MW U CKYNbATOPaMM <...>, OPraHN4yHO CBA3AHHbIX C 06-
HOBNEHHbIM EBPENCKUM CMOBOM, 3HaBLKMX MNepeua, LLlo-
nom-Anenxema, MeHgene Mownxep-Cdopuma <...> 910
6b1/10 BpemA, Korga Monoable eBperickme >XMBonucLbl,

B 60NbLUNHCTBE CBOEM — M3 “4epTbl 0OCEOOCTN”, neps-
HOBEHHO MeuYTasnu 0 eBpencKon opme, 0 BUTpaXkax ana
HOBbIX EBPENCKUX CUHAror <...>»°,

CTpemneHne BbIpasnTb HOBOE HaUWOHasIbHOe
CaMOCO3HaHVe B Xy40XKECTBEHHbIX (hOpMax, CO3BYYHbIX
COBPEMEHHOCTN, MPMOBPENO A1A HNX BaXXHOE 3HAYEHME.
OanH 13 cambix APKUX NpeacTaBUTeNIen 3Ton reHepa-
unun, Hatan AnbTMmaH, BbICTYNaA Ha NepBbIX 3acenaHnAx
EBpeickoro obuectsa NooLWpeHNAa XyaoXecTs (HOAOPb
1915 ropa, AHBapb 1916 roga), 3aaBmn 0 Heobxoam-
MOCTU «06peTeHnA hopmasibHbIX CPEACTB BbipaXeHunA
HaLMOHasNbHOro», a TakXXe «BbiCKasas MbIC/b, YTO AENO0
He B XyOOXHUKax-eBpeax, a B TOM, paboTaloT N1 OHK
B HaUMOHaNbHOM AyXe, CO30at0T S OHU HaLUMOHasbHbIE
LEHHOCTUN»S.

MCTOYHMK HOBLIX «(hopMasibHbIX CpencTs» MO-
nogble Xyao>KHNKN-eBpen HawM B MOAEPHUCTCKUX
XYA0XECTBEHHbIX TEYEHMAX, C KOTOPbIMU HEKOTOpPbIE
M3 HUX 3HAKOMW/IUCb B FNaBHOM LIEHTPEe HOBOro UC-
KyccTBa Toro BpemeHu, B lNMapumxe. B nepBoe necAtu-
netue XX Beka 3aMeTHYI0 YacTb MHTEpPHaUMOHaIbHOM
XYA0XXECTBEHHON 60rembl, KBapTUPOBAaBLLEN B 3Ha-
MeHUTOM «Jla Pow» («Ynbe»), cocTaBnANM Xyaox-
HUKUK-eBpeun n3 Poccumn, B ux ymcne HataH AnbTman,
Oasuga WTepenbepr, Mapk Waran n Mocug Yarikos.
Tam B 1911 rogy noAsBunack nepeanA eBperickaa moaep-
HucTckana rpynna «Maxmagum», a Yankos 6b11 OgHUM
13 ee opraHM3aTopos.

(1878-1973), though they maintained their connec-
tions to the Jewish milieu, saw themselves first and
foremost as Russian artists; a sense of belonging to
Russian “high” culture and art seemed more impor-
tant to them than their Jewish identity.

By contrast, national self-awareness had
a much deeper and more conspicuous influence on
many Jewish artists who came of age in the early
20th century, an era that saw the rise of Jewish na-
tional movements and a flowering of Jewish culture,
literature and theater. Leo Koenig (1889-1970), an
artist, critic and prominent cultural figure born in
the Russian Empire, wrote about the period in his
memoirs: “ ...We wanted to show the world our new
Jewish motifs and forms. <...> Zionist congress-
es, the “Bund,” the Jewish greats were still alive.

... There appeared a generation of Jewish artists
who didn’t have to flee the “ghetto,” Jewish life to
become painters and sculptors <...>, [who] had a
natural connection to the revitalized Jewish word,
who knew Peretz, Sholem Aleichem, Mendele Mo-
cher Sforim. <...> It was a time when young Jewish
painters, many from the Pale of Settlement, boldly
dreamed of a Jewish form, of stained-glass win-
dows for new Jewish synagogues <...>.”

Expressing this new national self-conscious-
ness in contemporary artistic forms became very
important to them. At the first meetings of the
Jewish Society for the Encouragement of the Arts
(November 1915, January 1916), Nathan Altman,
one of the most outstanding members of this gen-
eration, spoke of the need to “acquire the formal
means of national expression” and “suggested that
what’s important is not whether there are Jewish
artists, but whether they work in a national spirit
and create national values.”

Young Jewish artists found these “formal
means” in the modern art movements that several
had encountered in Paris, then the center of new
art. In the first decade of the 20th century, a large
number of artistic bohemians living in the famous
“La Ruche” (“The Beehive”) were Jewish artists
from Russia, including Nathan Altman, David
Shterenberg, Marc Chagall and Joseph Chaikov.

It was here that the first Jewish modernist group,
“Makhmadim,” was co-founded by Chaikov in 1911.
Meanwhile, in Kiev, young Jewish art-

ists Nisson Shifrin (1892—-1961), Boris Aronson
(1900—-1980) and Isaak Rabinovich (1894—1961)
were studying under Oleksandr Murashko
(1875—1919). Murashko had participated in the
exhibitions of the Munich Secession, lived in Paris
for several years and been among the first impres-
sionists in Ukraine. He introduced his pupils to

the latest trends in European art, and his studio,
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B TO >Xe BpemMA monoaple XynoXHUKU-espen B Ku-
ese — Hwuccon LWndpun (1892—-1961), Bopmnc ApoHCoH
(1900-1980) n Ncaak PabuHoBuy (1894—-1961) — 3a-
HMManMcb B YacTHoOM cTyamm AnekcaHgpa Mypaluko
(1875-1919). OH yyacTBOBas B BbICTaBKax MHOHXEHCKOro
CeueccuroHa, NpoXun Heckonbko net B [Napuxe n 6bin
OZHVM 13 NepPBbIX UMMPECCUOHNCTOB Ha YkpanHe. CBomx
y4yeHuKoB Mypaluko 3HakOMWA C COBPEMEHHbIMU TeYEHU-
AMKW €BPONENCcKoro UCKyccTBa, 1 ero cTyauma, atmocgepa
B KOTOpPOW 6blnia cBo60gHA OT aKkaAeMUyeckom pyTUHBI,
npyvBnekana apTUCTUYECKYH MOMOAEXb, HAXOAMBLUYIO
B HEl OAVH U3 04aroB MOAEPHUCTCKON KynbTypbl’. LLnd-
pvH n PabrnHosny ycTaHoBUNKM TakXe CBA3b C bonee
paguKanbHON XyA0XXeCTBEHHOW Cpeaon N y4acTBOBaNu
B aBaHrapgucTckmx akumax. OHM nomoranu B opopM-
NeHun BbICTYNNeHuA yTypucToB B Kuese — Bnagu-
mumpa MaakoBckoro, Bacunua KameHckoro un [laBnga
Bypnioka, cocToaBwerocA B AHBape 1914 roga B TeaTpe
«llaTto ne ®nep»8. Yepes mecay, LLndpuH n PabuHosmy,
a Takxxe Cappa LWop npuHANnM y4acTue B rpynnoBon Bbl-
ctaBke «Konbuo», opraHn3oBaHHOMW OAHMMU U3 NNOEPOB
pycckoro aBaHrapgaa AnekcaHapon OkcTep n AnekcaH-
npom boromasoBbiM, XXUBLIMMKU B TO BpemA B Knese.
Y4yacTHMKU BbICTABKM paccMaTpuBasnv ee Kak «nepBbli
CaMOCTOATESbHbIV ronoc B 3awmty Hosoro Vickycctea»
W CTaBUMM CBOEN 3afayent «0CBOBOXAEHMNE XMBOMUCHBIX
3/1IEMEHTOB OT CKOBbIBaOLLMX LIABI0HOB»®.

Asbik «Hosoro NckycctBa» npeBpaliaeTca
B MHCTPYMEHT BbIPaXXEHUA «HaLMOHANIbLHOI0»: 3TO
BU3yanusauma eBpencKnx BepbanbHbIX KOHCTPYK-

LU 1 MUCTUYECKMX NpeacTaBneHni, kak y Warana',
WM NPOMN3BEAEHNN HA «EBPENCKYIO TEMY>» (CIOXXETOB
n3 bubnuu, Tanmyna n onMcaHnin pasnyHbIX ANU30-
OOB €BPENCcKOn NCTOPUU U TPAANLMOHHOIO 6bITa), Kak
Yy HEKOTOPbIX APYrvUX XyA0XHUKOB. (B 3TOM KOHTEKCTE
ponb «HoBoro Vickycctea» npegcTaBnAnachk HAaCTONbKO
3HaumMTenbHon, 4to PobepTta dDanbka, ganekoro oT Ha-
LUMOHanbHbIX MOTUBOB, EBPENCcKan KpUTnKa npuymncnana
K «HauuoHanibHOMY narepto» TOSIbKO Ha OCHOBaHUM ero
NPUHAANEXHOCTU K MOOEPHUCTCKON rpynnupoBke'.)
Mpn 3TOM, BONNOLLAA HALMOHAMBHYO TEMATUKY B CBOMUX
Npov3BeAEHNAX CPeaCTBaMU COBPEMEHHbIX TeYEHUI B
NCKYCCTBE, OHU CTPEMUINCE 0CBOBOANTLCA OT UCTOPUS-
Ma N CEHTUMEHTasIbHOW 6bITOBON NOBECTBOBATENIbHOCTM,
XapakTepHbIX A1A Npou3BeaeHNI NpeabiayLLero noko-
NEHNA eBPENCKUX XYA0XKHUKOB'2, MpuaaTh 3TOM Teme
3CTETMYECKYIO MHTEpPNpeTaumio U NPEBPATUTL €€ B afe-
MEHT HOBOW XyO0XXeCTBEeHHOM cnuctemsl. MogepHusauua
Xy[0OXXECTBEHHOMO A3blKa A/1A BbIPaXXEHNA EBPENCKMX
MOTWBOB AMKTOBasacb HOBbIM HaLMOHaIbHbIM MUPOBO3-
3pEHMEM XY0XXHUKOB, B KOTOPOM CONMXanmcb 1 paxe
OTOXOECTBNANNCL KAaTeropun «MogepHUCTCKOro» («co-
BPEMEHHOr0») N «HaLMOHaNbHOro»'4. He cny4anHo nos-
TOMY, YTO ANA XyOOXXHMKOB-eBpeeB B Poccum 0Co6eHHO
npvBneKaTebHbIM OKa3ancA MMEHHO PYCCKUIA aBaH-
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unfettered by academic regimes, attracted artistic
young people and became a thriving center of mod-
ernist culture.” Shifrin and Rabinovich also made
contact with more radical artists and participated in
avant-garde actions. They helped organize perfor-
mances by the futurists Vladimir Mayakovsky, Vasi-
ly Kamensky and David Burliuk at Kiev’s Chateau
de Fleur theater in January 1914.8 A month later,
Shifrin and Rabinovich, along with Sarah Shor,
took part in the exhibition “Koltso” (“The Ring”)
organized by Aleksandra Ekster and Alexander Bo-
gomazov, leaders of the Russian avant-garde who
were living in Kiev at the time. Participants saw the
exhibition as “the first independent voice in defense
of the New Art” and “aspired to liberate the painterly
elements from the shackles of traditional painting.™

The language of the “New Art” became an
instrument for “national” expression: visualiza-
tions of Jewish verbal constructions and mystical
ideas, as with Chagall,'® or in works on “Jewish
themes” (stories from the Bible and the Talmud,
or depictions of episodes from Jewish history and
traditional life), as with several other artists. (In this
context, the role of the “New Art” was seen as so
important that Robert Falk, who did not embrace
national motifs, was included in the “national camp”
by Jewish critics simply because he belonged to
a modernist group.') By exploring national topics
with the tools of contemporary art, young Jewish
artists hoped to break free from the historicism and
sentimental portrayals of everyday life associat-
ed with a previous generation of Jewish artists'?
and reinterpret these subjects to create a new
artistic system. A modernized artistic language for
expressing Jewish motifs was predicated on the
artists’ new national worldview, which collapsed
and even eradicated the differences between the
“modern” (“contemporary”) and the “national.”*® It’s
not surprising that many Jewish artists in Russia
were especially drawn to the Russian avant-garde,
whose leaders stressed the movement’s national
and “Eastern” nature. “Long live the beautiful East!
We’re joining forces with contemporary Eastern art-
ists for collaborative work. Long live nationality! ...
We’re against the West, which vulgarizes our forms
and Eastern forms, and smoothes everything out,”
declared the rayonists and futurists, led by Mikhail
Larionov and Natalya Goncharova, in their 1913
manifesto.™ Livshits himself admitted that the au-
thors of “We and the West” were “drawn to a racial
theory of art.”

The idea, traditional in Russian culture, of a
confrontation between the West and the East occu-
pied an important place in the Russian futurist pro-
gram. Futurists sought Eastern, “Asiatic” traits'® in

rapn, MHorve NuMaepbl KOTOPOro nogvYepkueann ero Ha-
LIMOHanbHbIN N «BOCTOYHbIN» XapakTep. «[la 3apascTBy-
€T npekpacHbIn BocTok! Mbl 06beamHAeMcA ¢ coBpe-
MEHHbIMW BOCTOYHbBIMU XY OOXHUKAMW O1A COBMECTHOW
paboTbl. [la 3apaBcTBYEeT HaUMOHaNLHOCTL!.. Mbl NpoTMB
3anapga, onownaAwWwero Hawm N BOCTOYHbIE DOPMbI

1 BCe HMBenupyoowero», — nposoarnacunv s 1913 rogy
B CBOEM MaHuecTe «NydncTbl 1 6yAyLLHUKN» BO rnase
¢ Muxannom JlaproHoBbiM 1 HaTtanuein oH4aposon'™.
Cawm Jlnpwny npmsHasasnca, 4To OH U ero coaBTopbl Ma-
HudpecTa «Mbl U 3anag» «TAroTenn K pacoBon Teopumn
nckyccTea» .

TpaouumnoHHaa anAa pyccKom KynbTypbl naen
npoTueocToAHNA 3anafa u BocToka 3aHnmana BaxHoe
MECTO B nporpamme pycckoro cytypmama. B pycckom
HapOAHOM UCKYCCTBE, KOTOpOoe 6bI0 OA4HMM U3 rnas-
HbIX NICTOYHNKOB TBOPYECTBA «OyaAeTNAH», OHN nckanm
BOCTOYHbIE, «a3naTtckue» 4epThbl'®. IHTepec K BocToKy
Ob11 XapakKTepeH O1A eBPONenCcKoro MCKyccTea Toro
BPEMEHW, OOHAKO «a3NNCTBO» PYCCKMX PYTYPUCTOB
ONKTOBaNoCh UX CTPEMIEHNEM YTBEPOUTL PYCCKUIA NpU-
OpUTET B aBaHrapAHbIX OTKPbITUAX, 3aABUTbL O CBOEN
CaMOObITHOCTU U NEPBUYHOCTM COBCTBEHHbIX XyA0Xe-
CTBEHHbIX OTKPbLITUIA N NX HE3aBMCUMOCTU OT COBpe-
MEHHOro nckycctaa 3anagHon Esponbl. [1ogo6HO 3TOMY
npobnemMa HaumoHanbHOro cBoeobpasnAa BO3HMKana
M Y XyOOXHUKOB-EBPEEB, N OOHOWN N3 BO3MOXHOCTEN
ee pelleHna TakXe npeacTaBnAnock obpalleHme K ap-
Xan4eckom opueHTanbHon Tpaguumm. OulyuieHue re-
HEeTMYECKOM CBA3M C BOCTOKOM y XyO0>XXHUKOB-€BPEEB
6b110 OTHACTU NHCIIMPUPOBAHO (DYTYPUCTCKUM «a3Ui-
CTBOM>», OAHAKO UX OPUEHTAasNIM3M, XOTA N CBA3AHHbIN

9ap JIucnukuii. O0/10:KKa M3MaAHUHI
OowmecrBa EBpeiickoii my3biku. M.: 1919
El Lissitzky. Cover of Jewish Music Soci-
ety publications. Moscow: 1919

Russian folk art, once a major source of inspiration
for the “budetliane” (the self-designation of the Rus-
sian futurists). Interest in the East was widespread
among European artists of the era, but the Russian
futurists’ “Asianism” was motivated by a desire to
assert the supremacy of the Russian avant-gar-

de and its independence from Western Europe.

A similar problem of national identity arose among
Jewish artists, and here, too, some looked to an-
cient, oriental traditions for a solution. Their claim
to a genetic link to the East was partly inspired by
the futurists’ “Asianism,” but while the orientalism
of the Jews was related to Russian and interna-
tional orientalism, it also had its own peculiarities
and rested on a theory, widespread around the turn
of the 20th century, about the genesis and nature
of the Jewish people. This theory held that since
Jews are an Eastern people of Semitic origin, they
are the descendents of the great civilizations of

the Near East, and therefore contemporary Jewish
art should be based on the artistic traditions of the
ancient Semitic peoples of Mesopotamia (Assyria,
Babylonia) and of Egypt. Examples of appeals

to this tradition can be found in book graphics by
Lissitzky during his Moscow period of 1917-1918.
Thus, his colophon for “Sikhes Khulin” (“Legend

of Prague” by Moshe Broderson, 1917), mentions
that the artist’s goal was to combine his style of
illustration with the “Assyrian style of writing.” On
the covers of publications of the Jewish Music So-
ciety, also illustrated by Lissitzky, images of Jews
blowing a shofar and the ornamental motifs framing
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C PYCCKUMU U UHTEPHALMOHANBbHBIMU TEHOEHUMAMN,
nmen cBon 0COB6EHHOCTU U onupasncA Ha OgHy 13 pac-
NPoCTpaHeHHbIX B KOHUe XIX — Havane XX Beka Teopuii
0 reHesuce 1 xapakTepe eBpeiickoro Hapoga. CornacHo
3TOWN TEOpUN, EBPEN KaK BOCTOYHbIA HApOod, CEMUTCKO-
ro NPOVCXOXAEHUA ABNAOTCA HACNegHUKaMN BESTUKUX
umsunuaaumnii bamxHero BocTtoka, 1 NOTOMY 32 OCHOBY
COBPEMEHHOro eBpEeNCKOro NCKyccTBa cnegyeT NPUHATL
XYOOXECTBEHHYHO TPAAMLNIO OPEBHUX CEMUTCKUX Ha-
poooe Meconotamuu (Accvpun, BaBunoHuu), a Takxe
ErunTa. MprmMepbl o6palleHna K 3TOM TpaanLmm MOXKHO
06HApY>XUTb B KHUXHOW rpaduke JIncnukoro ero Mo-
ckoBckoro nepmoga 1917—-1918 rogos. Tak, B KoNodoHe
ohopmneHHon um Sikhes Khulin («IMpaxckana nerenpa»
Monwe Bpoaep3oHa, 1917) 6b1n10 ykasaHo, 4To 3ajada
Xy[OXHUKa COCTOAMA B COMETaHUU CTUNA MNocTpaumm
C «aCCUPUNCKUM CTUEM NUCbMa». B cepuiiHon 0610XKe
ona nspadmn ObLecTBa eBPENCKON My3blKN, PUCYHOK
O1A KOTOPOM Takxe BbINONHUA JTIMCULKMIA, n3obpaxkeHne
eBpeeB, TpyobALwmX B Wwodap, a Tak)ke OpHaMeHTasbHble
MOTWBbI, 06pamMnAoLLmMe CTpaHULy, 3acTaBnAT BCMOM-
HUTb acCUpPUNCKME penbedbl U UMUTUPYIOT pe3bby no
KamHI0. AHaNorMyHble Npuembl UCNonbL3oBan U HataH
AnbTMaH B puUCYHKe AnA 06n0XKn cOopHUKOB «CadpyT»
(MockBa, 1918). B «[MopTpeTe monoporo eepea» («AB-
TonopTpeTe», 1916, locyaapCTBEHHbIN Pycckuin mysen,
CaHkT-lNeTepbypr) cTMNM3auma opeBHEErMneTCKOn
CKYNbNTYpbI (C aKLUEHTUPOBAHNEM CEMUTCKUX YepT U30-
OpaXkaemoro nepcoHaxa) coyeTaeTcA ¢ KybuCcTUYeCKom
TpakToBKOM (hopMbl. B caMoM Ha3BaHUM CKYNbNTypPbI

1 hammnnm aBTopa 3akioyeHa urpa cno., Tak 4To
«CTapblii YeNOBEK — afbTMaH» 0KasblBaeTCcA «MONoObIM
eBpeeM», N306paxkeHne KOTOpPoro npespallaeTca B Ma-
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the page were stylized to imitate Assyrian reliefs
and stone carving. Nathan Altman used a similar
approach for a drawing on the cover of the “Safrut”
collections (Moscow, 1918). In “Portrait of a Young
Jew” (“Self-Portrait,” 1916, State Russian Muse-
um, St. Petersburg) a pastiche of ancient Egyptian
sculpture (the figure’s Semitic features are exag-
gerated) meets a cubist interpretation of form. The
name of the sculpture and the author’s surname
contain a play on words, whereby the “old man —
altman” emerges as the “young Jew,” turning the
figure into a manifesto for a Jewish modernity that
merges hoary antiquity with the immediate present.
Along with the “orientalist” conception was
a different point of view that considered Jews to be
not Near Eastern but European, since Europe was
where they spent much of their history and where
the original Jewish civilization, with its unique forms
of social, religious and cultural life, took shape. It
was claimed, moreover, that the only true custo-
dians of this civilization were Eastern European
Jews, who unlike their modernized, emancipated
Western European counterparts, had preserved
their special national and cultural traits.' The “le-
gitimization of Jewish artistic heritage”® in Eastern
Europe was made possible in part by S. An-sky’s
ethnographic expeditions to the Pale of Settlement
between 1912 and 1914. The large collection that
S. An-sky and his team assembled demonstrated
the richness and artistic value of Jewish folk art.'®
His nephew, Solomon Yudovin, accompanied S.
An-sky on the expeditions, drawing and photo-
graphing Jewish crafts, works of art and syna-

Haraun AasTman. MoJionoii eBpeii (ABTO-
noprper). 1916. I'mnc, measb, 1epeso.
TocynapcrBennniii Pycckuii my3eii,
Cankr-IlerepOypr

© H.U. Ansrman, PAO (MockBa)

Nathan Altman. Young Jew (Self-Por-
trait). 1916. Bronze, co [l))er, wood. State
Russian Museum, Sain etersburg

© N.I. Altman, RAO (Moscow)

HUECT EBPECKON MOAEPHOCTM, COeANHAIOLWEN B cebe
ceayilo OPEBHOCTb U aKTyaslbHY0 COBPEMEHHOCTb.

HapAagy ¢ «OpMeHTannUCcTCKOM» KOHLUEMNUNEN CyLue-
cTBOBana W gpyran To4Ka 3peHuA, KoTopana onnpanacb
Ha NpeacTaBfieHMA O eBpeAx Kak 0 Hapoae He 6rmxHe-
BOCTOYHOM, & €BPONENCKOM, Tak Kak MMeHHO B EBpone
npowna 6onbLas YyacTb UX UCTOPUKM 1 Bbla co3paHa
opurvHanbHaA eBperckan umBnNn3auma ¢ ee ocobbiMum
dhopmamu coumanbHON, PENUIMO3HON N KYNbTYPHON XUN3-
HW. YTBEp>XX[anochb TakxXe, YTo NOASMHHBLIM XpaHuTenem
35TOW UMBUN3aALUN ABNAETCA TONIbKO BOCTOYHOEBPO-
nenckoe eBpercTBO, COXPaHMBLLEE CBOW HaLMOHasbHbIE
N KyNbTYPHbIE 0COBEHHOCTU, B OT/IMYME OT YyTPaTMBLLMX
3TN 0COBEHHOCTN MOAEPHU3NPOBAHHBIX 1 AMAHCUNNPO-
BaHHbIX eBpeeB 3anagHon Eeponbl'’. «Jlerutumaumna
€BPENCKOro Xyoo>XeCTBEHHOro HacneanaA» '8 BOCTOYHO-
€BPOMNenNCcKoro perMoHa npomsoLuia Takxe bnarogapa
opraHnsoBaHHbIM CeMeHOM AH-CKUM 3THOrpadnyecknm
akcneguunam 1912-1914 rogos no «4epTe 0censiocTu»,
cobpasLUnM 60/bLLYI0 KONNEKLNIO EBPENCKOro Hapoa-
HOro NCKYCCTBAa, KOTOopasa NPoaeMOHCTpUpoBana ero
HaCbILLEHHOCTb M XyO0XXECTBEHHYIO LIeHHOCTbL'®. B akcne-
anumAax AH-CKOro conposoxpan ero nnemaHHuk Cono-
MOH HOO0BUH, 3apucoBaBLnii U choTorpacmpoBasLLNii
Npon3BeAEHNA EBPENCKOro XyA0XKECTBEHHOIo pemMecna
M HapOOHOro NUCKYCCTBa, CMHAroru, a Takxe Xxurtenen
MEeCTeYeK 1 CLEHbl TpaouLuMoHHOro bbita. (Mo3aHee
OH yyacTBOBasl B NoAroToBke K nsgaHuio «Anbboma
€BPENCKON XyL0XKECTBEHHON CTapuHbI», B KOTOPOM
npegnonaranocb onybnnmkoBaTh fyylumMe 3KCNoHaThI
COBpaHHON B aKcneamumax Konnekuun.) Jincuukunm u Ve-
caxap-bep Pbibak B 1916 rogy coepmam noesgky no
eBpencknm mecTedkam YkpauHbel u benopyccumn, roe
KonmMpoBanu pocnucu aepeBAHHbIX CUHAror n 3apmco-
BbIBan UX NHTepbepbl, B TOM Yucne cuHarorn XVIl Beka
B Morunese-Ha-[JHenpe, pacnnucaHHOM 3HaMEHUTbIM
macTtepom Xanmmom Ceranom, kotoporo LLaran cuntan
CBOUM NpegkoMm. B eBpeinckom HapogHOM UCKYCCTBE Obin
HanaeH b6oraTtbli pe3epsyap MOTUBOB, CUMBOJIOB U XY-
O0XXECTBEHHbIX NPUEeMOB, KOTOPbIE XYOOXHUKN NCNOSb-
30Ban B COGCTBEHHbLIX OPUTMHANBHBIX MPOU3BEAEHMUAX.
Tak, AnbTmaH, B 1913 rogy cKonuMpoBaBLLWIA CTAPUHHbIE
eBpenickne Haarpobma Ha knagbuilax B OKPECTHOCTAX
BWHHMUBI, HA UX OCHOBE BbINOMHUA rpadNyECKYIO CEPULD
«EBpeickaa rpacuka» (1914); JIMCULKMIA HE TONBKO
CTUNN30Bas NNacTU4ecKme 1 AeKopaTUBHbIE NPUEMbI
€BPENCKOro TpagnuunMoHHOro NCKYCCTBa, HO NO-HOBOMY
VMHTEpNpeTnpoBasn ero pefnMrmo3Hbie MOTMBbLI U CUMBOJIbI
B COOTBETCTBUMU C NOEAMN HOBOWN CBETCKON €BPENCKOM
KynbTypbl.

NHTepec K opeBHEMY 1 HAPOOHOMY UCKYCCTBY
6b111 eCTECTBEHHbIM ANA MOAEPHUCTCKON N aBaHrapoHON
XYLOXXECTBEHHOWN cpenbl, K KOTOPOW NpUHaANeXXanu xy-
OOXHUKN-eBpen. B apxanyeckom n HapogHOM UCKYCCTBE
MOLEPHU3M HAXoOou TOT «MPUMUTUB», C BO3BPALLEHNEM

gogues, as well as local residents and scenes of
traditional life. (He later helped with the prepara-
tion of Album of Jewish Artistic Heritage [“Albom
yevreiskoi khudozhestvennoi stariny” in Russian;
unpublished], which was meant to reproduce the
best items from the collected artifacts). In 1916,
Lissitzky and Issachar Ber Ryback visited Jewish
towns in Ukraine and Belarus, where they copied
wall paintings and sketched the interiors of wooden
synagogues, including the 17th-century synagogue
in Mogilev-on-Dnieper decorated by the great
master Chaim Segal, whom Chagall considered

an ancestor. Jewish folk art revealed a deep reser-
voir of motifs, symbols, and artistic devices, which
artists then used in their own original works. Thus,
Altman, who in 1913 copied reliefs from the old
Jewish tombstones in the cemetery near Vinnytsia,
used the artifacts as the bases for a series of draw-
ings entitled “Jewish graphics” (1914). Lissitzky not
only borrowed plastic and decorative forms from
traditional Jewish art, but also reinterpreted their
religious motifs and symbols in accordance with
conceptions of a new, secular Jewish culture.

Modernist and avant-garde circles that
included Jewish artists took a natural interest in
ancient and folk art, whose “primitivism,” they be-
lieved, would free them from the stereotypes of the
academic school that had supposedly hindered the
development of new art. Jewish “primitivs,” despite
their Eastern European origins, seemed to some
artists to conserve a genetic link to the Jewish
people’s Near Eastern ancestral homeland. For
instance, when Nathan Altman copied carved tomb-
stones at the Jewish cemetery in Shepetovka in the
summer of 1913, he felt “as if the images of those
stones, once created by master folk artists, echoed
Assyrian sculptures, ancient oriental traditions.”?

Immersion in Jewish folk art led some artists
to the revival of ancient traditions as innovation and
to identify with anonymous, folk craftsmen. Chagall,
for instance, wrote: “Jews, if they wish (I certain
do!), may lament the disappearance of those who
decorated local, wooden synagogues (Why aren’t
we lying in the same grave?), and carvers of wood-
en ‘shul-klappers’ [knockers —G. K] (You'll get a
fright when you see them in An-sky’s album!). But
is there a difference between my ... ancestor, who
decorated the Mogilev synagogue, and me, an art-
ist at a Jewish theater (a good theater) in Moscow?
<...>| am confident that when | stop shaving, you
will see his exact portrait.”!

On the title page of “Legend of Prague,”
Lissitzky depicts a painter holding a palette and
paintbrush, and a bearded Jew with a scroll in his
hands. Both figures are allegories of art and liter-
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K KOTOPOMY MO>HO 6bI/10 06pecTn cBoboay OT CTepeo-
TUMNOB akageMN4eCcKOom LKONbI, AKOObI MeLaBLInX pas-
BUTUIO HOBOIO UCKYCCTBa. EBpenckne «npuMnUTmBGI»,
HEeCMOTPA Ha UX BOCTOYHOEBPOMNENCKYIO Nlokannaaumio,
Mo OLLYLLEHNAM YacTu XyO0XXHNKOB, HECNN B cebe reHe-
TUYECKYHO CBA3b C BNMXKHEBOCTOYHOM NPapoOavHON eB-
penckoro Hapopa. Hanpumep, HataHy AnbTmaHy, Korga
OH netom 1913 roga KonupoBasn pesHble HaarpobuA Ha
€BpenckoM Knaaobvule B LLleneTtoBke, «Kasanocb, YTO
06pasbl 3TUX KaMHeW, CO3AaHHbIe HeKorga HapoaHbIMU
mMacTepamu, NepekNnKaTCA ¢ aCCUPUNCKUMIN CKYNbMTY-
pamu, ¢ ApEeBHEN BOCTOYHOW Tpaauumen»=,

Morpy>xeHne B HAPOAHOE EBPENCKOE UCKYCCTBO
Y MHOMMX XyO0XXHUKOB MHOrAa NPUBOOUIO K MHTeprpe-
Taumm HOBaTOPCTBA Kak BO3POXOEHNA OPEBHUX Tpa-
OVLUWIA 1 6bIN0 PaBHO3HAYHO OTOXAECTBIEHUIO C aHO-
HUMHBIMK HapoaHbIMU MacTepamu. LLlaran, Hanpumep,
nucan: «Eepen, ecnu UM 370 No cepauy (MHe-To — gal),
MOryT OnfiakmeaTb, YTO UCHE3N Te, KTO pacnuckian
MeCTEYKOBbIe AepeBAHHbIE CUHAroru (noyemy xe A
He B OQHOWM Morune ¢ Bamu!), U pe3yunkn nepeBAHHbIX
«Lyn-Knannepos» [TpewoTok — . K.] (yBuavwb nx
B c60pHUMKe AH-CKOro — mcnyraetbcal). Ho ectb nn
pasHuua Mexxgy MOUM... NpeaKoM, pacnucasLumm Moru-
JIEBCKYIO CUHArory, 1 MHO, pacnmcasLUNM eBPENCKUA
TeaTp (xopowwnin TeaTp) B Mockee? <...> A yBepeH, 4To,
Korpa A nepectaHy 6puUTbCA, Bbl yBUOMUTE €r0 TOYHbIN
noprTpeTt»2'.

JIncuukuii Ha TUTYNBHOM nncTe «lpaxkckon ne-
reHgbl» n306pasnn XX1MBonucua, gep>xawero nanmTpy
N KNCTK, 1 60POJATOro eBpeA CO CBUTKOM B pyKax.

O6e hurypbl ABNAKOTCA anieropmamMmm UCKyccTea u nm-
TepaTypbl. [Mpy 3TOM XyAOXKHUK NpeacTasnAaeT coboin
aBTonopTpeT Jlncuukoro, a nucel, KOTOpbIA, NPUCTaBMB
najoHb K yXy, CrylwaeT eBpeA CO CBUTKOM M 3anucbiBaeT
€ro cnoBsa, UMeeT NOPTPETHOE CXOACTBO C aBTOPOM Mo-
ambl, Mownwe Bpoaep3oHoM. Mpy 3TOM BCe NepcoHaxu
n3obpaxkeHbl Kak 6narodecTuBblie eBpeun, B TpaaMLMOH-
HOM oaexae — B ANMHHOM XanaTe (kanoTe), B 4ynkKax
Ha XaCWACKU MaHep 1 ¢ KUMNown Ha ronose. Nx o6nnk
COOTBETCTBYET U BCEWN CTUANCTUKE OChOPMNIEHNA KHU-
rv, KoTopas usgaHa B BUAE CBUTKA, HanoMuHaloLero
CpeaHEeBEKOBYIO PYKOMUCh, C TEKCTOM, HanMCaHHbIM MC-
uom-cordepom. Kpome Toro, n cama noama bpogepsoHa
npeacTasnAeT cobom CTUNM3auUmo CpeaHEBEKOBBIX €B-
PENCKNX CKasaHuin, a ee CIOXXeT 3auMCTBOBaH 13 UANLL-
CKOro goonbknopa.

Takoro poga onbIThl 6611 CBA3AHbLI C MOAEAMU
«HOBOW eBpeincKon hopmbl», 0COB0ro «eBpPENCKOro CTu-
NA», KOTOPblE€ 0Ka3annch B LEHTPE XyO0XECTBEHHOMN
nporpaMMbl 1 TBOPYECTBA XYA0XKHUKOB KynbTyp-Jlnrn?,
OTa opraHusauma 6bina cosgaHa oA pa3BuTuA KynbTy-
pbl Ha namw B Havane 1918 roga B Kuese. KyneTyp-Jlura
KOHcONMMaupoBasna npakTU4eCcKn BCEX CKOMbKO-HMOYOb
3aMeTHbIX AeATeNen MANLLCKON KYNbTYpbl, EBPENCKUX
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ature. The artist is a self-portrait of Lissitzky, while
the scribe, who cups his ear, listening to the Jew
with the scroll and writing down his words, bears
a resemblance to the poem’s author, Moshe Bro-
derson. All the characters are depicted as pious
Jews in traditional clothing — a long robe, Hasid-
ic-style stockings, and a kippah. Their appearance
corresponds with that of the book — published in
the form of a scroll, resembling a manuscript from
the Middle Ages — and the text, written by a sofer
(scribe). Moreover, Broderson’s poem itself is a
pastiche of Jewish stories from the Middle Ages,
and its plot is borrowed from Yiddish folklore.

Those kinds of experiences were connected
to the ideas of the “new Jewish form” and a special
“Jewish style” that were at the heart of the Kul-
tur-Lige’s artistic program.2? The organization was
founded in Kiev in early 1918 to promote the devel-
opment of Yiddish culture. The Kultur-Lige brought
together nearly every major Yiddish cultural figure,
Jewish writer, politician, Jewish socialist (anti-Zi-
onist and non-communist) party member and artist
living in Ukraine. As a result, the Kultur-Lige was
able to launch an expansive cultural program; by
the summer of 1918, it had become an important
part of Jewish social and cultural life. Kultur-Lige
branches were opened in nearly 100 towns and vil-
lages in Ukraine, where they administered schools;
opened kindergartens, evening courses for adults
and libraries; and organized drama studios and
music circles. Kultur-Lige leaders and ideologists
declared the organization’s modernist trend, and
saw it as their mission to develop areas of national
culture that required “exploration and experimenta-
tion.”? Moishe Zilberfarb (1876—1934), the organi-
zation’s leader, who had once been the first Jewish
minister in the government of the Ukrainian Central
Rada, emphasized that the Kultur-Lige “is not as-
sociated by accident with those ... who refused
to follow the old paths of artistic realism.”?* The
Kultur-Lige saw its main objective as the formation
of a new national identity, a “new Jew,” that organi-
cally synthesized the “national” and “universal,” the
“Jewish” and the “pan-human.” Such a combination
of traits, Kultur-Lige ideologists believed, would ap-
pear with the arrival a contemporary Jewish culture
based on a union of national and international cul-
tural traditions.?®

Special importance was assigned to national
art. In an early program document, the Kultur-Lige
identified its main spheres of activity: “The Kul-
tur-Lige rests on three pillars: Jewish national edu-
cation, Jewish literature, and Jewish art.”?®

Thus, art became a fundamental, nation-
al-cultural priority on a level with Jewish educa-
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CBHTOK (Merni1a) ¢ pacKpalmeHHbIMH
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M.: Hame uckyccrBo, Shamir, 1917
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nucaTenen, NOSINTUKOB, YNEHOB PasfUYHbIX coumnanu-
CTUYECKMX (AHTUCUOHUCTCKUX U HEKOMMYHUCTUYECKUNX)
€BPEenCcKNX NapTUN U XYyO0XKHUKOB, XUBLLMX TOrga

Ha YkpawuHe. bnarogapa atomy KynbTyp-Jlnra cmorna
pasBepHyTb rPaHOVO3HYIO KYNbTYPHYIO paboTy U y>xe

K nety 1918 roga 3asoesasna Befyllee nonoXeHne B .-
penckon 06LWEeCTBEHHOM U KYNbTYPHOW XW3HU. B aTo
BpemA oTaeneHma KynbTyp-Jlurm 6611m co3naHsl NoYTH
B CTa ropogax u mecteykax YKpauHbl, rae oHn pyko-
BOOWMM LLUKONAMW, OTKPbIIN AETCKMNE cafbl, Be4epHue
KypcCbl 0nA B3pOCbIX 1 BU6NNOTEKU, OpraHn3oBann
JpamaTtnyeckme CTyamm N My3blkasbHble KPY>XKW. Pyko-
BoguTenu n ngeonorun Kynetyp-Jlvrn geknapvposanmu
€€ MOOEPHNCTCKYH HanpaBneHHOCTb 1 BUOEN CBOKO
OCHOBHYIO 3aga4y B pa3BuUTum Tex obnacrer HaumoHasb-
HOW KYNbTYpPbl, B KOTOPbIX HEOOXOANMbI «MOUCK N 3KC-
nepumeHT». BosrnaenAswui opraHmsauuio Monwe
3unbbepcapbd (1876—1934), bbiBLLUMIN HEKOTOPOE BpeMA
nepBbIM €BPENCKMM MUHUCTPOM B NPaBuUTENbCTBE yKpa-
nHckon LleHTpanbHol Pagpl, nogyepkmnean B 3TOM CBA-
3K, 4to KynbTyp-Jlnra «He cny4amHo cBA3aHa Cc TEMU..,
KTO O0TKasascAa naTu ctapbiMy NyTAMU PeaMcTUYECKOro
TBOpuecTBa»2*. CBO rnaeHyto 3apady KynbTyp-Jlvra
Buaena B oopMmMpoBaHMmM HOBOWM HaLMOHANIbHON JINYHO-
CTW, «HOBOrO €BpeA», OpPraHMyHO co4veTaroero B cebe
«HaUWOHaNIbHOE» U «YHMBEpPCaNbHOE», «€BPEencKoe»

tion, which was a major focus of the Kultur-Lige’s
work. The art section was given a special place

in the group’s organization structure. Work on the
section’s creation began in the spring of 1918 and
was completed in January 1919. In the early days,
every young Jewish artist in Kiev was a member:
Mark Epstein (1899-1949), Issachar Ber Ryback,
Boruch (Boris) Aronson, Nisson Shifrin, Alexander
Tyshler, Isaak Rabinovich, Isaak Rabichev (1894—
1957) and Solomon Nikritin. They were later joined
by Lissitzky, Chaikov, Polina Hentova (7—1933)
and Mark Sheykhel (1890-19427), who all came to
Kiev from Moscow and Petrograd, as well as Sarah
Shor.

They studied alongside other young Kiev
artists at the studio of Aleksandra Ekster, opened
in the spring of 1918. Ekster introduced her pupils
to the achievements of the European avant-garde
while also directing their attention to folk art, em-
phasizing its importance as a source of inspiration
for modernists. Her approach made sense to her
Ukrainian and Jewish pupils, and was consistent
with the Kultur-Lige’s position on national art.?”

In the summer of 1919, Aronson and Ryback
published an article in the Kiev Yiddish-language
journal Oyfgang entitled “The Paths of Jewish
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n «obLeyenioBeyeckoe». Takoe coyeTaHme, no ybexae-
Huio naeonoros Kynstyp-Jlvrn, BomxHoO 6bln NOABUTLCA
B NpoLecce co3aaHnA COBPEMEHHON €BPENCKON KYNbTY-
pbl HA OCHOBE CYHTE3a HaUMOHaNIbHOW 1 MUPOBOM KyJib-
TYPHbIX TP2ANLNAZ,

B aTol Teopum HOBOW KybTYpbl BAXKHOE 3Ha4e-
HWe NprMaaBanoch HaLMOHANBHOMY UCKYCCTBY. B ogHOM
13 NepBbIX NPOrpamMmmHbIX AOKYMeHTOB KynbTyp-Jlnrun
onpenenAanncb Tpu rnaeHble chepbl ee AeATENbHOCTHN:
«Ha Tpex ctonnax ctont Kynbtyp-Jlvra: Ha eBpenckomM
HapOAHOM 06pa30BaHUK, Ha EBPENCKON NuTepaType
N Ha eBPENCKOM UCKYCCTBE» 2.

Takm 06pa3om UCKYCCTBO OKa3bIBasIOCh B YACTE
Ba>XHENLWNX HALNOHAasbHO-KYNbTYPHbLIX NPUOPUTETOB,
B YaCTHOCTU — HapAaay ¢ Takum hyHOaMEHTaNbHbIM
aTpubyTOM €BPENCKON KynbTypbl, Kak obpa3oBaHue,
urpasLUee LieHTpanbHY Posb B NpakTU4eckon paboTte
KynbTyp-Jlvrun. MNMoatomy B ee opraHnM3aunoHHOM CTPYK-
Type 6bIN10 NpesycMoTPEHO 0coboe MecTo AnA XyOoxe-
CTBEHHOW cekumn. PaboTa no co3paHnio CeKumn Hava-
nacb BecHor 1918 roga v 6bina oKoHYaTelbHO 3aBepLue-
Ha B AHBape 1919-ro. YneHamu cekuumn nepBoHavanibHO
cTanm BCe MOoAble KNEBCKUE XYA0XKHUKN-eBpen, Mapk
onwTenH (1899-1949), Nccaxap-bep Puibak, Bopyx (Bo-
puc) ApoHcoH, HuccoH WindpuH, Anekcanop Teiwnep,
Ncaak PabuHoBuny, caak Pabudes (1894—-1957) n Co-
NOMOH HUKpUTKH. YyTb NO3Xe K HAM NPUCOeaMHUANCD
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Painting. Reflections of an Artist,” which can be
considered a sort of manifesto for the Jewish
avant-garde. The article begins with the resounding
slogan: “Long live the abstract form that embodies
specific material, because this form is national!”?®
Aronson and Ryback view this “abstract form” as
“pure” and free of any naturalism or literariness.
“Revealing” this form, the authors assert, is the
main goal of world art and Jewish artists. By work-
ing on this goal, artists work toward international
avant-garde’s universal mission and at the same
time accomplish their own national objectives:
“Our living contemporary art, having adopted
the elements of Western European art, has long
been ‘to the left.” And this is no coincidence what-
soever. Jewish artists feel a kinship with European
innovators who promote the principles of abstract
painting, since only through abstract art is it possi-
ble to develop one’s own national sense of form.”?°
To Aronson and Ryback, the “principles of
abstract painting” were closely related to the “na-
tional element,” which reveals itself unwittingly
when the artist’s “painterly senses are expressed
in abstract form,” since “the artist’s spiritual es-
sence is formed by the surrounding environment.”
In their view, the environment is shaped by culture,
“which is always national” and dictates the means

KaraJior BbIcTaBKH
XVy10:KeCTBEHHOM CeKINHA Kynmg}ﬁ-
uru. Kues, ¢pespaib — mapr 19
Catalogﬁ)f tfle exhibition by the
-Lige’s Art Secton. Kiev,
February — March 1920
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Takxxe Jincuukuin, Yanmkos, MNonnHa XeHtosa (?7—1933),
Mapk LWenxens (1890-19427?), npuexaswue B Knes
n3 Mocksbl 1 lNeTporpaga, a Takxke Cappa LWop.

Bce oHn, a Takxxe 1 gpyrue mosnogble KUeBsckune
XYOOXHUKU 3aHUMANNCh B XyOOXECTBEHHON CTyANN
(macTepckon) AnekcaHopbl OKCTEP, KOTOPYIO OHa OT-
Kpblna BecHon 1918 rona. OHa 3HaKoOMUIa CBOUX YYEHU-
KOB C AOCTUXXEHUAMUN €BPOMNENCKOro XygoXXeCTBEHHOro
aBaHrapga v BMecTe C TeM npusiekana ux BHUMaHue
K HapOOHOMY NUCKYCCTBY, Nog4yepKmnean ero 3HayeHne
KakK UCTOYHMKA MOOEPHUCTCKOro TBopYecTaa. Takom
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by which an artist might express his “specific ma-
terial” in “pure form.” National culture plays this
role, they argue, because it contains an innate, “or-
ganic painterly sense.” Therefore every artist who
expresses himself in “abstract form” necessarily
appeals to national (folk) traditions,*® something
that’s especially important for Jewish artists: “When
a Jewish artist commits himself to finding national
material, he must absorb the cultural values of his
people accumulated over many generations.”’
Thus, according to the conception of Aron-

Noaxon Haxoams NOHMMaHWe ee YKPanHCKUX U eBpen-
CKMX YYEHUKOB, U1, KpOME TOro, 6bls1 CO3BYYEH NOeosno-
rMm HaumoHanbHoro nckycctea Kynbtyp-Jnrn?.

Jletom 1919 roga ApoHCOH BMecTe ¢ Pbibakom
B KMEBCKOM >XypHane Ha namw Oyfgang onybnukosanm
cTaTblo «[1yTn eBpenckomn xmsonucu. PasmbiwneHma
XYOOXHNK@», KOTOPaA MOXET CHMTaTbCA CBOEOOPa3HbIM
MaHNEeCTOM EBPENCKOro XyA0XKeCTBEHHOro aBaHrapia.
CTtaTbA HaYMHaEeTCA C KpacHOPEUMBOro No3yHra: «[a
30paBCTBYET abcTpakTHaA hopma, BonaoLwatoLana crnewl-
ndmyeckunin matepuan, nbo oHa — HaumoHanbHa!»2 3Tty
«abcTpakTHY0 hopmy» APOHCOH 1 Pbibak nHTepnpeTu-
PYIOT KaK «4MCTYyt0» hopMy, CBOOOOHYIO OT BCAKOM HaTy-
pPanMCTUYHOCTU U NUTEPaTYPHOCTU. B «BblABNEHUN» 3TON
POpMbI, MO MHEHWUIO aBTOPOB CTaTbW, COCTOUT raBHasA
3ajaya MMPOBOro UCKYCCTBA U €BPENCKNX XYLOXHUKOB.
Peluaa no-ceoemy 3Ty 3agavy, OHM TEM CaMbIM BbIMOJHA-
0T YHUBEPCAbHYHO MUCCUIO MHTEPHALMOHANBLHOMO aBaH-
rapga v B TO XXe Bpemsa AOCTUraloT CBOMX COOCTBEHHbIX,
HauUMoHasbHbIX Lienen: «Hatlue >XnBoe COBPEMEHHOE TBOP-
YeCTBO, YCBOMBLLEE 3MIEMEHTbI 3anafHOEBPONENCKOro
TBOPYECTBA, Y>)Ke AaBHO HaxoauTcA “cnesa”. N aTo cosep-
LUEHHO He cny4anHo. EBperickue XyooXKHUKN OLyLaloT
CBOe POACTBO C €BPOMNENCKMMU HOBATOPaMU, BblABUHYB-
LWIMMW NPUHLMNBI aBCTPaKTHOM XUBOMUCU, MO0 TONBbKO
B abCTpaKTHOM TBOPYECTBE BO3MOXHO AOCTUYb BOMO-
LLeHNA COBCTBEHHOrO HaUMOHaIbHOro YyBCTBa hOpMbI»2,

Ona ApoHcoHa n Peibaka «npuHumMnbl abCcTpakT-
HOW >XMBOMUCU» MPOYHO CBA3aHbI C «HaLMOHANbHbIM
3/1IeMEHTOM>», KOTOpPbI 06Hapy>xusaeT ceba gaxe no-
MUMO BOJIM CAMOr0O XYA0XHUKA, ECNIN «Ero XXUBOMUCHbIE
YyBCTBA BblpaXXeHbl B abCTpakTHON hopme», Tak Kak
«OYXOBHYH CYLLHOCTb XyA0XHMKa (hOpPMUpPYIOT Bhe-
yaTneHnA OT oKpy>katowein cpegpl». C TOYKM 3peHunn
Pbibaka n ApoHCOHa, 3Ty cpeny hopMmnpyeT KynbTypa,
«KOTOpaA Bcerga HaumoHasnbHa» U AUKTYEeT XYAOXKHUKY
Crnocobbl HaLMOHANBHOMO BOMIOWEHWA ero «crneumndpunye-
CKOro maTtepuana» B «4UCTon chopme». Takylo posb Ha-
LMOHaIbHOM KYJIbTYPbl aBTOPbI CTaTb OOBACHAIOT TEM,
YTO B HEM MMMaHEHTHO COOEPXUTCA «OpraHndyeckoe
>XXMBOMUCHOE YyBCTBO», @ NOTOMY ANA BCAKOIO XYA0X-
HUKa, Bblparkatowero ceba B «abCTpakTHOM hopme»,
Hen36eXxXHO obpalleHne K HaunoHasibHOM (HapOaHON)
Tpagnunmn®, 4yTo 0CO6EHHO BaXKHO AJ1A €BPENCKOro Xy-
OOXHUKA: «...KOra eBpenckuii XyooXXHUK CTaBuT nepes,
coboi 3afayy BbIFIBUTb HaUMOHaNbHLIA MaTtepuan, oH
OOJKEH BNUTaTh KYNbTYpPHbIE LLIEHHOCTM CBOEro Hapoaa,
HaKOMIEHHbIE MHOMMMW NMOKONIEHNAMMN»3',

Taknm 06pas3om, CcornacHo KoHuenuum ApoHCoHa
n Pbibaka, HOBOE eBpeinckoe NCKYCCTBO U HOBaA «EB-
penckaa doopma» MOryT 6bITb CO3LaHbI B pedynbTaTe
CUHTE3a eBPENCKON XyO0XXECTBEHHON Tpaanuum n no-
CTUXXEHNN eBPONENCKOro aBaHrapaa, nogobHo HOBOM
€BpPEVICKON KyNbType, KOTopaA AO/MKHA coyeTaThb B cebe
HaUMOHasbHbIE N YHUBEPCaNbHbIE LEHHOCTN®2,

son and Ryback, new Jewish art and a new “Jew-
ish form” can result from the synthesis of Jewish
artistic traditions and the achievements of the
European avant-garde, just as new Jewish culture
should combine national and universal values.*

Ryback attempted to realize these ideas in
several works, including “Still Life with a Silver Cup”
(1923, Ryback Museum, Bat Yam). In the center
of the painting is a table with a carafe of red wine
and a silver cup for kiddush (blessing over wine),

a work of Jewish handiwork and thus a connection
to “primitive” national art. The bottom right corner of
the composition contains fragments of a decorative
geometric pattern and a magnified version of the
engraving on the cup that emphasizes its abstract-
ness. Written diagonally in the upper left is the
word “kosher” (Hebrew — lit. “appropriate, accept-
able”) — a term that signifies compliance with the
requirements of Jewish religious law; it’s also used
to mark food that Jews are allowed to consume. In
this case, the word denotes the “kosherness” (i.e.
suitability for kiddush) of the wine depicted. That
the word “kosher” is symmetrical to the enlarged
fragments of the inscription on the cup suggests
that this “pure/abstract” form is “kosher” or “per-
missible” for a Jewish artist. The inscription also
speaks to the idea of “purity”: “neesa mi-shekel ha-
kodesh” (in Hebrew — “made from the holy shekel”).
The “holy shekel” was kept in the Temple of Jerusa-
lem and served as a standard full measure of silver.
Later, after the shekel was lost, it became a symbol
of harmony and ideal proportions. This imbues the
entire composition with additional meaning, since
the laws of “synthetic cubism” according to which it
was constructed prize harmonious forms and “gold-
en ratio” proportions. Ryback turns the holy shekel
into a Jewish equivalent of this concept, thereby
incorporating national tradition into an avant-garde
artistic system.

At a certain point, many Jewish artists be-
come preoccupied with radical formal experiments.
At a Kultur-Lige exhibition in Moscow in the spring
of 1922, for example, Altman presented nonfig-
urative compositions (“works of a purely artistic
nature”) and Shterenberg exhibited “Studies of tex-
ture and color.”® Among those working in a similar
vein at the time were Sarah Shor, Nikritin, Tyshler
and even Lissitzky, who, having moved from Kiev
to Vitebsk, embraced suprematism in the hope of
expressing the world of universal cosmic categories
through abstract forms. This hope was shared by
other followers of Kazimir Malevich. The language
of the avant-garde made it possible to symbolically
represent the historic cataclysms of the epoch and
the birth of a “new world,” signaled by the Russian
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Hccaxap-bep Prioak. HatiopmopTt

¢ cepeOpsiHbIM OokaJsiom. 1923,

Xouict, macio. My3seii Pei0aka, bar-fim
Issachar Ber Rybak. Still Life with

HbIA CMbIC/1 BCE KOMMNO3MLINKU, MOCTPOEHHOM MO KaHOHaM
«CUHTETUYECKOro Kybmama», 04HOM N3 rNaBHbIX 3a8a4
KOTOPOro ABMAETCA rapMOHMYHOE NOCTPOEHNE hopMbl

1 €€ Nponopuuii Ha OCHOBE «30/10TOr0 CeveHnaA». Takum
06pa3oM «CBALLEHHbIN WeKeNb» NpeBpallaeTcA B ero
€BPEVICKNN 9KBMBANEHT, N3BJI€YEHHbIN Pbibakom 13 Ha-
LMOHaIbHOW TPaauuumn 1 BKIKOYEHHbIN B aBaHrapaHyo
XYO0XXECTBEHHYIO CUCTEMY.

He receives an answer from Jewish artists:
“The tired West has exhausted all forms of the plas-
tic arts, has sacrificed the ecstasy of living emo-
tions for the sake of craft. It now calls upon fresh,
young painters, Jewish artists who are drunk with
the form, a I'’Asie. The Jewish form is already here;
it is awakening, reviving!™’

Pbibak nonbiTancA BONAOTUTL 3TN NOEN B He-
CKOJbKMX CBOMX paboTax, B 4aCTHOCTU, B «HaTiopMmopTe
C cepebpAHbIM 6okanom» (1923, Mysein Puibaka, bat-
Am). B ueHTpe KapTuHbI N3006paXKeH CTON CO CTOALLMM Ha
HeM rpad)MHOM KpacHOro BUHa 1 cepebpAHbiM 60Kanom
onAa knpyuwa (6narocnoBeHnA BUHA U Tpanesbl), KOTOPbI
ABNAETCA NPOM3BEAEHMEM EBPENCKOro XyA0XeCTBEH-
HOro pemecrna u Takum o6pa3omM CBA3bIBAETCA C HALMO-
HasIbHbIM Xy OO0XECTBEHHbIM «NPUMUTUBOM». B npasBom
HUXXHEM YTy KOMNO3ULUKM NOMeLLEeHbl chparMeHTbl reo-
MEeTPUYECKOro AeKopaTUBHOroO y3opa 1 YekaHku 6okana
B YBE/IMYEHHOM pa3mMepe, YTO NoAYepKMBaEeT ux ab-
CTPakTHbIN XapakTep. Beepxy cnesa no gunaroHanu Ha-
NMMCaHO CNOBO «Kallep» (MBPUT — OYKB. «MOAXOOALLMN,
NPUrogHbIN») — TePMUH, 0603HaYaILWMIA COOTBETCTBUE
4yero-mbo TpeboBaHNAM EBPENCKOro PENUrMO3HOro
3aKOoHa; NPMMEHAETCA Tak>XXe Mo OTHOLIEHUIO K A03BO-
NeHHon onA espees nuule. B naHHOM cnydyae MMEHHO
B 3TOM CMbIC/1€ 3TO C/IOBO YKa3blBaeT Ha «KallepPHOCTb»
(TO ecTb NpPUrogHOCTbL ANA Knayla) n3obpa>keHHoro
BUHA. Ba>kHO Npn 3TOM, 4YTO CNOBO «Kallep» pacno-
JIOXXEHO CMMMETPUYHO MO AnaroHan OTHOCUTESNbHO
yBEeNMYEHHbIX oparMeHToB gekopa 6okana, 4To ykasbl-
BaeT Ha «KallepHOCTb», «MPUrOAHOCTb» 3TOW «4YUCTON/
abcTpakTHOM» hOPMbI O/1A EBPENCKOro XyA0XKHMKA.

Ha «uncToTy» ykasbiBaeT 1 Haanucb, BbirpaBMpoBaHHaA
Ha 6okane: «Heaca Mu-LeKenb Xxa-Kogew» (MBpUT —
«COenaHo 13 CBALLEHHOrO LWekena»). «CBALLEHHbIN
WweKenb» XpaHuncA B VMlepycanmmckom Xpame v Cry>xxun
3TaNIOHOM MOJIHOLIEHHOWM Mepbl cepebpa, a no3aHee,
korga 6bin1 yTpayeH, NnpespaTuicA B CUMBOS rapMOHUM
W naeansHbIX Nponopuunii. 3To NpuaaeT OONOSHUTENb-
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a Silver Cup. 1923. Oil on canvas.
Ryback Museum, Bat Yam, Israel

Revolution. Optimism about these events coupled
with a sense of their grandiose importance were
fundamental to a new Jewish worldview, in which
“Jewish” became a synonym for “universal,” i.e.
“relevant to all mankind.”* According to this new,
radically messianic worldview, the Jewish people
were an advanced guard who would bring the
“good news” of the new culture and lead humanity
toward a rebirth. For Jewish artists, these ideas,
expressed in international avant-garde art, acquired
universal meaning but lost distinctly national visual
traits.

Conceptions of contemporary Jewish art
were created in the context of — and in dialogue
with — the Russian avant-garde’s artistic program.
In particular, Aronson and Ryback’s discussion of
“form” and its “realization” harkened back to pas-
sages from Benedikt Livshits’ “We and the West,”
delivered at a public debate, “Our Response to
Marinetti,” in Petersburg on February 11, 1914.%
Also, in the art of Jewish artists, international
avant-garde ideas often acquired new wrinkles and
interpretations containing answers to Russian art’s
questions.

Concluding his lecture, Livshits asked:

“Will we ever wake up? Will we ever declare our-
selves — not with embarrassment, but pride —
Asians? Because only having accepted its Eastern
roots, only after declaring itself Asian, will Russian
art enter a new phase and throw off the shameful
and absurd label ‘Europe’ — Europe, which we
long ago outgrew.”®

Ha onpepneneHHom aTane pagvkasnbHble hopMmarib-
Hble 3KCMEPMMEHTbI CTaHOBATCA rNaBHoON cdepor TBOp-
YecTBa MHOMMX Xy0>XXHUKOB-eBpeeB. Tak, Ha BbiCTaBke
KynbTyp-Jlnrn B Mockee BecHor 1922 roga AnbTmaH
npeacTaswn 6ecnpegmMmeTHble KOMNO3nunn («paboThbl

o

Iapua Wrependepr.

pati RSN LR -k

KyaLTYe_mrh

BMCTLEES Fliog
Hatama AseTmana
Mapra Hlaraza

Nonmga Dlvepeniepra

HKnponHow
FTpasEEd
M APT—
AOPEA R

IS S S
MBoEBL

Pa3Bopot u 00/105kKka u3 karajora «Kyasryp-Jlura. BeicraBka pador
Harana Anbrmana, Mapka Hlarana, lasuna Hltepentepra. ’Kusonuce,

rpaduka». Mapr — anpeasn 1922, MockBa

age si)read and cover from the catalog “Kultur-Liga. Vystavka rabot Na-

tana A

tmana, Marka Shagala, Davida Shterenber%a. Zhivopis, grafika”
(“Kultur-Lige. An exhibition of works by Nathan A

tman, Marc Chagall,

and David Shterenberg. Paintings, graphics”). March — April 1922, Moscow

B 0611aCTW YNCTO XyAOXKECTBEHHbIX 3a4aHuni»), a LWWTte-
peHbepr — «3Toabl aKTypbl 1 LuBeTa»*. B nogobHoM
HanpasneHun paboTtanu Torga, Hanpumep, Cappa LWop,
HukpunTuH, Toiwnep, a Takxke JINCUUKNNA, KOTOPbIN,
nepeexas u3 Kuesa B Butebck, yBrekca cynpemaTuns-
MOM, HageAckb, NoaobHo Apyrim nocnegosatenAm Ka-
3uMmmnpa Manesunya, Bblpa3uTb B aBCTPaKTHLIX hopmMax
MUP KOCMUYECKMX YHUBEPCAsbHbIX KaTeropuin. A3bik
XYOOXXECTBEHHOro aBaHrapaa no3sosiAan CUMBONYECKU
0TO6pPa3UTb NCTOPUYECKME KaTaKIN3Mbl 3MOXU U POXae-
HWe «HOBOro Mupa», 3HakoM KOTOpPOro ctana pycckas
pesontouma. ONTUMN3m BOCNPUATUA MPOMUCXOOALLMX
nepemMeH, oLyLeHne rpaHano3HoCTU X macwTaba 6biam
oyHOAMEHTaNbHOM YaCTbl HOBOIO EBPENCKOro MUPO-
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BO33pEHMA, B KOTOPOM «EBPENCKOe» NnpespalLanoch

B «YHMBEpcanbHoe», nMetoLee obLieyenoBeyeckoe
3HayeHne®4. B 3TOM HOBOM MMPOBO33PEHUU C €r0 pagu-
KanbHbIM MECCUAHN3MOM EBPENCKUI Hapoa npencrasan
nepeaoBbIM OTPALOM BCEro YeNoBeYeCcTBa, HeCyLLMM
emy «bnaryto BeCTb» HOBOW KyNbTypbl U BEOYLUNM €ro

K OOHOBNEHMIO. Y XyO0XHUKOB-EBPEEB 3TW Uaewn, Bolpa-
YXEHHble CpeacTBaMn MHTEPHaLMOHANLHOIO aBaHrapaHo-
ro UCKyccTBa, NpuobpeTann yHMBepcasnbHbIA CMbIC, HO
BU3yasbHO yTpaynBanu npu 3ToM OTHET/IMBbIE HaLMO-

Ha/lbHble YepThbl.

KoHuenuun coBpeMeHHOro eBpemnckoro NcKyccTaa
€034aBannCb B KOHTEKCTE U B Anasnore ¢ XygoXXeCTBeH-
HOM NporpaMmMoln pycckoro aBaHrapga. B yactHocTw,
paccy>kaeHma ApoHcoHa u Peibaka o «thopme» 1 ee «Bo-
NAoWEeHUM» BOCXOOAT K HEKOTOPbLIM MOMTOXEHUAM A0Ka-
na beHepukTa JInBwnua «Mbl 1 3anag», NPOYNTAHHOIO
UM Ha gmncnyTe «Haw oteBeT MapuHeTTn» B NeTepbypre
11 cbeBpana 1914 ropa®. BmecTe ¢ Tem, B TBOpYECTBE
XYOOXHUKOB-EBPEEB NHTEPHAUNOHAsbHbIE aBaHrapaHble
naoen Hepeako NpmobpeTany HOBbIE HIOAHChI U HETPUBU-
anbHble UHTepnpeTauuKn, KOTopble cogepXanu oTBEThI
Ha BOMPOChHI, NOCTaB/IEHHbIE PYCCKUM NCKYCCTBOM.

3aBsepliaa ceBon goknag, Jlvewny, 3apaeTca Bo-
npocom: «lpocHemca N Mbl Korga-Hmbyap? MNpusHaem
nn cebsa korga-HnMbyab — He CTbIO/IMBO, & UCMOSTHEHHbIE
ropgocTtn, — asnatamm? N60 ToNbKo 0co3HaB B cebe
BOCTO4YHbIE NCTOKM, TONbKO NPU3HaB cebA a3ninckum,
PYCCKOE UCKYCCTBO BCTYNUT B HOBbIN ha3nuc 1 copocut
¢ cebda nosopHoe 1 Henenoe Apmo Eeponbl — EBponbl,
KOTOPYIO Mbl aBHO Nepepocin».,

W nonyyaeTt oTBET OT €BPENCKUX XYOOXHUKOB:
«YcTaneih 3anag, y>ke ncuepnasLimin Bce oopmMbl nna-
CTUYECKOro MacTepcTBa, NPUHECLLUI B XXEPTBY BO
MMA 3TOro pemecna camblii IKCTa3 XMBbIX XXUSHEHHbIX
3MOLUMIA, 30BET CBEXMX, MONOAbIX XXMBOMUCLIEB, €BPEli-
CKUX XyLOXKHWKOB, MNO-a31aTCKU ONbAHEHHbIX HOPMOA.
EBpelickana chopma y>ke 3gech, oHa Npoby>kaaeTca, oHa

BO3poxkaaeTcaA!»®”
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B 1940 rogy Bo BpeMA cHOca €BPencKoro

[oporomunosckoro knapbva B Mo-
CKBe, rae 6bin NoXopoHeH JleBnTtaH, ero
npax no peLleHnto COBETCKOro npaBnTesb-
cTBa 6bl/1 NEPEHeCEeH U Nepe3axopoHeH Ha
npaBocfiaBHOM knaabuile HoBoaesnybero
MOHACTbIPA, FAe NOKOATCA KpynHeWLume
[eATeNn pycckon KynbTypbl. Takosa 6bina
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(4aCTMYHO YCBOEHHO 1 COBETCKOMN MAE0-
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Haran AabT™MaH
Hatiopmopr. 1]BeToBBIE 06BEMBI U IIIOCKOCTH
1918

XoIcT, Macio, TUIcoBast KPOIIKa.
TocynapcrBennslii Pycckuit my3seit, CankT-
TTerepbypr

© H.M. Ansr™man, PAO (Mocksa)

Nathan Altman
Still Life. Colored Volumes and Planes

1918

Oil, plaster chippings on canvas. State Russian
Museum, St. Petersburg

© N.I. Altman, RAO (Moscow)

R T

Haran AabT™MaH
Xantypun

1920

Bapesbed, runc TOHUPOBaHHBIH.
YacTHoe cobpaHue

© H.M. Ansrman, PAO (Mocksa)

Nathan Altman
Khalturin

1920

Bas relief, tinted plaster of Paris.
Private collection

© N.I. Altman, RAO (Moscow)
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b Jlucuukui
o DCKU3 WITIOCTPALMH K TEKCTY MacXallbHOM
3.]'[]) .HI/ICI/IIIKHI/I necHn «Kozouka» («Xaza-TI'aabsi»)
Koncrpyxkrop 1918
1924 Bymara, akBapens, Tyamnib, kapannant. Sepherot
Foundation (Liechtenstein)

®dotomonTax. Cobpanne Anekca Jlaxmana

El Lissitzky El Lissitzky

Constructor Sketch for an illustration to the text of the
1924 Passover song “Little Goat” (“Chad-Gadya”)
Photomontage. Alex Lachmann collection 1918

Watercolor, gouache, pencil on paper. Sepherot
Foundation (Liechtenstein)
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Dub JIncnuknit
TTpoyn H333

1923

T'yams 1 KonIax U3 UBETHOH Oymary.
Cobpanne Anekca JlaxmaHna

El Lissitzky
Proun N333

1923

Gouache and collage of colored paper.
Alex Lachmann collection

ub JIncnukui
Ockus k npoyny 1E «Topom»
1919-1922

Bymara na xaprone, Temnepa, rpaduTHBII
kapangant. Cobpanue Anekca JlaxmaHa

El Lissitzky
Sketch for proun 1E “City”

1919-1922

Tempera, graphite pencil on paper laid on
cardboard. Alex Lachmann collection
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Cosomon HﬂKpI/ITﬂH

YesnoBek B LWIMHJpPE

1927

Xoner, macno. 'ocynapcrBenHas TpeTbsKoBCKast
ranepest, MockBa

Solomon Nikritin
Man in Cylinder
1927

Oil on canvas. State Tretyakov Gallery, Moscow

R

.l
b
r-a
1
#

CosoMoH HI/IKPI/ITI/IH
Tlapux
1900-¢
Bymara, ryams. Cobpanue Bagnma
u Cressl AMHHOBBIX

Solomon Nikritin
Paris

1900s

Gouache on paper. Vadim and Stella Aminov
collection
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Anexcanap Toinuiep
LBeTOIMHAMUYECKOE HANPSIKEHHE
1924

Xoner, macio. Cobpanne ExarepHHbI
u Bnagnmupa CeMeHHXHHBIX

© ®onp Teimuiepa

Alexander Tyshler
Color-Dynamic Intensity

1924

Oil on canvas. Ekaterina and Vladimir
Semenikhin collection

© Fondation Tyshler

T T — = &'l

Anexcanap Teinuiep
MaxHo B ramake
1932

Xouncrt, Macio. ['ocynapcTBeHHbIH My3eit
M300pa3UTENIBHBIX HCKYCCTB MMEHH
A.C. Ilymxuna, Mocksa

© ®onp Teiuepa

Alexander Tyshler
Makhno in a Hammock

1932

Oil on canvas. Pushkin State Museum of Fine
Arts, Moscow

© Fondation Tyshler
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Aunexkcanap Teimiep

Tleiizax ¢ durypamu. U3 cepun «IIpoBrUHIHS»
1928

Bymara, akBapens. ['ocynapcTBeHHbIH

My3eit H300pa3nuTeNbHBIX HCKYCCTB UMEHH
A.C. ITymxuna, Mockpa

© donp Teimepa

Alexander Tyshler

Landscape with Figures. From the series
“Province”

1928

Watercolor on paper. Pushkin State Museum
of Fine Arts, Moscow

© Fondation Tyshler
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Ausexkcanap Teiiep
Kaganka

1927

Xouncr, Macio. ['ocynapcTBeHHbIi My3eit
n300pa3sUTENBHBIX HCKYCCTB UMEHH
A.C. ITymxuna, Mocksa

© ®onp Teimepa

Alexander Tyshler

Rocking Chair

1927

Oil on canvas. Pushkin State Museum of Fine
Arts, Moscow

© Fondation Tyshler
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Aunekcanap Teiiep

Anelccal-mp Tbl].ll.]'lep TearpanbHas danrasus. U3 cepun
®danrasus. U3 cepun «[IpoBuHIMN» «ITpoBHHIHSD

1928 1928

Bymara, akBapess. ['ocynapcTBeHHbIH Bymara, akBapesns. ['ocynapcTBeHHbIH
My3eil H1300pa3nuTeIbHBIX HCKYCCTB HIMEHH My3eil 1300pa3nuTeIbHBIX HCKYCCTB HMEHH
A.C. ITymkuna, Mocksa A.C. ITymkuna, Mocksa

© ®onp Teimepa © ®onp Teimepa

Alexander Tyshler Alexander Tyshler

Fantasy. From the series “Province” Theatrical Fantasy. From the series “Province”
1928 1928

Watercolor on paper. Pushkin State Museum Watercolor on paper. Pushkin State Museum
of Fine Arts, Moscow of Fine Arts, Moscow

© Fondation Tyshler © Fondation Tyshler
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Pobept Panbk

Xo3si1H OHCTPO

1929

Xoumcet, macio. Cobpanue Vsersr u Tamasa
ManarepoBbIx

Robert Falk

Bistro Owner

1929

Oil on canvas. Iveta and Tamaz Manasherov
collection

Pobept Panbk

besymHas HeBecTa

1929

Xoimcet, macio. Sepherot Foundation
(Liechtenstein)

Robert Falk
Mad Bride

1929

Oil on canvas. Sepherot Foundation
(Liechtenstein)
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PoGepT Pasnbk

JKenckwuii moprper

1917

Xonct, macio. ocynapcTBennsli Mys3eit
n300pa3sUTENBHBIX HCKyCcCTB PeciyOmuiku
Tarapcran, Kazanb

Robert Falk
Female portrait
1917

State Museum of Fine Arts of the Republic
of Tatarstan, Kazan
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PobepT Pasnbk

Tpounukuii co6op moracteipsi Cs. Ceprus,
Kpacnas Baninsi, 3aropck
(Tpoune-Cepruena naBpa)

1921

Xoimcet, macio. Cobpanue Binagumupa
IapenxoBa

Robert Falk

Trinity Cathedral at the Monastery

of St. Sergius, Red Tower, Zagorsk
(Troitse-Sergieva Lavra)

1921

Oil on canvas. Vladimir Tsarenkov collection

Pobept Panbk
JleBouka B KpeciuLe

1911

Xoicet, macio. Cobpanue Banima
u Creribl AMUHOBBIX

Robert Falk
Girl in a Chair

1911

Oil on canvas. Vadim and Stella Aminov
collection
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HNabsa YamHuk
Beunblii kpecT Ha KpacHOM (oHe

1923

Bbymara Bepxke, KapaHzani, aksapeib. Sepherot
Foundation (Liechtenstein)

Ilya Chashnik
White Cross on Red Background

1923

Pencil, watercolor on wire-laid paper. Sepherot
Foundation (Liechtenstein)

HNabsa YamHuk
Beunblii kpecT Ha YepHOM (oHE
1923-1924

Bbymara deprexHast (BaTMaH), KapaHIaLl, TyIlb.
Sepherot Foundation (Liechtenstein)

Ilya Chashnik
White Cross on Black Background
1923-1924

Pencil, China ink on Whatman drawing paper.
Sepherot Foundation (Liechtenstein)
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HNiaba YamHuk

ITpoexT cynpemMaTuyecKoro aekopa
1927

Bbymara, rpaduTHbIN KapaHaaml, TyIb,
akBapernb. Sepherot Foundation (Liechtenstein)

Ilya Chashnik
Design for Suprematist Decor

1927

China ink, graphite pencil, watercolor on paper.
Sepherot Foundation (Liechtenstein)

HNabsa YamHuk
OcKu3 OpHaMeHTa

1927

bymara, akBapeins, Kapaszaui, Tyub. Sepherot
Foundation (Liechtenstein)

Ilya Chashnik
Sketch for Ornament
1927

China ink, pencil, watercolor on paper. Sepherot
Foundation (Liechtenstein)
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Mapk Hlarana
MerTenbuuk

1913

Bymara, rpaduTHBII Kapanjaan, Tyms. Sepherot
Foundation (Liechtenstein)

© M.3. Illaran, PAO (Mockga)

Marc Chagall
Street Sweeper

1913

China ink, graphite pencil on paper.
Sepherot Foundation (Liechtenstein)
© M.Z. Chagall, RAO (Moscow)
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Mapk Hlaran
Han Burebckom

1914

Bymara, Temriepa, 4epHuIIa, EPo, PUKCATHB.
Sepherot Foundation (Liechtenstein)

© M.3. Illaran, PAO (Mockga)

Marc Chagall
Over Vitebsk

1914

Tempera, ink, pen, fixative on paper. Sepherot
Foundation (Liechtenstein)

© M.Z. Chagall, RAO (Moscow)
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Mapk Hlaran

Anrexa B Butebcke

1914

Bymara na kapTome, ryaiib, akBapelb, Macio.
Cobpanne Banepust {ynakosa n Mapussl
Kamrypo

© M.3. Iaran, PAO (MockBa)

Marc Chagall

Pharmacy in Vitebsk

1914

Gouache, watercolor, oil on paper laid

on cardboard. Valery Dudakov and Marina
Kashuro collection

© M.Z. Chagall, RAO (Moscow)
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Huccon HIugpun

Dcku3 0010KKH KypHana «FOHr-Bamm
1923

bymara, ryanis, Tynis. Poccuiicknii
TOCYIapCTBEHHBIH apXHB JITEPATy P
" UcKyccTBa, Mocksa

Nisson Shifrin
Cover sketch for the journal “Jungwald”
1923

Gouache, China ink on paper. Russian State
Archive of Literature and Art, Moscow
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Huccon lugpun

Ocku3 nanHo Juist ['ocyapcTBEeHHOro
9IEKTPOMAIIHHOCTPOUTENBHOTO HHCTUTYTa
nmenn Karan-11labmas 8 Mockse

Hauano 1920-x

Bymara, ryams, Tyms, kapanjani. Poccuiicknii
TOCYJapCTBEHHBIN apXHB JIUTEPATyPhI
u ucKyccTBa, Mocksa

Nisson Shifrin
Sketch for panel picture at Moscow’s Kagan-
Shabshai State Electrical Machine Building
Institute

Early 1920s

Gouache, China ink, pencil on paper. Russian
State Archive of Literature and Art, Moscow
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Cappa llop

Kommosuust ¢ uenoBedeckoit Gpurypoit
Komner 1910-x

Xoncrt, macno. Cobpanue Anekca Jlaxmana

Sarah Shor

Composition With Human Figure
Late 1910s
Oil on canvas. Alex Lachmann collection

Cappa llop

Kommnoszumus «Bocxom»

Konen 1910-x

Bymara, ryams. CoOpanne Anexca Jlaxmana

Sarah Shor
Composition “Sunrise”

Late 1910s

Gouache on paper. Alex Lachmann collection
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Cogomon IOnoBuH
IMoxopoHns!

1927

bymara, ryams. Sepherot Foundation
(Liechtenstein)

Solomon Yudovin
Funeral

1927

Gouache on paper. Sepherot Foundation
(Liechtenstein)

HJasun Ll Tepentepr
HatiopMmopr ¢ Tapeskoii u canderkoit
1920

Xoner, macno. Cobpanue VBets! n Tamaza
MaHarmepoBbIx

David Shterenberg
Still Life With Plate and Napkin

1920

Oil on canvas. Iveta and Tamaz Manasherov
collection
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Jasupa LlTepentepr
TlopTpeT cecTphl Xy0KHUKA

Oxoro 1920

Kapron, macno. Cobpanue Bnagumupa
IapenkoBa

David Shterenberg

Portrait of the Artist’s Sister

Circa 1920

Oil on cardboard. Vladimir Tsarenkov collection
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Jasug L Tependepr Jasug L Tepentepr
HarropMopT ¢ x11€00M 1 Kpy>KKOH Harropmopt ¢ rpanaramu

1919 1920

Xoncrt, macno. Cobpanne Anapest Epemuna Xonct, macno. Cobpanne Anapest Epemuna

David Shterenberg David Shterenberg

Still Life With Bread and Mug Still Life With Pomegranates

1919 1920

Oil on canvas. Andrei Eremin collection Oil on canvas. Andrei Eremin collection
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Bropou
aBar rap/a

Second
Avant- rarde




JIess
KanrTop-Ka3zoBckas

Espeiickuii ynusepcuret, Hepycanum

Ilepen nadopom _
HEBO3MOKHOCTEI:
«BTOPOM PYCCKUM
aBaHrapa»

u eBpen (1960-e —
Ha4yajo 1970-x rogos)’

Mocne BTopoi mnpoBon BonHbI eBpen B COBETCKOM
Cotose cHoBa okasanucb B NOJSIOXKEHMN NMOAABMAEMOro
MEHbLUVMHCTBA, XOTA U MEHee CypoBOM, YeM TO, U3 KOTO-
poro nx Korga-To BbiBesna aeMokpatudeckana despasb-
ckafA peBonouma. OTOT Nnopadok Been CTanuH, KOoTopbli
B KOHLLe CBOEr0 npasfeHna yBuaen npobnemy nnm BuHy
€BpeeB B TOM, YTO OHUM TaK W He NpeBpaTuInCL B HaUMio
C TOYKW 3PEHNA COBETCKOM HaLMOHANbHOW NONMUTUKN,
KOTOPOW OH PYKOBOAWN, — TO €CTb He CTann rpynnomn
CO CBOEW TEPPUTOPUEN, HAPOAOHACENEHNEM N KYNbTY-
pon Ha HauuoHanbHOM A3blke. OHW 6bINY CTPEBNEHI
HeMLaMm B MecTax KOMNaKTHOro NpoXXMBaHWA N He
cTanu pasBmBaTb CBOKO HaLMOHANbHYIO KyNbTYpY B aBTO-
HOMHOW pecnybnuvke, a BUANCL B MOOEPHU3NPOBAHHYIO
KynbTypy cTonuy 1 6onblumx ropogos Poccun, nepexoas
Ha pycckuii. HecocToAaBLlaacA HaumaA 6bina HeHY>XXHbIM
BHECUCTEMHbIM 3/IEMEHTOM, 6pemMeHeM AnA CTaSIMHCKOMN
cucTembl. CTanuH Havan ¢ Toro, YTO YHUUTOXWA ocTaT-
KN €BPENCKUX KYNbTYPHbIX MHCTUTYUMA. Bopbba npoTms
«KOCMOMNOINTU3Ma» U «AeN0 Bpayein» bblnn hakTM4eCcKm
KamnaHuen NpoTuB eBpeeB 1 TOro HanpasneHus, Ko-
TOpOE MOOEPHU3ALNA NUX XXMU3HW NPUHANA B COBETCKOE
BpemA. CmepTb CTannHa octaHoBUNA fanbHenwne aen-
CTBUA, KOTOPbIE A0MKHbI ObI/IN, MO BCEN BEPOATHOCTN,
NPUBECTU K NPUHYOUTENLHOMY NepecesieHnio eBpeeB,
HO OVUCKPUMUHAUNOHHAA NONINTMKA B OTHOLLEHUMN He-
COCTOABLUENCA HaUUKW, HE MMEIOLLEN, KakK 3TO Ka3asnoch
nocne BOVHbI, HN TEPPUTOPUN, HU A3bIKA, HU KYNbTYpPbl,
HW repoeB U NMAEPOB, Ha Aofrve roabl ocTaBanach He-
n3mMeHHon. EBperickaA HauMOHanbHOCTb NpeBpaTuiach
B KNermMo, nperpa)kgasluee AocTyn K o6pasoBaHunio
M K 3aHATUIO NOJSIOXKEHMA B 06LLeCTBe.

B aTo camoe BpemA, B KoHUe 1950-x rogos, B Mock-
Be HaunHaeTcA hopMMpoBaHMe anbTePHATMBHOMO KyJlb-
TYPHOro NPOCTPaHCTBA, B KOTOPOM M306pa3nTensHoe
WCKYCCTBO UrpaeT 3amMeTHYI0 posib. [ocneBoeHHbI MyUp
B Luenom, He Tonbko B CCCP, xapakTepn3oBasncA UHTEH-
CUBHOCTbIO KYNbTYPHOM AEATENbHOCTU U KYNbTYPHbIX
o6meHoB. B MockBe koHua 1950-x npoxoaunu BbiCTas-
KN n3-3a pybexxa, Ha KOTOpbIX MOXHO 6bIfI0 YBUAETb
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Lola
Kantor-Kazovsky

The Hebrew University of Jerusalem

Facing a Range

of Impossibilities:
Jews and the
“Second Russian
Avant-Garde”

(1960s — early 1970s)!

Following World War Il, Jews in the Soviet Union
once again found themselves an oppressed minor-
ity, though conditions were admittedly better than
they had been prior to the February Revolution.
Responsibility lay with Stalin, who toward the end
of his rule blamed realized that Jews for faileding
to become a “nation” as defined by Soviet nation-
alities policy — i.e. an ethnic group with its own
territory, distinct culture and language. Jews were
exterminated by the Nazis in densely the populated
areas they had populated and had never devel-
oped a separate culture within the borders of an
autonomous republic. To the contrary, they had
flocked to Moscow and other large cities, adopted
urban culture and started speaking Russian. As

a diffuse “failed” nation group existing outside the
established order, the Jews were viewed as an
unwanted burden by the Stalinist system. Stalin
began by destroying what remained of Jewish
cultural institutions. The war on “cosmopolitanism”
and the Doctors’ Plot Trial were in truth campaigns
against Jews and the new opportunities thatways
their modernization had went created for them in
the Soviet Union. Stalin’s death precluded addition-
al measures, which would likely have culminated

in forced relocation. But discriminatory policies
aimed at the “failed” Jewish nation, seen as lacking
its own geographic boundaries, language, culture,
heroes, and leaders, would remain in place for
years. Jewish origins became a shame and a black
mark that limited access to education and social
advancement.

At the same time, in the late 1950s, on-of-
ficialan an alternative cultural space centered on
the visual arts began to take shape in Moscow.
The postwar period world saw an explosion of cul-
tural activity and international exchanges which
achieved the Soviet Union and elsewhere during
the “Thaw”. The exhibitions from abroad included
works of leading contemporary artists and demon-

KPYMHENLINX COBPEMEHHbIX XYAOXKHUKOB N KOTOpPbIe
nokasasnu, KakumM CUSibHbIM MOXXeT ObITb 3hPeKT coBpe-
MEHHOr0 UCKYyCCTBa. JTa BCTpeya 3arnycTunia npoLeccsl,
pesynbTaT KOTOpbIX MOXHO 6b1n10 HabnogaTs B 1960-€,
korpa B MOCKBe CNOXUNCA KPYr XyO0XHUKOB, HE Nofa-
paxkatoLmx 3anagHbiM ob6pasuam 1 He Bo3BpaLlaBLUMXCA
K Hacneguio CTaporo pycckoro aBaHrapga, a HaueneH-
HbIX Ha CaMOCTOATE/IbHOE Pa3BUTUE COBPEMEHHOIO XY-
O0XXECTBEHHOr0 A3blKa 1 Ha OCMbICIEHNE OKPY>KatoLLEen
peanbHOCTU ero metogamu. K 1970-m rogam B rpynny
BSINNIOCb HOBOE NOKOSIEHME CO CBOUMU naeAmU. V13BecT-
HaA KapTuHa BukTopa NuBoBapoBa «Teno MOCKOBCKOro
HeoduMLmManbLHOro uckycctea 60—70-x rogos» (2002)
npegcrasnAeT cobon aHTOPNoMopPH3NPOBaHHLIN CMn-
COK Y4YaCTHUKOB 3TOro asuxeHunA. OH BKoYaeT 63 nve-
HW (a ecnu packpblTb abbpesnatypy KO, To, HaBepHoe,
0K0J10 70). KOHEYHO, XyO0XXHUKOB, AEACTBYIOLMX BHE
odhmumansHoro nond, 6u110 6onblie, HO, O4eBUOHO, MO
KOHLeNnuun aBTopa, TOT, KTO HE BOLIEN B CMUCOK, He AB-
NANCA OpraHM4yeckKom 4YacTblo 3TOro «Tena». [ponyckom
B 3TO 3aKpbITOE COOOLLECTBO OblNa XyooXXeCTBEeHHas
OPUrMHAaNBLHOCTb, UK, NO BbipaXkeHnto Muxauna po6-
MaHa (opyroro ero ufneHa, AaBlero emy HaumeHoBaHue
«BTOPOW PYCCKWUI aBaHrapg»), CnoCo6HOCTb, NpenbAa-
BUTb «COOCTBEHHbI MUP 3HAKOB 1 COBCTBEHHbIN MUP
noasunn»2. Cny4yanHo Nnm He Cny4arnHo, EBPEN YNCIIEHHO
COCTaBNAMM OKOJI0 NOMOBUHBI «Tena». OgHako BONpoc,
urpanu nu KynbTypa u ncnxonorna eBpenckoro MeHb-
LUMHCTBA KaKoe-TO 3Ha4YeHne B UICTOPUN «BTOPOro aBaH-
rappa», Bcerga B OCHOBHOM nsberanu paccmaTpusarsb.
Y 3TOro 6biniM CBOU OCHOBaHUA, U HE TOSIbKO MOHATHOE
HeXxenaHve NoHMMaTb HauMoHanbHyo NpobnemMaTumKy.

B TO BpemMA Kak aBaHrap Hayana Beka conpoBoXaarnca
€BPENCKNM HaLMOHaNbHbLIM BO3POXAEHMEM U napan-
NenbHbIM OBUXEHNEM B UCKYCCTBE, «BTOPOW aBaHrapn»
cylwecTBoBan B CUTyauuu oTpuuaHnAa n ymmpaHma es-
pernickon kynbTypbl B CCCP. MNoaTomy a priori KaxkeTcs,
4YTO co3aaTth XOTA 6bl MUHUMASLHYIO NIMHNIO EBPENCKON
pechnekcmn B UCKYCCTBE B TO BpemA OblfiIo HEBO3MOXXHO
no BCeM nokasarteniAM: BCe, 4TO Tak UM MHaye Morno
Obl CTaTb A4NA Takon pedhIeKCUN TOYKOW OTTaNKMBaHUA,
6b110 NpakTUYeckn HegoCcTynHo. EBperickaA pennrnos-
Ho-(punocodckaa Tpagmuma Haxogunachk nog oouum-
asnbHbIM 3anpeToM, EBPENCKNN MOOEPHN3M B UCKYCCTBE,
nntepartype n Teatpe ObiN pasrpoMsieH, a rasHana apa-
Ma HeJaBHeln eBpPercKon UCTopUn, XONOKOCT, 3aManyu-
BancAa. M Bce xxe Mbl yBUANM, YTO BCE 3TN «HECYLLECTBY-
owme» hakTopbl BO3HUKIN U Cbirpany CBOIO POk B pas-
BUTWM HOBOrO A3blka HEO(hULMANBHOIO UCKYCCTBA.

To, 4TO eBpeeB B anlbTePHATUBHOM KybType
6yneT MHOro, 6bI/10 OXXnaaemo, NOCKOsbKY UX ohunum-
anbHaA Kkapbepa ABnAnack npobnemaTtnyHon. Ouum-
anbHaA cpena 6blna He PenpeccMBHON, HO couManbHO
N NCUXONOrMYecKn AMCKOMGOPTHON, TaK Kak HaBA3bI-
Bana MMMUKPUIO, 3acTaBAA eBped TpakToBaTb cebA

strated the power of contemporary art. These
encounters ultimately led to the emergence in the
1960s of a group of Moscow artists who went be-
yond imitating Western or old Russian avant-garde
forms. They aspired to inventinvent their own artis-
tic language. By the 1970s, a new generation had
brought its own ideas to the movement. Viktor Piv-
ovarov’s “The Body of Moscow Non-Official Art of
the 1960s—1970s” (2002) is an anthropomorphized
list of the movement’s participants. It includes 63
names (about 70 if you count the members of Col-
lective Actions, which he abbreviates as “KD.”) The
field of unofficial artists was larger, but evidently
Pivovarov chose to exclude “non-vital” parts from
the “body.” The membership in this closed commu-
nity was granted on the basis of artistic originality,
or as Michail Grobman (the member who coined
the phrase “second Russian avant-garde”) put it,
the ability to declare one’s “own world of symbols
and one’s own poetic world.”? Coincidentally or not,
more than half of the names in Pivovarov’s “body”
are Jewish. Whether the Jewish minority’s culture
and psychology played a role in the history of the
second avant-garde has always been something
of a taboo subject. An understandable reluctance
to bring up the national question was one reason
why. Whereas the first avant-garde movement had
coincided with a revival of Jewish nationalism, the
second avant-garde occurred at a time when Jew-
ish culture in the Soviet Union had been shunned
to the brink of extinction. It seems, therefore, that it
would have been impossible to establish even the
faintest line of Jewish artistic introspection, since
nearly everything that might have served as a point
of departure was inaccessible: The Jewish reli-
gious-philosophical tradition was officially banned;
Jewish modernism in art, literature, and theater had
been destroyed; and the central drama of recent
Jewish history, the Holocaust, was hushed up. And
yet, | will show that these “nonexistent” factors in-
fluenced the development of the new language of
unofficial art.

The overrepresentation of Jews on the alter-
native cultural scene should come as no surprise
given the obstacles they faced to mainstream
careers. Official culture wasn'’t repressive, but it
was socially and psychologically uncomfortable
for Jews because it required that they blend in and
self-identify as “Soviet people” while at the same
time refusing them equal opportunities. Unofficial
culture freed Jews from these dilemmas; it didn’t
force them to choose between identifying as Jews
and rejecting their heritage. It was the first in-
stance in many years that a “neutral society” had
appeared in Russia. This model of co-existence
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KakK HeMTpanbHOro «COBETCKOro YenoBeka», He npeno-
CcTaBnAA emy Npyv 3TOM rapaHTUPOBaHHOIO paBeHCTBa
BO3MOXHOCTEN C ApYyrMMn coOBETCKUMU NitoabMun. Heodou-
unansHaA KynbTypa usbasnana ot aTux gunemm, Tak
Kak He TpeboBana H1 NPUHAANEXHOCTU K €BPENCTBY,
HW 0TKasa OT Hero. 34ech Brnepsble 3a A0Mroe Bpema
CKnaablBanacb MoOesb Tak Ha3blIBAEMOro «HenTpasib-
Horo obuwecTBa», KOTopaa BO3HMKNA B EBpone B camom
Havane moaepHmM3aunmn eBpercTea, a B Poccum oo storo
cylecTBOBana nuib cnopagmyeckmn®. B Taknx «Hen-
TpanbHbIX 06LecTBax» NPeacTaBUTENN HaUWMOHAIbHOMO
60NbLWMHCTBA N MEHBLLUMHCTBA PaBHOMPAaBHbLI U CBA3aHLI
06WMMU nHTEpecaMmn. OTU OCTPOBKN OOLLEHMA MEXAY
HAMW BO3HUKAIOT B cpepe NHTENNEeKTyanbHbIX 3aHATUN,
KYNbTYpbl U AaXKe PENIUrMO3HbIX NOUCKOB, HECMOTPA Ha
pasnunume KoHdeccuii, — paan obmeHa ngeaMn 1 onbl-
TOM, B KOTOPOM HY>KJAtOTCA BCE €ro YfeHbl, N NO3TOMY
HW ogHa NO3MUMA B HUX HE NOSABNAETCA N HE ANCKPU-
MUHUpyeTcA. HeodumumansHaa KynbTypHaa cpena Mo-
ckBbl 1960—-1970-x ABNANacb MMEHHO Taknum O6LLECTBOM,
B KOTOPOM Oblfiv NpeacTaBeHbl PAAOM U Y>XUBaNUCh
BCE KPalHOCTN — XPUCTUAHCTBO U Myan3M, pyCCKuUi
HaUMOHaNM3M 1 3anagHN4ecTBo, 6ypiKyasHblii nmbepa-
JIN3M N MOHapPXM3M.

EBpeto B «HenTpanbHOM 00LLEeCTBE» MOXHO ObINO
6bITb caMmM cobor 6e3 HanpPAXEHUA U NPUHYXAEHUA,

M NPy 3TOM BaXKHO OblN10 MOAYEPKHYTb, YTO 3TO 0bLLe-
CTBO He ABNAMOCH «TOMIEPaHTHbLIM» B CErOAHALIHEM
NOHMMaHUM 3TOro CfoBa, TO €CTb TAaKNUM, B KOTOPOM
BOMPOC HauWOHaNbHOM NoeHTUnKaumm cHMTaeTca Yem-
TO HENPUNNYHBIM. HanpoTuB, YneHbl 3TOro Kpyra Mornu
npugaeatb 3Ha4eHMe CBOUM HaLUMOHasbHbIM KOPHAM,
€CN1 MM 3TOro XOTENOCh, BCTYNaTb B NOIEMUKY, HO NpU
3TOM MPEMMYLLECTBOM «HEUTPasibHOro obLecTsa» ne-
pen noanosibHbIMM COOBLLECTBaMM, CMIELMANBHO YTBEPX-
JatoLWmMm eBpenckmne LeHHOCTU, BbINo OTCYTCTBUE 3aM-
KHYTOCTU 1 BO3MOXXHOCTb Auasnora He TOSIbKO BHYTpU
eBpencKomn cpefpl. B yacTHOCTW, B Kpyry XyOOXHUKOB

1 noatos 1960-x rogoB pycCcKMe 1 eBpenckme HalumoHa-
JINCTbI MOFNIN CNOKOMHO COCYLLECTBOBATL U BbICKa3blBaTb
CBOM MAEN NOA OOHOM U TOW XXe KpbIWen 3a OOHUM U TEM
>Xe CTOJIOM — BaXXHOCTb Auasnora u cBoboabl Xyaoxe-
CTBEHHOrO noncka npesanvposana.

BoT 0ouH 13 NpUMepoB Takoro COTpyaHNYeCTBa:
cnoHncT Mmnxaun N'pobmaH 1 pycckum MoHapxmcT Anek-
cert CMMPHOB, CEMbA KOTOPOro NpuoTUNa nocnegHero
PYCCKOro CMMBOSIUCTA U PENIUTMO3HOrO MbICIUTENA
OaHnnna AHgpeeBa, B KaKON-TO MOMEHT COBMECTHO
0o6Ccy>xaoanun xXyaoXXecTBeHHO-pMNI0COCKY KOHLUENLNIO
«Marmyeckoro CumMBonu3ama»*. Kaxablin noHuman nog,
3TUM 4YTO-TO cBoe: AnAa 'pobmana, ¢ 1960 roga norpy-
>XEHHOro B N3y4YeHne eBpenckon Tpaguumm n kabbansol,
WMCTOYHUKW NO KOTOPOWN OH pasbickuBan n ndyyan B Jle-
HUHCKOM BMBNNOTEKE, 3Ta KOHUEeNUuA 6bina paBHO3HAY-
Ha CO3[aHUI0 «COBPEMEHHOIO EBPENCKOro UCKYCCTBa».
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of Jews and non-Jews came withemerged with
the emergence of modern Jewry in Europe, but
only sporadically appeared in Russia.® In a neutral
society, representatives of majority and minority
ethnic groups are equal and bound by common
interests. These islands of inter-ethnic harmony
are characteristic for intellectual, cultural and reli-
gious pursuits, facilitating the exchange of mutually
beneficial ideas and experience, and ensuring
that no group is subject to abuse or discrimination.
The unofficial cultural scene in Moscow in 1960s
and 1970s was one such community: all marginal
groups — Christians and Jews, Russian nation-
alists and Westernizers, bourgeois liberals and
monarchists — were represented and got along
together.

In a neutral society, a Jew could be himself
comfortably and freely. It should be emphasized
that this community was not “tolerant” in the cur-
rent sense of the word, which considers questions
about national identification somehow impolite. To
the contrary, members were free to derive meaning
from their ethnic roots and engage in polemics. The
neutral society’s advantages over underground
Jewish communities were less insularity and an
opportunity for dialogue with non-Jewish members.
Among artists and poets in the 1960s, Russian and
Jewish nationalists could peacefully coexist and ex-
press their opinions under one roof. Dialogue and
free artistic exploration were valued above all else.

For example, Michail Grobman, a Zionist,
and Alexey Smirnov, a Russian monarchist whose
family sheltered Daniil Andreyev, a religious thinker
and the last surviving Russian symbolist, at one
point discussed “magic symbolism.™ They disa-
greed about the meaning of the term. For Grob-
man, who since the early 1960s immersed himself
in the study of Jewish traditions and Kabbalah,
scouring the Lenin Library for information, “magic
symbolism” was the foundation of “contemporary
Jewish art.” An ambivalent inscription that Smirnov
(no stranger to provocative remarks) made on the
back of a painting by Vladimir Yakovlev illustrates
the paradoxical relationships that existed in those
days. “Yakovlev is the maddest of Moscow Jews,”
he wrote on the painting, which he owned. “A fully
developed degenerate. But of all Moscow Jews,
he’s the closest to true painting.” The artwork soon
found its way into the hands of Grobman, who
revered Yakovlev. From Smirnov’s point of view,
Yakovlev was “abnormal” because he was Jewish;
as the anti-Semitic cliché goes, Jews are a degen-
erate people who produce degenerate art. Para-
doxically, “degenerate” art, which rejected dominant
aesthetic rules, came closer to genuine painting

O napapokcanbHOCTM CBA3bIBABLUMX JIIOAEN B TO BPEMA
OTHOLLEHWU CBUOETENbCTBYET ambnBaneHTHaA Hagnuc,
caoenaHHaA CMMPHOBbLIM (HMKOraa He CTECHABLUMMCA
BblpaXaTbCA 3NaTa)HO) Ha 06opoTe OOHON N3 NpUHaa-
nexxasLlmx emy pabot Bnagummpa Akosnesa, KOTOPOro
OH 1 'pobmaH LeHunm 6onblue Apyrnx XyOOXHUKOB:
«AkoBneB — Hanbonee CNATUBLUNIA N3 BCEX MOCKOBCKNX
eBpeeB. 3aKOHYEeHHbIN TUN gerpagaHTta. Hanbonee 6nu-
30K 13 BCEX MOCKOBCKUX €BPEEB K XXunsonucu». PaboTa
BMeCTe C Hagnucbio BCKOpe nepeko4veBana B KONNeK-
uuto NpobmaHa. B nepcnekTnBe, B KOTOPOW €ro Buaen
CMUpHOB, «HEHOpManbHOCTL» AKoBeBa bblna cBA3a-
Ha C ero eBpencTBOM. OTO elle OANH aHTUCEMUTCKUIA
LUTaMn, COrfacHo KOTOPOMY eBpen — 3TO BbIpOoAUB-
LaAcA HaumA, KoTopaaA NPOU3BOAMT BbIPOXOEHYECKOEe
nckyccteo. OgHaKO «BbIPOXAEHYECKOE» UCKYCCTBO,
OTAANAACh OT pauMOHaNbHbIX KAHOHOB NMPaBUSIBHOCTM,
napagokcasnbHbiM 06pa3omM conmxxanock B rnasax Mo-
AepHucta CMMpPHOBA C HACTOALLEN XXUBOMUCHIO. JTa Xe
Hagnucb CBMOETENbCTBYET O TOM, YTO CBOE €BPENCTBO
AkoBneB, KOTOPbIV ApY>Xun 6osbLUe Bcero ¢ 'pobmaHoM,
He CKpblBas, 1 0 TOM Xe roBopAT ero paboTsl, cpean Ko-
TOPbIX HEPEOKN eBpenckue NnopTpeThbl U TUMbIS. B 3TO xe
BpeMA He oguH Tonbko CMUPHOB cumnTan AkoBnesa yiib-
TUMaTUBHBIM XYO0XHUKOM, «Hanbonee 6M3KUM K XXUBO-
nncu». AKOBNEB HEe Cry4anHo 3aHMMaeT ocoboe MecTo
N B «Tefle» MOCKOBCKOro HeohmnumanbHOro MCKyccTaa:
lMnBoOBapoB BbiCcKa3an oblee MHeEHE, NOMECTUB ero
MMA B CAMOM LIEHTPE U306paXkeHna. OTO UMA HanmcaHo
noBepx KOHTypa rnasa, NoMeLeHHOro Mexay nerknuMu,
N3 Yero MOXXHO 3aK/KUUTb, YTO AKOBNEB A0/MKEH OblN
CNY>XUTb aBaHrapgHoMy Teny CBOEero poga «AyXOBHbIM
3peHuem». 1 B camom gene, B Havane 1960-x rogos OH
6b11 383001 aBaHrapaHOro XygoXecTBeHHOro coobuue-
cTBa. KomneHcupyAa NHTENNEKTOM N TEMNEPaMEHTOM
60ne3HN 3peHna N genpeccuio (M3-3a KOTOPON OH He-
CKOJbKO pa3 okasblBancA B 60NbHULE), OH paHbLue Opy-
rMX OCBOWJ CMEKTP TeYEHUI COBPEMEHHOIO 3anagHoro
NCKyccTBa 1 CBOBOAHO Urpasn accoumaLmamm ¢ XXNBO-
nuceto MoHapuaHa, Knee, lNonnoka, pycckux ytypu-
cToB. Ero Hencuepnaemaa xyno>kectBeHHanA haHTasums,
cBoboga 1 pasHoobpasve Xo4oB BANAMN Ha Lenblin Kpyr
XYOOXHUKOB, HO BAMANW packpenoLiaiolle, — cnenya
ero npumepy, Kaxxabli ctapasnca NpUrUTN K TaKoMy Xe
pa3HoobpasHoMy B3rnAaay Ha UCKYCCTBOC.

'pobmaH OTHOCKCA K UCKYCCTBY CBOEro apyra
Kak K >XVBOMY BOM/IOLLUEHUIO «Marn4eckoro CUMBOJINS-
Ma», TO eCTb, B €ro NOHUMaHNN, — UCKYCCTBa aBaHrapa-
HOro, CO30aKoLero AeNCTBUTENBHOCTb, HE CBA3AHHYHO
¢ n3obpaxeHuem. «CMMBONN3MOM>» OHO ABNAETCA
TONbKO B TOM CMbICE, YTO B CU/Ty CO30aHHON B HEM
HOBMW3Hbl OHO CNYXUT AENCTBEHHbIM U BHYLLAIOLLMM
3HEpPrmo CUMBOJIOM CaMOro «TBOPEHUA N3 HNYETO».
OHeprmna TBOPeHNA — 3TO rfaBHaA Tema CpegHEeBEKOBOM
€BPEeNCcKON MUCTUKN U OQHOBPEMEHHO OCHOBHAaA Tema

in Smirnov’s eyes. (Smirnov was a modernist him-
self.) The inscription is also evidence that Yakovlev,
whose closest friend was Grobman, didn’t hide
his Jewishness. Jewish heads and portraits are
frequent in Yakovlev’s oeuvre. Smirnov wasn'’t the
only one who saw him as “closest of all to genuine
painting.” It’s no coincidence that Yakovlev occu-
pies a special place on the “body” of Moscow unof-
ficial art: in placing him at the center of the image,
Pivovarov was expressing a widely held assess-
ment. Yakovlev’s name is written across the image
of an eye, which is placed between the lungs, sug-
gesting his role as the “spiritual eye” of Moscow
unofficial art. Indeed, in the early 1960s, Yakovlev
was the star of the avant-garde scene. He compen-
sated for poor eyesight and depression (he was in
and out of psychiatric clinics) with intelligence and
creative energy. He was among the first to grasp
the entire spectrum of contemporary Western art,
freely employing references to Mondrian, Klee, Pol-
lock, and the Russian futurists. His inexhaustible
imagination, freedom and versatility had a liberat-
ing influence on many artists, who sought to follow
his example by adopting a similarly wide-ranging
conception of art.®

Grobman saw his friend’s artworks as living
embodiments of “magic symbolism,” art that was
capable of creating images unconnected to the
imitation of reality. It was “symbolism” only by virtue
of being innovative, and thus a powerful symbol
of “creation out of nothing.” Creative energy was
central to both Jewish mysticism and suprematist
theory. Having rejected followed Malevich and
the futurists, Grobman expressed (beginning in
the early 1960s) a desire to create “contemporary
Jewish art,” a passion he shared with Yakovlev.
Strikingly, his project was similar to on the compre-
hension of Jewish art by members of the New York
School, who several years earlier had discussed
the connection between Jewish spiritual philoso-
phy, avant-garde art and abstraction. It began with
a manifesto by Barnett Newman, which renewed
interest in the idea of the “sublime” — of which the
Torah’s ban on graven images is a conspicuous
Kantian example — and launched an abstract,
non-representational style inspired by the Kabba-
lah.” In the 1950s and 1960s, the Jewish Museum
in New York hosted a series of major exhibitions
of New York avant-garde artists in recognition of
the connection between Judaism and contempo-
rary abstract art. Prominent critics pointed out the
similarities between Jewish and avant-garde ideas;
for Harold Rosenberg Judaism opposes material
art objects and therefore anticipates conceptual
art.® Grobman’s “Jewish project” took him precise-
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TEOpPEeTMYECKOoro Hacneaua cynpematuama. lNMoatomy
aBaHrapgHble novckn Akosnesa u camoro I'pobmaHa,
oTTankMBasLleroca oT naen ytypmuctos n Manesuua,
coBnaganu ¢ 3agadven co3gaHna «COBPEMEHHOMO eB-
pencKoro nckycctea», o 4em 'pobmaH rosopun u nucan
HaudnHaAa ¢ 1960-x rogos. NopasnTensHbiM 06pa3oM ero
NPOEKT 6b11 n3omopdeH pedniekcumn Ha Temy eBpPENCKO-
ro UCKYCCTBa, KOTOpanA BO3HMKNA B Hblo-MopKckoi wko-
Nne, rae cBA3b €BPENCKON cnMpuTyanbHoOnM hmnocogum,
aBaHrapga n abctpakumm obey>kaanacb Ha HECKOSbKO
neT paHblle. Bce Havanock ¢ Toro, 4To bapHeT Hbto-
MaH Hanucan MaHUdecT, B KOTOPOM BO3pOAn UHTepeC
K KaTeropmm «BO3BbILUEHHOr0», MPMMEPOM KOTOPOro
n3gaBsHa ABNAETCA Myaelnckan 3anoBedb 3anpeTta Ha
n3o6paxkeHna, n cosnan abCcTpakTHbIA CTUb HA OCHOBE
kabbanucTndeckmx npeacTtaeneHnin’. Cnegya Ton xe
noruke, Espelicknii Myaei B Hblo-Mlopke Ha npoTaxxeHum
1950—-1960-x rogoB NpoBen uenbin pAag 3Ha4YnTesbHbIX
BbICTABOK HbIO-MOPKCKOro aBaHrapaa, npuH1uMan Bo
BHMMaHue TO, YTO abCTpaKTHOE U, LUMPE, COBPEMEHHOE
WCKYCCTBO NprobpeTano 0Cob6eHHOe 3HaYEeHNE B KOHTEK-
cTe nypaunsma. VIsBeCTHbIMM KpUTUKaMKM BbICKa3bliBannCh
Tak>Ke MbICMM O COBNaaeHnn noen nyganama n xyaoxe-
CTBEHHOro aBaHrapga 1, HeCKoJsibKo Mo3)e, 0 TOM, 4YTO
nypamam 3aksovaeT B cebe naeto otkasa ot Xyaoxe-
CTBEHHOro o6beKkTa B NpuHUUNe, NpeaBoCcxXman Tem
CcaMblM KOHLIENTYanbHOE UCKYCCTBO®. VIMEHHO B 3TOM
pycne Nnpoucxoamno pasBuUTMe «eBPerCcKOro NpoexkTa»
'pobmaHa — oT abCcTpakumn K KoHuenTyannamy. Yto
YOVBUTENbLHO, TEM CaMbIM OH OTOLLEN OT TpaguUMOH-
Hon onA Poccum mopenu eBpemnckoro xyaoXkHuka. Kak
N3BECTHO, EBPENCKMI XyO0XHUK B PYCCKOM aBaHrapae
Hayana Beka Bnagen CoBpPeEMEHHbIM A3bIKOM, HO Oblin
npy 3ToM POSIbKIIOPUCTOM Y MPUMUTUBUCTOM, BNIOBNEH-
HbIM B XKM3Hb «LUTETTNa», CTUIUCTUKY PE3HbBIX KAMEH-
HbIX HaArpobuin N cuHaroranbHbIX pocnucei. B otnnydne
ot Warana vnu Jlucuukoro, NpobmaH oTkasblBaeTcA

OT 3THOrpagmyeckoro nogxona, oT NO3TUKU YCIOBHO-
ro Butebcka, 1, nogobHO Xya0XXHUKaM Hblo-l7lopKCKO|7|
LLKOJIbl, OCHOBbIBAET CBOE UCKYCCTBO Ha abCTpakTHOM
dunocothnn 1 Ha TPAHCLEHAEHTATUCTCKUX BO33PEHNAX
Kabbanbl®.

Cnepya csoein nporpamme, N'pobmaH NOCTENEHHO
pa3paboTan ocobbli IMKTOrpadnyecknin 3HaKoBbIN Mo-
NyabCTpaKTHbIM A3bIK, OCHOBaHHbIN Ha Kabbanuctuye-
CKon chnnocodmm n Ha aHUMaIMCTUHECKOM CUMBOJSI3ME.
Mwup TBOpeHUA B KaBBaNUCTUYECKUX TEKCTax MHOroo6-
paseH 1 BKNYaeT nereHgsl 0 MUG0N0rMyeckmnx nepso-
cyLecTBax, KOTOpbIX XyOOXHUK BU3yanusnpoBan B BUAE
haHTaCTUYECKUX XXMBOTHbLIX U reOMEeTPUYECKMX hopMm.
Wpoeanom B ero nckycctee ctan JleBuadaH — orpomMHan
Mucponiornyeckan poiba, KOTOPYIO EBPENCKUE UCTOYHUKN
Ha3bIBaKOT «UIrPyLLKON» U «3abaBon» bora, u koTopas
npeancrasnAeT cobon 0oHOBPEMEHHO U NepBoOe Xyao0-
YXeCTBEHHOE NPOM3BeAEHNE, U UCTUHY B NOCNEOHEN UNH-

1 z CoBpemMeHHHKH Oy/1yIIero
Contemporaries of the Future

ly from abstraction to conceptualism. The result,
ironically, was that he broke from the tradition of
Jewish artists in Russia. Early 20th-century Jewish
avant-garde artists combined a contemporary artis-
tic vocabulary with an interest in folklore and primi-
tivism — the shtetl, traditional carving, tombstones,
synagogue murals, etc. But Grobman rejected
Chagall and Lissitzky’s ethnographic approach and
Vitebsk-style poetics in favor of a style that more
closely resembled the New York School, whose
members were inspired by abstract philosophy and
Kabbalistic transcendentalism.®

Following in their footsteps, Grobman grad-
ually developed his own pictographic, symbolic,
semi-abstract language rooted in Kabbalistic phi-
losophy and animalistic symbolism. The Kabbalah
is full of legends about mythological primogenitors,
which the artist portrayed as fantastic animals and
geometric forms. His central myth was that of Levi-
athan, a giant mythical fish, to which Jewish sourc-
es refer to as God’s “plaything.” The Leviathan thus
represents the first work of art, and the idea of the
ultimate truth as. it is supposed to appear in the
end of days. Folkloric images enter Grobman’s art
through his fascination with the mythology of the
animal world. However, unlike his Russian Jewish
predecessors, Grobman does not employ joyful,
idyllic, or sentimental imagery. Consistent with
Jewish philosophy, which devotes considerable
attention to the origin of death, suffering, and evil
in the world, Grobman’s central motif is death. Ger-
shom Scholem ascribes the development of mature
Kabbalistic philosophy and its preoccupation with
theodicy to a need to make sense of the Jews’ cat-
astrophic expulsion from Spain,® an interpretation
of Lurianic Kabbalah that became unavoidable
after the Holocaust. Grobman’s art and Scholem’s
classic book, then unknown to the artist, therefore
share a common interest." Monsters, cosmic dark-
ness, and the black color fill Grobman’s canvases.
Broken lines form human and animal skeletons,
infusing semi-abstract, semi-mythological images
with severity and drama. This sense of drama is
palpable even in Grobman’s conceptual art imple-
menting script, whichscript differs from European
conceptualism in its use of sharply contrasting
black and white. Grobman’s performances in Isra-
el — he emigrated in 1971 — with the Leviathan
group were entitled “Angel of Death” and used the
lifeless Judean Desert and the Dead Sea as back-
drops. According to the artist, the energy in these
works come from thoughts about the Holocaust.'
This brutal energy can also be found in the many
political artworks and poems from Grobman’s
Israeli period. His political works about Russia,

CTaHUMM — OHa J0J/IKHA 06HAPY>XXUTbCA B KOHLE BpEMEH
(NeBnadchaHy otBOaNTCA OCOBaA Posb B €BPENCKOM acxa-
Tonorun). Yepes Mnonormio XXMBOTHOro MMpa BAnAHne
HapOAHbIX U306paXXeHNn NPOHMKaeT B UCKYCCTBO [pob-
MaHa. M1 Bce e, B OTNIMYME OT EBPENCKOro UCKYCCTBA
€ro POCCUMUCKMX NpeaLlecTBEHHMKOB, OHO HE PadoCTHO,
He NOUNNINYHO N HE CEHTMMEHTABLHO, MMaBHbIA €ro Mo-
TUB — 3TO CMepPTb. 34eCb OH NOCNEeAOBaTENbHO LWeN
B pycne eBpenckon mnnocockom Tpaguumnmn, Kotopas
0cobbIM 06pa3om cocpeaoToyeHa Ha npobneme nNpomc-
XOXOEHNA CMepTU, CTpanaHnA 1 3na BHYTPU TBOPEHUA.
lepwowm LWonem o6bAcHAET hopMmmnpoBaHue 3penoin u-
nocodpckor Bepcun Kabbanbl, C ee UHTEPECOM K Teoam-
uee, He06X0AMMOCTbLIO OCMBICNIUTL KaTacTpoduyeckne
C06bITUA n3rHaHnA ua VicnaHnn'. MNMocne Xonokocrta
TakaA uHTepnpeTauma nypmaHckon kabbansl 6bina Hems-
6eXKHOoN, 1 nckyccTeo pobmaHa ABNAETCA TakuUM Xe OT-
paxxeHneMm nHTepeca K 3Toh TeMe, Kak 1 Knaccmyeckan
KHura camoro LLlonema, B TO BpemA 'pobmaHy He n3BecT-
HaAa'. Yypgosuula, KocMmyeckana TbMa, YepHOTa MHoraa
3aHMMaloT BCE NPOCTPAHCTBO U306paXkeHna B ero pabo-
Tax, a MHoraa CoCTaBMAT 3epKasibHOE OTpaXXeHne nnm
N3HaHKY >XXMUBOro MM1pa; B NIOAAX U XUBbIX CYLLEeCTBax Jo-
MaHoM nnHWen bbiBaeT 0603HAYEH VX CKENET, U BCE 3TO
npupaeT noayabCcTpakTHOMY, NOyMUEONOrM4eckomy
nckyccTsy 'pobmaHa >KeCTOKOEe BblpaXKeHNe 1 NOBbILEH-
HYIO paMaTMYHOCTb. JTa ApamMaTUYHOCTb YyBCTBYETCA
Aaxke B ero KoHUenTyasbHbIX YUCTO WpUPTOBLIX pabo-
Tax, KOTOpble OT/INYAKTCA OT €BPOMNENCKOro KOHLUENTY-
anbHOro UCKYCCTBA PE3KOM KOHTPACTHOCTbLIO YEPHOro
n 6enoro. Bce nepdopmaHcsl, caenaHHble UM B N3panne
(FTpobmaH amurpmposan B 1971 rogy) ¢ NOMOLLBIO rpyrnbI
«JleBnadhaH», HasblBaOTCA «AHren cmepTn», nx ¢o-
HOM ABNAIOTCA 6E3)KN3HEHHbIE Nensdaxun Nyperickon
NycTbiHW U MepTBOro MopA, 1, COrnacHo COBCTBEHHbIM
cnoBam XyOOXXHUKa, aHeprua aTnx pabot bbina ceA3aHa
C MbIC/bIO 0 X0nokocTe'2. Tol e XeCTOKON aHepruen
obnapatoT ero 6onee No3gHee NONTUHECKOE UCKYCCTBO
N CTUXU, KOTOPbIX 6bI10 0CO6EHHO MHOMO B N3PanibCKUA
nepuopa. NMonutnyeckue pabotbl pobmaHa, cBA3AHHbIE
¢ Poccuein n ¢ KommyHnamom unu ¢ Miapannem, 6oinm
roMepu4eckn CMeLHbIMKU, HO 3TOT CMeX He Bblis JIerkum
N UPOHNYECKUM. MeCTO MPOHUN, TO €CTb XapakKTepHOM
ANA cou-apTa Urpbl ¢ 3aknagbiBaHNeM B BbiCKa3blBaHUe
NPOTMBOMOIOXHOro cMbicna, Yy 'pobMaHa 3aHmaeT
»XecTokana usgeska. 3no B ero paborax Bcerga onpege-
NeHo 6e3 BCAKOW ABYCMbICNIEHHOCTN, ero arpeccnseHasn
npupoaa nsobpa)keHa ¢ 0TBPaATUTENBHOCTLIO Ha rpaHn
Henpuemnemoro. K nctopmyecknm cobbiTUAM U K COBpe-
MEHHOM NONUTMKE OH OTHOCUTCA Tak, Kak 6yaTo BUANT
B HUX NPOAO/MKEeHME 60pbbbl MUGONOrMYECKNX TUTAHOB,
1 noABfieHne MMgonorn4eckmx obpasos B €ro NOANTU-
YeCKOM UCKYCCTBE He peaKOCTb.

Takol nocnegoBaTenbHON AeHTUMKaLUn
C eBpeNCKon Tpaguumen 6oblue He BbI10 HU Y KOro

communism, or Israel are extraordinarily funny, but
the laughter they elicit is never ironic or carefree.
Whereas Sots Art relies on irony for comic effect,
Grobman employs withering mockery. He express-
es his anger unambiguously, and his aggression
comes through with almost obscene malice. He
treats historical and current events as continua-
tions of mythological battles between Titans, so that
mythological forms appear frequently in his political
art.

No other member of the second avant-garde
identified with their Jewish heritage as closely as
Grobman. Most tried to dismiss their Jewishness
as unimportant and a source of inner discomfort,
which was the unavoidable manifestation of in-
ternalized discrimination. Reading recollections
and interviews by Jewish artists, one frequently
encounters the consequences of this dismissal:
feelings of emptiness, powerlessness, and a pain-
ful lack of traditions and connections. Jewish artists
expressed their internal collisions in different ways.
In the 1960s, Vladimir Yankilevsky limited his world
to the body and sexuality — direct links to the cos-
mos and music according to his personal mythol-
ogy — thereby avoiding society, where his lack of
traditions, habits, and reflexes caused discomfort.'
Eduard Steinberg and Mikhail Shvartsman em-
braced Christianity and invented their own forms
of religious-metaphysical art. Dmitry Lion spent
years with the reflexion of the Holocaust and of its
paradoxical imperviousness to aesthetic exegesis
and realistic forms of expression. He eventually
resorted to jagged strokes that “missed” the essen-
tial elements, a graphic language that sometimes
resulted in drawings that more closely resembled
manuscripts, a style that earned him many follow-
ers among book illustrators.™

Descriptions of acute discomfort appear
in recollections and later conversations with llya
Kabakov, who talks a lot about the psychological
subtext and hidden motivations behind his work.
Many of his remarks amount to a discourse on
trauma; Jewishness is rarely mentioned outright,
but we can be sure of its presence. Kabakov re-
ports feeling nagging “doubts of my own existence”
from childhood well into adulthood.™ This extreme
form of psychological discomfort is an unconscious
response to implicit threats to dismantle or even
denial of existence of and threats exterminate the
failed Jewish nation. Kabakov provides various
examples and formulations of this feeling, admitting
that it stems from childhood encounters with soci-
etal aggression and the need for mimicry. In this
connection he mentions the image of a “destructive
machine,” like a train moving at high speed to de-
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13 Y4aCTHMKOB «BTOPOro aBaHrapaa». bonbwmHCTBO
CTPEMUIIOCH BbITECHUTL €BPENCKYIO COCTaBNAIOLLYIO
CBOEro BHYTPEHHErO ONbITa Kak HeCYLLECTBEHHYIO, 1 60-
flee TOro — Kak UCTOYHUK BHYTPEHHEro anckomdop-
Ta. ATOT ANCKOMAOPT OblfT HEU36EXHbBIM CNEACTBMEM
NPOeKUUM ANCKPUMNHALIMOHHOIO AaBNEHNA Ha eBpeEB
BHYTPb, B 0611aCTb UHAMBUAYAIbHOW Ncuxonorum. Yurtaa
BOCMOMWHaHUA U UHTEPBbLIO XYO0XXHUKOB-EBPEEB, Ya-
CTO HaTasKMBaeLbCA Ha onMcaHme NocneacTBUn 3TOro
BbITECHEHUA — YYBCTBO NCUXONOrMYECKOW NyCTOThl,
oLUyLLleHNe HEXBATKW UMM OTCYTCTBMA TPpaauLnn, CBA3EN,
YYBCTBO HEBO3MOXXHOCTW OENCTBUA. OTU NEepexXxmMBaHuA
No-pasHOMy TPaHCHOPMMPOBASINCH B XYA0XKECTBEHHbIE
XXeCTbl 1 KoHuenumn. Tak, Bnagumup AHKUNEBCKMI
B 1960-e roabl orpaHnymnn CBOM MUp TENOM U CeKcyarb-
HOCTbIO, KOTOpPaA B €ro NepcoHanbHoOM M1Eoorum npa-
MO coeauHANacb C KOCMOCOM U MY3bIKOW, MUHYA COLMYM,
B KOTOPOM OH, MO COBCTBEHHOMY MPU3HAHUIO, OLLyLLas
cebA HenoBKo, Kak Yenosek 6e3 Tpaanumnn, NpmBbIYEK
N aBTOMaTUYECKUX peakumin'®. HekoTopble Xya0XKHW-
KN-eBpen yXoamnn OT CBA3aHHbIX C EBPENCTBOM TpaBM
n AMneMM B XpUCTUAHCTBO, Co34aBan, Kak 3ayapn
LTenH6epr n Mmnxann LLisapumaH, CBOV BapuaHThbl Yslb-
TUMATUBHO-PENNTMO3HOIO MeTapn3nN4ecKoro NCKyccTBaa.
OmuTpuia JInoH ponrmne rogpl 6611 06CECCUBHO NOrPy>XeH
B Temy X0S10KOCTa 1 B NapagoKC HEBO3MOXHOCTMW roBO-
PUTb O HEN 3CTETUYECKMM A3bIKOM, CO3AaBaTb UCKYC-
CTBO, a TeM 6onee, UCKYCCTBO, HaNoOMUHaloLWee Kakne-To
peanbHble obpasbl. PesynsTaTom paspelueHma aTux
NPOTUBOPEYNA cTan ero rpadpnyeckmin A3blK U3 pBaHbIX
LUTPUXOB, «MNPOMyCKakLWwmnx» OCHOBHOE, OCTaBNAIOLLMX
€ro HeBMOUMbIM, MHOTr4a HanoMUHaoLWMM pykonucu 60o-
1iee, YeM PUCYHKN, — MeTof, Y KOTOPOro 66110 MHOro
nocnegoBaTtesnien B KHUXXHOW rpaduke’.

OuckomdopT 0cobor OCTPOThLI ONMUCbIBaeTCA
B BOCMOMUHAHUAX U, B OCOBEHHOCTU, B NO3OHUX Ana-
norax Nnon Kabakosa, roe OH MHOro roBOpUT O NCU-
XOJIOrM4eCcKOor NogonneKe U CKPbITbIX MOTUBAX CBOUX
paboT. MHOrve pparmMeHTbl ero TEKCTOB CKaabiBaloTCA
B OUCKYpPC O TpaBme, B KOTOPOM €BPENCTBO MO BonbLien
YacTuM He Ha3bIBaeTCA, HO, Kak Mbl y6eanmMcA, KOCBEHHO
npucyTcTByeT. [1o ero CO6CTBEHHbIM C/lIOBaM, €ro ¢ OeT-
CcTBa 1 A0 CaMOM 3penioCT CONMPOBOXXAANO0 YyBCTBO, YTO
OH «COMHEBAETCA B CBOEM CYLLECTBOBaHUN»'%. B Takon
KpanHeln oopme 3TO HYBCTBO MCUXOI0MMYECKOro anc-
KomcpopTa ABNAETCA HEOCO3HaHHOW NPAMON Npoekumen
Ha COBCTBEHHYIO IMYHOCTb NPETEH3MN K €BPeAM Kak
K HecyLecTByoWeMy Hapoay, noanexxawemy ecnu He
NPAMOMY YHUYTOXEHMUIO, TO COLMAnIbHOMY OEMOHTAaXY.
KabakoB gaeT pasHble NpUMepbl U Ppa3Hylo TPaKTOBKY
3TOro 4YyBCTBA, B YACTHOCTMW, OOBACHAA €ro Tem, 4TO
OH C JeTCTBa CTONKHYJICA C arpeccuen KonnekTnea u He-
06X0AMMOCTBIO MUMUKPUK. B KOHTEKCTE 3TUX paccyxae-
HW BCTpeYaeTcA 1 06pas «MallnHbl YHUHTOXEHUA» Kak
HecylLueroca Ha 60/1bLLON CKOPOCTU Noe3natt. HYem xe
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stroy him.'® What kind of “existence” was he miss-
ing? The first serious step to self-definition was his
diploma project, and at this point Kabakov found
the strength to declare himself precisely as a Jew
as he chose to illustrate Sholem Aleichem’s novel
Wandering Stars. However, as Kabakov toldsaid
later, he continued to suffer from what he called

a “missing initiation complex,” which he felt a Jew-
ish artist could cure. (From this unconscious fan-
tasy later came his imaginary personnage Charles
Rosenthal, with fictional roots in Vitebsk and Paris,
just like Chagall.)'” No one forbid him to work on
such a subject, and yet it was his first unconven-
tional step away from official art.

Just as Grobman was the only part of the
unofficial “body” to study Jewish philosophical and
religious traditions, Kabakov was alone in trying
to resurrect early 20th-century Russian-Jewish
folk art and ethnography. He traveled to Moldova
to visit the only Jewish shtetls to survive Soviet
and Nazi terror relatively unscathed. Kabakov’s
drawings of a Balti street and a blacksmith bring to
mind Chagall.'® Having chosen his path, Kabakov
seemed to achieve his goal: while illustrating the
book Osya and His Friends by the Soviet Jewish
writer Buzi Olevsky, Kabakov felt himself ecstatical-
ly merging with the material, as he later described
it. Assessing the fruits of his labor, Kabakov said
his illustrations would not be out of place alongside
works by Jewish artists whose culture had “come
to an end with the destruction of Jewish theater,
Jewish poets and Jewish-language publishing.”®
Indeed, his illustrations for Osya and His Friends
are like a journey into world of Solomon Yudovin,
infused with the spirit of Yudovin’s woodcuts. The
next step was to have been a large painting in-
spired by the Jewish theater and Robert Falk,? but
the painting didn’t produce the desired results and
was never finished. Kabakov was again on the path
of imitation, mimicking “preexisting” forms, and he
still felt “absent from the world.” Kabakov became
Kabakov when he realized that he was a “carrier”
of nonexistence and could place this psychological
phenomenon at the center of his art.

Exploring this feeling and its causes was a
multi-stage process. In the beginning, emptiness
became a central theme in Kabakov’s art, the
personal revelation at the core of his albums and

“white paintings.”?' White “nothingness,” like a mys-
tical light, was the key element in his albums. Inter-
estingly, Kabakov offers two divergent explanations
forto this. He supports the general conception of

white as an unworldly, transcendental light, while at
the same time explaining that for him, a separate

emptiness lies behind it: “...what did | mean by my

6b110 4NA Hero B naeane «CyLecTBOBaHME», KOTOPOro
ero nuwunn? Korga peyb 3awia o TBOpPYECTBE, OH Ha-
wen B cebe cusbl 3aABUTb O CBOEM CYLLECTBOBaHUN
WMEHHO KaK eBPencKui XygoXHUK, B3AB UTOCTpaumnn
K pomaHy LLlonom-Anenxema «bnyxpatouwme 3se3abl»

B KayecTBe Tembl AUMNIOMHOro NpoekTa. EBpeickan
WNNKCTpauma 6bi1a TeM OCTPOBKOM pa3peLleHHOoro eB-
PEerncKoro NCKyccTBa, KOTOpbIn ewe octancA. Baaswunch
3a Takylo Temy, KabakoB npoaosmkan UcnblTbiBaTb «KOM-
NAeKkc OTCYyTCTBUA NHULMALUN», KOTOPYHO, Kak OH YyB-
cTBOBan, Mor 6bl eMy faTb EBPENCKUIA XYOOXHUK (KaK
OH rOBOPUT, N3 3TOW HEOCO3HAHHOW haHTa3umn No3xe
BO3HUK LLlapnb Po3eHTanb ¢ xapakTepHon BUTebcko-na-
pwkckon buorpadmenn)'’. 3anpetntb emy pabotaTtb

Ha[ TaknM CHOXXETOM HUKTO He PELUMNICA, N BCE XKEe 3TO
Obl1 ero NepBbIN HEKOHBEHLMOHANbHbIN LWar, B CTOPOHY
OT ohnUMaNbLHOro UCKYCCTBA.

Kak 'pobmMaH 6bis1 eAMHCTBEHHbLIM B Heouuun-
anbHOM «Tene», KOro MHTepecosana espenckasa gu-
nocohCcKo-pennurmosHana Tpaamumna, Tak Kabakos 6bli
€[MHCTBEHHbIM, KTO NMONbITancA NPoao/MHKUTbL hOIbKIopP-
HO-3THOrpadM4EeCKNin BapnaHT EBPENCKOro NCKYCCTBa,
pasBuBaBLUMIACA B Ha4ane Beka B Poccun. Cnepnya aTon
Mogenu, oH oTnpasuncA B akcneguuuio no Monga-

BUN — B MECTA, B KOTOPbIX EBPENCKOE MECTEYUKO eLle
OOJKHO BbINI0 COXPAHUTLCA B OTHOCUTENBHOW HETPOHY-
TOCTU. HEMHOrMe pucyHku TOro nepmnona, nsobpakaro-
wure ynuuy B Benbuax n Ky3aHeua, NOX0XU Ha PUCYHKN
LWarana'®. Kasanocb, BCTas Ha 3TOT nyTb, Kabakos
OOCTUT LeSIN: OH NULWeT O CBOEM NPAMO 3KCTAaTUYECKOM
CNNAHUM C MaTepmanoM npu ohopMIEeHNN KHUMN Co-
BETCKOro espeickoro nucatenA byan Onesckoro «OcA
n ero opysbA». OueHnBaA BNOCNEACTBUN pe3ynbTaT
CBOEro Tpyaa, OH roBOpWA, YTO caenan unncTpauuuy,
KOTopble Mornun 6bl BCTaTh B pAL ¢ paboTamun eBpeii-
CKUX XYOOXXHUKOB, NPUHAANEXaBLUMX K TOW KynbType,
KOTopasa «npekpaTuiach C YHUITOXEHNEM EBPENCKOrO
TeaTpa, eBPENCKUX NOITOB, N30aTENbCTB HA EBPENCKOM
A3blke»'®. 1 B camom gene, 0610xKa 1 unactpauumn

k OneBckoMy — 3TO nyTewectene B Mup ConomoHa
lOpoBMHA, NPOHMKHOBEHME B CaMbll iyX €ro rpasiop.
Cnepytowen cTyneHbto fomkHa 6bina ctaTb 60nblian
KapTuHa, npencrasnAsLlaA cobon ABMXKEHNE B CTOPOHY
€BpercKoro TeaTpa Yepes nogpakaHune Pobepty danb-
Ky?°. Ho KapTunHa 6bina ocTaBneHa He3aKOHUYEHHOMW, Tak
Kak He npvBena K >xxenaeMmomy pesynbtaTy. CoBepLIeHHO
ACHO, YTO 3TO TakXXe B6blf NyTb MUMUKPUN, NOAPaXKaHUA
«y>Ke CyLLeCTBOBaBLUMM», N 4YTO HA 9TOM MYTWN YYBCTBO
«QTCYyTCTBUA cebA B MMpe» O0CTaBasioCb HEYCTPaHeH-
HbIM. KabakoB cTan KabakoBbIM, KOrga OH MOHAM, YTO
CYLLECTBYET B KQ4eCTBE HOCUTENA NCUXOI0rNMYECKOro
dheHOMEHA HecyLLEecTBOBaHMA, KOTOPbIN JOMKEH ObiTb
NOCTaBJIEH B LEHTP N306parkeHuns.

B nccnepoBaHuum aTOro 4yBcTBa U €ro NPUYMH
OH MpoLLeNn HeCKONbKO cTaauin. BHayane ogHoOM 13 Oc-

white. It’s a description of the emptiness that sur-
rounds the little man from all sides, and it can be
greeted with nothing but a deep sense of forebod-
ing. Right now | don’t feel emptiness closing in, so
| don’t make white paintings. But back then, when

I made all these paintings with balls, flies, etc., | felt
like these objects: surrounded by complete and
dangerous obscurity.”? Faced with a feeling of in-
significance bordering on “nonexistence” in a world
where everyone else existed, Kabakov painted
objects surrounded by a menacing, neutral “white”
background. The work brought him a feeling of ec-
stasy, just as his Jewish works had.?® And as with
the Jewish illustrations, he soon abandoned “white
space” in favor of something more precise. Kaba-
kov’s radical shift in the mid-1970s was precipitat-
ed by the realization that the “emptiness-threat of
destruction,” and the “emptiness-horror” were not
internal problems, but problems inherent in the so-
ciety in which he lived.2* He began to use bulletin
boards, schedules, placards and instructions to
explore his relationship to his “nonexistence.” In
paintings and installations, he employed the lan-
guage of officialdom to describe Soviet reality. The
language takes hold of the little man’s mind and
forces him to mimic his surroundings. While the
man’s consciousness shares in the some other’s
euphoria of turning chaos into official order, his
subconscious and emotions are left without support
and collapse into emptiness and fear. In an essay
on emptiness, Kabakov described it as permeating
Soviet life, likening it to something sublime and hor-
rifying, a subterranean ocean, an invisible, all-per-
vasive, life-destroying antimatter that “soaks up
and sucks out everything around it like a vampire.”
The comparison between Soviet civilization and
rapacious emptiness was by no means self-evident.
This image is clearly linked to his struggles as a
young man in the 1950s, coming of age at a time
of increasing and predominantly anti-Semitic terror,
a trauma the non-Jewish majority forgot. Kabakov
combined this all-pervasive horror with bureaucrat-
ic order and boredom, dragged it into the open, and
made it unforgettable — a significant achievement
not just for him and certainly not just in the context
of Jewry.

Reflecting on the verbal and visual manip-
ulations withof mass consciousness in the Soviet
Union became a collective effort for the “body of
Moscow non-official art” in the 1970s. Sometimes
it was a serious strategy, and sometimes it was an
ironic strategy with enormous potential for humor,
parody and jokes. As mentioned, the “body” was a
neutral society in which ethnic identity was at the
discretion of each member. But if an observer were
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HOBHbIX KaTeropuin ero TBOpYeCTBa cTasna Kateropma
NycTOTbl, U 3TO 6bINO YXe ero CO6CTBEHHLIM OTKPbLITUEM,
NerwvM B OCHOBY €ro anibboMoB U «6efbIX KapTUH»2",
Benoe «HNMYTO», Kak N3BECTHO, ABNAETCA NepcoHaXam
ero anbboMoB Kak MUCTMYECKUI ceeT. Ho nHtepec-

HO, 4TO 06bACHEeHNA KabakoBa Ha 9Ty TeMy CTPaHHbIM
06pa3om nayT No ABYM He CBA3aHHbLIM MeXay coboi
HanpaBneHnAaMm. OH nogaep>XnBaeT 06LWmMin ANCKYpPC

0 6eN10M Kak He3eMHOM U TPaHCLIEHOEHTHOM CBETe,

HO 3a 3TUM CTOUT AJ1A HEero ewe ogHa nycToTa, C NepBoWn
He CBA3aHHaA, pacckas 0 KOTOPOW NOABMAETCA TOMbKO
NOCThaKTYM: «...4TO A UMeN B BUAY CBOUM 6efbiM. 3TO
onucaHue NycToThbl, KOTOPaA CO BCEX CTOPOH OKPY>XaeT
ManeHbkoro yenoseka. OTHOCUTENLHO 3TOW MYCTOTbl HET
HUKaKMX NepLenuuin, KpoMe oXuaaHuin camoro xyauue-
ro. Y MeHs cenyac HeT 9TOro OLWyLeHNA noaxxuaatoLwemn
NycToThbl, U A cenyac He aenato 6enbix KapTuH. Ho Toraa,
Korga A genan 3Ty KapTuHbI C LWapuKOM, MyXOn U T. M.,
A 4YyBCTBOBAs Ce6A Kak 3TN BELM — OKPY>XXEHHbIM NoJSI-
HOW 1 ONacHOW HEM3BECTHOCTbI0»22. HanaA nnA cBoero
M3Ha4vyanbHOro YyBCTBa MU3EPHOCTU, HA FPaHN «HECY-
LLeCcTBOBaHNA» B 3TOM MUpPE, rae BCe OCTallbHble Cylue-
CTBYIOT, BblpaXKeHUe B «6enom» HEUTpasnbHOM hOHeE,
arpeccrBHO HanpaBfeHHOM MO OTHOLIEHMUIO K 0OBbEKTY,
KabakoB, TOYHO TaK e, Kak 1 Npu co30aHNUN CBOUX
paHHUX eBpenckux paboT, NCMbITbIBAET 3KCTaTUYECKoe
cocToAHme?. N kak 3To 6bIfI0 C EBPENCKUMM UNNKOCTPa-
UMAMK, NyTb «6eN0i NYCTOTbI» TOXEe BCKOpe Obln ocTaB-
NeH paam 6onee TOYHOro onpepeneHna. PagmkanbHbiv
NOBOPOTOM, COBEPLUEHHbIM B cepeanHe 1970-x ronos,
Ob1/10 OCO3HaHME, YTO «MYCTOTa-yrpo3a yHUUYTOXEHNA»,
«MyCcTOTa-y>xac» 6blfia He BHYTpeHHein npobnemon,

a npobnemon counyma, B KOTOPOM OH Xun®, Tenepb
paboTamu, NPOAMKTOBAHHLIMU OTHOLLEHNEM CO CBOUM
«HeCyLecTBoBaHNeM», 6blIn Te, MaTepmanom And KOTo-
pbIX NOCAY>XWUNW MaHepa 1 cogep>kaHue CTeHAOB, pac-
NUCaHUIM, NNakaToB U MHCTPYKLUMA. COBETCKNIA XabuTyc
6b11 yBUAEH 1 n3obparkeH KabakoBbiM B €ro KapTuHax
W MHCTannALMAX Kak Habop BNacTHbIX A3bIKOB, KOTOPbI-
MW rOBOPUT YCBOUBLLEE NX CO3HAHNE MafIeHbLKOro 4Yeno-
BEKa, NPUHY>XAaeMoro K MUMNKpun. B To BpemA Kak ero
CO3HaHWe y4yacTBYeT B KOSNIEKTUBHOMN 31chopmmn ynopa-
JOYEHHOro0 KOCMOCa, OH CaM CO CBOUM MOACO3HaHNEM

1 9MOLMAMU HE MMEET HNKaKOoM ornopbl 1 NpoBanueaeTcA
B MyCTOTY 1 cTpax. B cneunansHOM 3acce, NOCBALLEHHOM
NycTOTE KakK CTUXUWN, MPOHU3bIBAIOLLEN BCIO COBETCKYHO
XXN3Hb, KabakoB No-Npe>KHEMY ONUCLIBAET €€ KakK HEYTO
BO3BbILLIEHHOE, Y>XAaCHOe, KaKOMN-TO NOO3EMHbIN OKeaH,
HeBMONMOE BCENPOHUKaloLee aHTUBELLECTBO, aHHUM M-
nnpyoLLee Xu3Hb, KOTOpoe, «Kak BaMnup, BnvBaeTcA

1 BbICacbIBaeT BCe, YTO €€ OKpYy>KaeT». Takon yron
3pEHMA Ha COBETCKYIO UMBUNN3ALMIO, CBA3bIBAIOWMIA

€e C OTHMMaIOLLEl CyLLecTBOBaHME NyCTOTON, He camo-
oyeBuaeH. Obpasbl 1 rmnepbonbl 3TOr0 TEKCTA U BCEro
KabaKoBCKOro TBOpYECTBa ABHO CBA3aHbl C €ro Nepexu-
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to connect the pressure points, i.e. the first mem-
bers to think of themselves as reacting to “Soviet-
ness” as a whole, then the concentration of Jews
is even greater than in the “body” at large. Suffice
to say, the first attempt to capture the characteris-
tic features of Soviet habitus in everyday banality
was Oscar Rabin’s famous “Rubbish Dump No. 8”
(1958), a direct ancestor to Kabakov’s “Schedule
of Slop Pail Dumping.” Rabin’s “Passport” contin-
ues the theme of Soviet order as a mask for chaos
and entropy, speaking directly to the pressure that
Soviet society exerted on Jews to reject their eth-
nic identity. Since Jews had been under pressure
to reject nationality and become representatives
of the “Soviet people” for more than a generation,
they viewed anthropological and linguistic inquiries
into the nature of Soviet society as especially vital.
llya Kabakov, Erik Bulatov, Vitaly Komar and
Alexander Melamid developed new ways of analyz-
ing, magnifying, and neutralizing their interactions
with the Soviet system of verbal and visual commu-
nications. There were clear Western parallels and
precursors, such as pop art, but the “body’s” inter-
est in everyday Soviet society was more ironically
subversive. Collective reflection on the nature of
Sovietness in the 1970s dispelled disgust and fears
of death, brought liberating laughter, and lifted the
psychological curse placed on an earlier genera-
tion.

BaHnAMKM 1950-x rogoBs, TOW COBMaBLLEN C ero B3pocsie-
HMWEM UCTOPUYECKON TOYKMN HOBOIrO CKONIbXXEHUNA K Tep-
popy, KOTOPYHO, B CU/Y Hanpas/IEHHOro Ha HUX OCTPUA,
No4yBCTBOBA/IM B OCHOBHOM €Bpeun 1 KotopaaA 60bLUNH-
CTBOM 6blna nepexuTta u 3abbiTa. Kabakos BbiTalLm
3TOT BO BCEM NPOCBEYMBAIOLLMI Y>XKAC, NepeMeLLaHHbIN

¢ OIOpoKpaTUYECKMM MOPALKOM N CKYKOW, Ha CBET U cae-
nan y>xe He3abbiBaeMbIM. 3TO UMENOo 60/bLIOe 3HAYEHNE
y>Xe He TOMbKO ANA HEro U COBCEM He TONbKO B eBpeii-
CKOM KOHTEKCTe.

B 1970-e rogbl HabnogeHne Hag Npous3BoaVMbIMU
BNacTbiO BU3yasibHbIMU N BepbasibHbIMU A3blKaMu MaHu-
nynAauuun, pecnekcma no NoBoAY HMX 3axBaTUIN NOYTH
BCE «TesI0 MOCKOBCKOMO HEO(hULMANBLHOIO UCKYCCTBa»,
cTanm ero KonnekTueHbIM ycunuem. OHO 6b110 TO ce-
PbE3HON, TO MPOHMYECKON CTpaTernen, 3axkodaBLlen
B cebe 60NbLIOoN NOTEeHLMan CMeLWHOoro, NapoaninHoro
N aHekaoTUYecKoro. Kak y>ke roBopusiocb, Teno 6b110
«HEeNTpasnbHbIM 06LLECTBOM>», B KOTOPOM NMPOUCXOANS aK-
TUBHbIN OOMEH NaeAMn, a HauMoHanbHaA NOeHTUYHOCTb
6bln1a YacTHbIM Oenom Kaxxaoro. M ogHako, ecnn Ha-
6niogartens, paccmaTpuBaloWwnie KapTy «Tena», HaMeTuT
N CoeouHUT MeXay cobon Te 6oneBble TOYKU B HEM, KO-
TOpble NEPBLIMU BbIAENUAN U3 ceOA peakUnn Ha «COBET-
CKOE», TO KOHLEHTpauma eBpencknx UMeH 3aneckb byner
eule 6onbluen, 4Yem B «Tene» B LenoM. [loctaToyHo cka-
3aTb, YTO CaMOW paHHen NoNbITKON N306pa3nTenbHON
POPMYNNPOBKM COBETCKOrO, a He 06bIAEHHOro «BOO6-
we», 6bna 3HameHnTan «Momonka Ne 8» Ockapa PabuHa
(1958), npAmana npegwecTBeHHNLAa «PacnucaHma BblHOCA
nomonHoro Begpa» Kabakosa. «lMacnopt» PabuHa npo-
Jo/mKaeT TeMy COBETCKOro nopAaka Kak Macku xaoca
W SHTPONUU, NPAMO YKasblBaA Ha NPUHYXAEHWE K OTKa3y
OT €BPENCKON HAUMOHANbHOCTM B COBETCKOM COLIMYME.

B cuny TOro, 4To eBpeAm y>ke He B OAHOM NOKONEHUMN
npennaranocb CTaTb He eBpeAMUn, a NpeacTaBnTeNAMn
«COBETCKOro Hapoga» B YNCTOM BUAE, aHTPONosornye-
CKaA 1 NUHrBncTmnYeckan pedekcuA xapakrtepa coBeT-
CKOW 06LWHOCTM 6blna anAa HUX 0COBEHHO NPOAYKTUBHBIM
»xectom. Unba Kabakos, Opuk Bynatos, Butanuii Komap
n AnekcaHgp Menamug OTKpbINW HOBblE CTpaTernu

B aHanuse, runepbonnsaunmn n HemTpanusaunm cBoen
KOMMYHMKaLMM C COBETCKOM BNAaCTbiO. Y 3TOro TeveHuna
OblNIM ABHbIE 3anagHble napannienn n NnpenLecTBEHHUKM,
HO MOBNUABLUNIM HA HEro Non-apT Aaneko He obnapan
TOM MPOHUYECKOW CyOBEPCUBHOCTBLIO, C KOTOPOW «TE0»
CBA3asI0 UHTEpPeC K NOBCEAHEBHOW COLMANIbHOCTU CO-
BETCKOro Mmpa. Yepes cTpax cMepTu 1 OTBpaLleHne aTa
KONNeKTMBHaA pedniekema «CcoBeTckoro» B 1970-e roabl
npuBena K ocBoboxXaaroLwemy CMexy 1 K CHATUIO MCn-
XOOrnM4eCcKoro 3akNATUA, NexxasLlero Ha npegbiayLemM
NOKONEHUM.
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Muxauna I'pooman

buoJeickoe cTpoeHue
KBajpara

ManeBuy ymep, npax ero ckpbiv 1 3abblniv 0 HeM. XKu-
BaA gywa ManeBuya ckntaeTcA ¢ TeX nop, HO HeT e
N06BU N HET el poacTBEHHOCTK. [ocne net 3abseHunA
B3AM nmAa Manesuya, o6nenunu pasHoLUBETHbIMA By-
Maxkkamu 1 ecnu 6bl MOr/IM OTKONAaTb ero Teno, — TO
coXxpasnu 6bl ero, Kak f1akoMmoe 1 mogHoe 6nt100.

ManeBuy — mona, Manesmy — npegMeT pbl-
HOYHbIX cnekynAunin, Manesny — Tema nuTepaTypHbIX
aHTponodgaros — Takoro Manesun4ya HeT, He BbINO0 U He
6yneT. MNoanvHHbIN Manesny — peBOAOLMOHEP U NPO-
POK — [0 CUX MOP Harnyxo CKpbIT OT rnas u nasbues
CbITbIX UHTENNeKTyanoB. YTobbl NnoHATL ManeBnya, He-
06X04MMO MOHATL AYX U GYKBY PEBOMOLMOHHO- MUCTU-
4ecKoro co3ugaHua mupa.

OcHoBHasa v rpybas owmbka Bcex noyTm 6es mc-
KNOYEeHWA uccnegoBaTtenen pycckoro aBaHrapaa B ToMm,
YTO OHW, KaK Hekoraa JINHHe B eCTeCTBO3HaHUK, onpe-
OenAlT OYyXOBHYIO CBA3b ABMIEHUN NUCKYCCTBA NO BHELU-
HUM ¢hopMasibHbIM NPU3HaKaM, He MOHUMAaA BHYTPEHHEN
nornkn HanpaeneHua. Takum obpaszom Manesud nonan
B KOHCTPYKTUBUCTHI, B T€ CaMbleé KOHCTPYKTUBUCTHI, KO-
Topble 6blnn HE TONBbKO eMy Yy>XAbl, HO 1, 6osee Toro,

C KOTOPbIMW OH 60POCA BCIO XXU3Hb. HeT H14yero yansm-
TeNnbHOro, YTO Hale NoTpebuTenbLcKkoe obLWecTBo B NnLe
NoTPebUTENBCKN HACTPOEHHBLIX NCTOPMKOB UCKYCCTBA
npegnoynTaeT cumtatb Manesmya npaoTLOM XONOAWSb-
HUKa NN CYLUMAKK AS1A BOSOC U NOSIHOCTBIO UTHOpUpYeT
M He NoOHMMaeT Toro dakTa, 4To Manesuy ABNAETCA oAa-
HUM 13 NPOPOKOB XX BeKa.

Benunune KOHCTPYKTMBM3MA 3aK/0HaETCA B €ro
PEBOIOLUMOHHON NPakTUKe. KOHCTPYKTMBU3M €CTb
6opbba c apnUCTOKPaTUYECKON BbIYYPHOCTbLIO, KOHCTPYK-
TUBUN3M €CTb 3HaK BbICLLErO PasBuUTUA KanuTanmcTu-
YecKkoro obLwecTBa, KOHCTPYKTMBU3M 1 coLmnannam —
poaHble 6paTbA. «KOHCTPYKTUBU3M — CTPONHOE ANTA
WMHAYCTPUanbHON KyNbTypbl», — roBopuT Anekcen aH.
KOHCTPYKTMBU3M BUAOU3MEHAET DOPMbI, OH paboTaeT
6eCKOopbICTHO BO UMA couunanbHoro naeana. KOHCTpyKTu-
BW3M B COCTOAHUN NOCTPOUTbL AOM OJ1A HE POAMBLLErocA
elle yenoseka, M60 KOHCTPYKTMBU3M MPULLES U3 HAYKMU,
N3 TOYHOW MbICN, N3 TeXHONOrMK. A Hayka 6eccTpacTHa,
OHa HaMHOro o6orHana 4YenoBeYeCcTBO N ee He BOJSHYET,
YTO aTOMHOW 3HEPrnen pacnopAXalTCA OpaHryTaHrm
W 4YTO NpOrpamMmbl ANEKTPOHHO-CHETHbLIM MalMHaM OatoT
Hocoporn. Bennume KOHCTPYKTMBU3MA, Kak 1 Benuymne
topMCNpyaeHLUMn, B TOM, YTO OH paboTaeT Ha obLecTBo,
HO HE3aBUCUM OT Hero. KOHCTPYKTMBM3M He BMeLLnBaA-
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Michail Grobman

The Square as
a Biblical Construction

Malevich died, his remains were hidden and he
was forgotten. Malevich’s living soul has been
wandering ever since, though without its love and
without its affinities. After years of oblivion, people
seize the name of Malevich, stick to it like pieces
of colored paper, and if they could have his body
exhumed from the grave, would gorge on it as on
a dainty and fashionable dish.

Malevich is a trend, Malevich is a topic of
market speculation, Malevich is a theme for literary
cannibals. Such a Malevich does not exist, nor did
it, nor will it. The real Malevich, the revolutionary
and prophet, has up to now been hermetically
sealed off from the gaze and satisfied finger of the
intellectual. In order to comprehend Malevich, it is
necessary to comprehend the spirit and the letter
of the mystic-revolutionary.

A crude and fundamental mistake almost all
investigators of the Russian avant-garde make is
that they — as Linnaeus did in the natural scienc-
es — define as spiritual the obvious connection
between art and external formal signs, without
understanding the inner logic. In that way Malevich
fell in with the constructivists — the very construc-
tivists who were not only alien to him, but against
whom he fought his whole life. It is not in the least
surprising that in our consumer society, in the
face of consumer appeal, art historians prefer to
regard Malevich as a forefather of the refrigerator
or hair-dryer and completely ignore, and can’t com-
prehend, the fact that Malevich is one of the great
prophets of the 20th century.

The greatness of constructivism is in its
revolutionary practice. Constructivism is the strug-
gle against aristocratic pretentiousness, it is the
symbol of the lofty development of capitalist soci-
ety. And constructivism and socialism are brothers.
‘Constructivism is the well-formed child of industrial
culture,” Alexei Gan says. It changes forms, work-
ing disinterestedly in the name of social ideals.
Constructivism is the condition of building a house
for the as-yet unborn man, because constructivism
comes from science, from precise thoughts, from
technology. And science is indifferent, it outdistanc-
es humanity and is not rattled that atomic energy is
controlling orangutans and that computer-electronic
programs are feeding rhinoceroses to the machine.
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€TCA BO BHYTPEHHIOK OYXOBHOCTb YE10BEYECTBa, OH
TONbKO cO3JaeT maTtepuarnbHble POPMbl, MaKCUManbHO
ynobHble oA umBunusaumm. Manesmy n cynpemaTmsm —
BCE MHaye, BCce HaobopoT.

IInHna y Manesuya — 3TO He NpU3HaK foru-

KW, 3TO NPU3HAK AyXOBHOW YMCTOTbI. YepHbli KBagpaT
ManeBuya — 3TO CUMBOJ AYXOBHOIO CTPOUTENBCTBA,
He ¢om3ndeckoro. Manesuny ecTb NIOTb OT AYXOBHOM
NA0TU N KPOBb OT AYXOBHOM KPOBW 61BNENCKNX NPOpo-
koB. MNonckn Manesuya — ato noucku bora, panekne
OT NO33UN TEXHOIOMMYECKOM MbIC/IN; U HE NMOTOMY, 4YTO
ManeBuy npesnpan UM UrHopMpoBas TEXHOOMNIO, HO
NOTOMY, YTO OH CTPEMWICA K NEPEYCTPONCTBY, Npexxae
BCEro, BHyTPEHHEro Mupa 4yenoseka. KoHCTPYKTUBU3M
ecTb Mepa, Manesuny cTpemunca K 6e3mepHoOMY.

«Huyero oToensHOro He CyLecTBYeT, 1 NOTOMY
HEeT 1 He MOXKET ObITb NPEOMETOB U BELLEN, N MOTOMY
6e3ymMHa nomnbiTKa gocTuraTb Ux», — ropoput Manesuy.
A TaTnuvH B 3TO e BpeMA ABUraeTcA K Bellu, K npea-
MeTy, K MpaKTU4YecKon acTeTuke, Mbo BepuT B ee 6naro-
TBOPHOE BMIMAHME Ha OOLLECTBO.

«[epBbIfi NO3YHI KOHCTPYKTUBM3MA — [0S0
CMEKYNATUBHYIO AeATENBbHOCTb B XYA0XXECTBEHHOM
Tpyoe», — npoknamupyet ["aH. ManeBnY >ke HacTauBa-
€T, YTO UCKYCCTBO HE eCTb AeflaHne BeLlen, HO B nep-
BYIO odepeab — CNeKynATUBHOE MblwweHne. Nckyc-
CTBO-MbICS1b, MPOTUB UCKYCCTBA-BELLN.

B TO BpeMA Kak KOHCTPYKTUBUCTbI OOBABUNN «He-
NPUMUPUMYIO BOMHY UcKyccTBy» (A. laH) n npoBosrna-
CUNN «NHTEeNNeKTyanbHO-MaTepmnanbHoe NPonN3BoaCTBO»
(A. TaH), ManeBny 06BABMA HENPUMUPUMYHO BOMHY BELLU
BO nMA Ynctom BoxxectBeHHon mbicnn. Korga Manesuy
roBopuT: «HUCNpoBEp>KEHME CTaporo Mmpa UCKyccTea
Aa 6ygeT Bbl4EepYEHO Ha BallMX TaAoHAX» — 3TO HE eCTb
OTpuULaHWe CTUNAA BO MMA MHOTrO CTUNA, HE eCTb JIOMKa
BELUM BO MMA HOBOM BELUM, KaK Y KOHCTPYKTUBUCTOB, —
3TO €CTb HUCMPOBEPXKEHME UCKYCCTB, Lieflb KOTOPbIX —
Belpb. To ecTb, N0 Manesunyy, KOHCTPYKTUBU3M — 3TO
TOXe CTapbli MUP UCKYCCTB, 60 60pbba KOHCTPYKTU-
BM3Ma ¢ 6apOKKO BblTEKAEeT HE U3 pPa3HULbl OYXOBHbIX
CTPYKTYP, HO 13 34MMNOBa KOMMNeKca HOBOW KyNbTypbl.

KOHCTPYKTUBUCTbI BbINN BETMKUMU AETbMU CBOE-
ro BPEMEHU, AEeTbMN HOBOW COLMaNbHO-NOE0I0MNMYECKON
anoxn. KOHCTPYKTUBUCTbI poaUNINUCL B Heagpax kanutanu-
CTUYECKOro UCKYCCTBA, YTOObl 06 BbABUTHL BOWHY POANB-
Wwemy nx YypeBy. Manesud, Npu BCen ero CBA3aHHOCTH
N HEPa3pPbIBHOCTU C PEBOSTOLIMOHHOM 3MOXO0KW, eCTb TUN
nposuaua v xpeua, AyXOBHOMY B30pY KOTOPOro packpbl-
Tbl BHEBPEMEHHbIE NEPCMNEKTMBLI YENTOBEYECKOro ObITUA.

KOHCTPYKTUBU3M €CTb CTPOUTENLCTBO HOBOMO
Mupa B MykKax OTpuLaHuA, cynpemaTuaMm — NpuHLM-
nnanbHO OTAIMYHAA OT cTaHgapTa ycTaHoska. Cynpe-
MaTWU3M €CTb CBOEro poaa XyOOXXeCTBEHHbI nyaanam,
He NMEIOLWNIA U TEHU CONPUKOCHOBEHWUA C A3LIYECKUM
NOKJTIOHEHNEM BeLLeCcTBEHHOMY Mupy. CynpemaTmam

The greatness of constructivism, like the greatness
of law, is that it works on society but is independent
of it. Constructivism doesn’t meddle with the inner
spirituality of mankind; it simply creates the mate-
rial forms that are of maximum convenience to civ-
ilization. Malevich and suprematism: everything’s
opposite, everything’s the other way round.

Malevich’s line is not a sign of logic, it is
a sign of spiritual purity. Malevich’s “Black Square”
is a symbol of spiritual, not physical construction.
Malevich is a body with the spiritual flesh and blood
of a biblical prophet. A search for Malevich is a
search for God, far from the poetry of technological
minds. But this is not because Malevich shunned
or ignored technology, but because he wanted, first
of all, to reconstruct man’s inner world. Construc-
tivism is the measure, and Malevich craves the
immeasurable.

“Nothing exists individually, and that’s why
perhaps there’s no such thing as objects or things,
and why it’s crazy to try to attain them,” says Ma-
levich. But Tatlin at the same time moves toward
things, as a practical aesthetic, because he be-
lieves in their beneficial influence on society.

“The first watchword of constructivism is
‘down with speculative activity in artistic work,” pro-
claims Gan. Malevich had already insisted that art
is not “doing things” but, as a first priority, specula-
tive thinking. Art-thought against art-things.

At a time when constructivists announced
an “irreconcilable war on the arts” (Gan) and pro-
claimed “intellectual-material production” (Gan),
Malevich announced an irreconcilable war on
things in the name of pure, divine thought. When
Malevich says, “May the overthrow of the old
world of art be penciled on your palms,” it is not
the negation of a style in the name of some other
style. It’s not the demolition of things in the name
of new things, as with the constructivists. It is the
subversion of the art-aim of things themselves. To
Malevich, constructivism is also the old world of art
because the struggle of constructivism with the Ba-
roque ensues not from spiritual differences of struc-
ture but from the Oedipus complex of a new culture.

The constructivists were the great children of
their day, the new socio-ideological children of the
epoch. They were conceived in wombs of capitalist
art in order to declare natural war on their bellies.
In all of his relations with the revolutionary epoch,
Malevich is a kind of prophet and priest whose
spiritual gaze reveals the supra-temporal perspec-
tive of human existence.

Constructivism is the building of the new
world via the suffering of negation. Suprematism
is fundamentally different from standard aims. Su-
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ecTb NyTb K bory. Mup B cnenoTe cBoen He yBuaen, 4to
ManeBuy naBHoO Bbiwen 3a npegensl uckycctea, Mane-
BWY MOCTPOMN BU3YaslbHO-MUCTUYECKYIO CUCTEMY, Lieflb
KOTOpPOM — MOpasibHOE YCOBEPLUEHCTBOBaHWE U ABUXKE-
Hue no nyTn K AbcontoTy. MNMocne paHHero XxpnucTmaHcTea
ManeBuy ecTb BTOPOI OMbIT NPOHNKHOBEHNA naeun ab-
contoTHoro bora B A3blveckyto cpeay. U cHoBa, Kak He-
Korga, 9TO NPOM3OLLIO BO BpemMA HanbonbLlien AyXOBHOM
CMYTbl N HEONPEOENEHHOCTN B XXN3HN YesI0BEe4EeCTBa.

«YT0 XK€ BO3MOXXHO 0OHATL, KOrga He CyLlecTBY-
€T HU JIMHUM, HX NNIOCKOCTU, HMU 06bEMA; HET TOro, YTO
BO3MOXHO 06MEpUTb, 1 MOTOMY reoMeTpuA — YCNoBHaA
BUOMMOCTb He CyLecTByoLWmMX duryp», — Tak Manesuy
BO3BpaLlaeT reoMeTputo n3 obnactun BeWwHoOCTN B 06-
NacTb YACTbIX U aBCONOTHBLIX MUCTUYECKUX NEPEXUBa-
HWIA.

«YenoBek, Aep>kalnin 3epHO, AEPXKNT BCENIEHHYIO
M B TO XXe BPeMA He MOXET ee pasrnAageTb...», — FoBO-
puT Manesun4. YepHbili KBagpaTt ecTb TO 3€pPHO, KOTOPOE,
ABNAA cOO0I BCENEHHYIO, A0 CUX MOP CKPbITO OT rnas no-
CY>XXUX nccnenosartesien, KOTopble NbiTaloTCcA BAONOUTb
B HalUW rofioBbl, YTO 3TOT Camblil «4EPHbIA KBagpaT» —
He 4TO MHOoe, KaK NepBOHaYasibHbIN 3CKN3 YEPHUSbHU-
Ubl, YHATa3a U1 Napoxoaa, TO eCTb KOHCTPYKTUBHbIN
31IEMEHT, NO3BONAIOLLMIA MOCTPOUTD BbIlLEO3HAYEHHbIE

npeameTbl.
«[pupopaa ckpbiTa B 6ECKOHEYHOCTU U MHOFO-
rPaHHOCTU N He pacKpbiBaeT cebA B Belax...» — 3TUM

ManeBuy ckasan MHOroe, B 3TUX CNoBax KpoeTcA 1 ero
OTHOLLEHUE K hUIocoOUN TEXHOMOMMU. «TO, YTO Ha3bl-
BaeM OEeNCTBUTENbHOCTbIO, — BECKOHEYHOCTb, HE UMe-
loLan HY Beca, HU Mepbl, HX BPEMEHW, HW NPOCTPaHCTBA,
HW abCONOTHOrO, HN OTHOCUTENBHOMO, HAKOrAa He o4ep-
YeHHoro B chopmy. OHa He MOXXeT ObITb HM NpeacTaBna-
€MOI0, H/ MO3HaBaemo», — Takumu criosamm Manesuy
npoLaeTcA co cBoen bbiBLLEn Npodieccrent XyooXH1Ka,
M OTCHO4a HaYMHAEeTCA TAaUHCTBEHHbIV NMyTb, POOHALLNIA
ero ¢ MoHaxamu Py6nesbim 1 CaBoHaponomn. KoHCTpyk-
TUBN3M NOBEPHY UCKYCCTBO JINLOM K XXU3HU, Cynpema-
TNU3M — eCTb NOBOPOT UCKYCCTBA K BeyHomy.

«Yepes Bce cBOM NPOM3BOACTBA OH (4enoBeK. —
M. I")) B Hagexae pocTurHyTb Bora nnm coseplueHcTBa
cobupaeTcA AOCTUTHYTb TPOHA MbIC/N, Kak abcontoT-
HOMO KOHLA, Ha KOTOPOM OH Y>Xe He Kak YyenoBek byaeT
nencTeoBaThb, HO Kak bor, n6o oH BonnioTutcA B Hero,
CTaHeT COBEPLUEHCTBOM» — BOT KJ1OY K TOMY, KaK MOHK-
man Manesuy ceoto paboTy. VickyccTsa 1 npomssoacTea
€CTb, B NOHUMaHUM Manesuya, nyTb K JOCTMXKEHUIO Oy-
XOBHOIO COBEPLUEHCTBA, TO €CThb NYTb K CBEPXYENOBEKY
1 cBEpPXYEenoBeyeckoMy obLecTBy. Tam, rne KOHCTPYK-
TUBUCTbI OCTaHaBMBAKOTCA, COBEPLUNB MMraHTCKyHo pa-
6oTy, — Manesuy npogomkaeT CBOM MyTb, HE OCTaHaB-
NNBaACb HN Ha MUHYTY. KOHCTPYKTUBU3M €CTb YNCTOE
Me4yTaHue n paboTa MONOAOCTU, CynpemMaTusMm — 3pe-
nasa MMcTu4eckana nporpaMma CoBepLUEHCTBOBaHUA.
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prematism has a kind of artistic Judaism, though it
does not have a shadow of contact with the pagan
worship of the thing-dom of the world. Suprema-
tism is a way to God. The world in its blindness did
not see that Malevich had long before gone beyond
the limits of art to create a visual-mystical system
whose aim was moral improvement and movement
along paths to the Absolute. After an early Chris-
tianity, Malevich had a second experience, full of

a feeling for the idea of an absolute God in pagan
surroundings. And once again, this is articulated in
a period of great spiritual upheaval and uncertainty.

“What can one embrace when neither line,
nor plane, nor volume exists, when nothing can be
measured, and geometry is thus conditioned visibil-
ity, not existing shape.” In this way, Malevich recalls
geometry from the province of prophecy to the re-
gion of pure and absolute mystic experience.

“The man holding the seeds holds the uni-
verse, but at the same time cannot see it,” Malevich
says. The black square is the seed that shows the
same universe that until now has been hidden from
view by idle critics who try to drum into our heads
the fact that this same “black square” was nothing
but a rough sketch of an inkstand, a bedpan, or
a steamship. In short, that a constructive element
had been permitted in building the aforementioned
objects.

“Nature is hidden in the infinite and many-sid-
ed and does not reveal itself in things.” Malevich
says much here, with words that shape his attitude
toward a philosophy of technology. “What in reality
we call infinity is not a so-called weight, or meas-
ure, or time, or space, or the absolute, or the rela-
tive as it is sketched into a shape. It can be neither
represented nor conceived.” With these words Ma-
levich is forgiven his former artistic pronunciations,
because from here his own mysterious path to the
monk Rublev and Savonarola begins. Constructiv-
ism turned the face of art toward life. Suprematism
is art turned toward eternity.

“Through all his productions, [man] in the
hope of arriving at God or perfection seeks to attain
the throne of thought as the absolute way in which
he will act not as a man but as a god, because on
it he is incarnated, becoming ideal.” This is the key
to the way Malevich understood his work. Art and
production are Malevich’s understanding of the way
to the attainment of spiritual perfection, for human
beings and for society. Just when constructivists
were stopped, Malevich accomplished gigantic
work, continuing, not letting up for an instant. Con-
structivism is the pure dream and the work of youth,
suprematism is the mature, mystic program of per-
fection.

«K abCOMOTHOM MbIC/N ABMXXETCA Ye/I0BEHECTBO
Yepes CBOM NMPOU3BOACTBA...» — Tak Manesuny BO3BblILLA-
€T Bellb M TaK onpenenaeT ee BpEMeHHOE 1 BTOPOCTe-
neHHoe mecTo. B aTnx cnoBax KpoeTcA ogHa U3 NPUYKH,
noyemy y cebsa B ctpaHe Manesny Ao cux nop octaeTcA
06BbEKTOM Hanbonee 0XecTo4YeHHbIX Hanagok. CoseT-
CKMe NapTUMHbIE MOE0N0rN, Kak 3TO HM NapagoKcasnbHO,
BblKaablBasiv 60NbLIYI0 UHTENNEKTYanbHYO 3penocThb,
YeM 3anagHble UCTOPMKU U3006Pa3nUTENLHOrO aBaHrap-
Aa. Manesu4 He 6bin Npu3HaH B Poccuun, HecMoTpA Ha
TOTanbHble peabunutTaunm Uesbix Xya0XXEeCTBEHHbIX CTU-
nen 1920-x rogos, NoToMy 4TO B Manesn4e 3a XygoXHU-
KOM napTUiHbIE BNacTu BUAENN PEBOIOLMOHHOIO chuno-
codra-MuUCTUKa, NOEe0N0rM4eckn BpeaHoro UM 1 onacHo-
ro. «/I pymaetca mHornm, — roBoput Manesuy, — B 0CO-
6eHHOCTU coumanucTam, YTo UCKYCCTBO AJ1A TOro, 4TobbI
nMcaTb NOHATHbIE BYONVMKN — TOXE nonaratT, YTo
aBTOMOBUNN N BCA TEXHUYECKAA XU3Hb CIYXUT TOSIbKO
ANA ynobCcTBa SKOHOMUYECKOro Xap4eBoro aenas.

«CoBeplleHne akToB B YACTOM MbIC/IU AOCTUr-
HeT TOro, 4YTO MbIC/b OyAeT cpencTBOM NepeBonso-
WeHUn...» — Tak Manesuy norpy>xaeTcA B Ny4nHy
NPakTUYECKON MUCTUKMW, TaK OH C/TIOBOM U AEIOM Npeo-
O0fIeBaeT HaCUMbLCTBEHHbIE PaMKU CUCTEMbI, UMEIOLLEN
npenen, Tak Manesny npuHMmaeT UCKyc 6orobopyecTsa
B 6ubnenckom gyxe. VI cynpematmnyeckmne noctpoeHmsa
ManeBuya eCcTb He 4YTO MHOE, KakK Ta >Ke caManA nonbiTka
NpeoaoneHnA BPEMEHU U NPOCTPaHCTBA BU3yalbHbIMU
cpencTsamm, TO eCTb ONbIT BOCNUTAHMA CBEPXYesioBe-
4YeCcKOro CO3HaHuA, U OH HEOAHOKPAaTHO NMWweT 06 3TOM
N NnogyepkuBaeT 3TO, U BMECTE C 3TUM, ClefoBaTeNnbHo,
nNpAMO NpoTUBONOaraeT cBoe yYyeHne naeonornm KoH-
CTPyKTUBMU3MA.

ManeBuy ngeT ganslie N OTOXOECTBAET NOKOo-
HeHVe TEXHOMOrMn — A3bIYECTBY, roe MecTo 60XKa 3a-
HANW habpuka nnm Hay4yHaA MbICfb, NpeoaoneBatoLLan
domsnyeckyto cnabocTb YyenosevecTsa. Manesuyy, kak
NOASIMHHOMY MUCTUKY, ry60KO Yy>XAa Ayannu3Mm Tako-
ro COCTOAHWA, FAe penurva 3aHATa npobnemamu gyxa,

a TeXHONOornA ecTb rofioe Teno PU3NYECKON XXUSHU.
[yxoBHOe 1 MaTepuansHoe y ManeBuya ecTb HEYTO ean-
HOe 1 He NpoTMBOpeYallee apyr Apyry, To eCTb Havyana
He BpaXkaebHble, HO CyLLEeCTBYOLWME B LENIOM N Heaenu-
MoMm. Paclumndposka 3pnMoro n ocA3aemMoro Mmpa ectb
pacwmdpoBKa OYXOBHbIX U BEYHbIX NPO6neM 6bITUA.
Mpo6nembl Manesnya — 310 NPO6GMIEMBI PENTUTMO3HOrO
domnocoa, HO He coumanbHOro paboTHMKA — B 3TOM
KapAnHanbHOe OT/iM4Yue cyrnpemaTuaMa OT KOHCTPYKTU-
Buama. MpAMon yron, NUHWA, Kpyr — 3TO nLb obLme
NcxodHble maTepuarnbl ABYX BEIMKUX OBUXEHNA MbIC-
N — cynpemaTusMa U KOHCTPYKTMBM3MA, HO Lenn pas-
NNYHbI, METOAbI Pa3/IMYHbI U TOMBKO CTUN HE3PAYUM
KaXkyTCA TOXKAECTBEHHbIMU. «/ Tak oAMH YenoBek CTpo-
UT XXM3Hb NN 30aH1e Ha MaTepuanbHOM 3aKOoHe Unn pe-
anbHOCTW, OPYror Ha OyXOBHOM, 1 06a BUAAT, HO BUOUT

“Mankind moves toward absolute thought
through its productions.” Thus Malevich at once
uplifts the object and reveals its temporal and sec-
ondary place. These words are one of the reasons
why Malevich was the object of violent attacks in
Russia at this time. Soviet party ideologues — how-
ever paradoxical this may seem — demonstrated
greater intellectual maturity than Western historians
of the artistic avant-garde. Malevich was not rec-
ognized in Russia, despite his total vindication of
all the artistic styles of the 20th century, because
for party artists the mystical philosophy of Malevich
appeared ideologically harmful and dangerous.

“And many thought,” Malevich says, “that socialist
art meant drawing intelligible donuts; moreover,
they thought that cars and the rest of technological
life served merely for the convenience of economic
coffee-shop affairs.”

“The perfection of action into pure thought
will be attained when thought is the means of rein-
carnation.” Malevich is thus immersed in the chasm
of practical mystics, and with word and gesture
he overcomes the violent limits of the system and
takes on the God-wrestling temptations of a biblical
soul. So the suprematist construction of Malevich
is nothing else but this same attempt at conquer-
ing time and space by visual means, which is the
experience of teaching the consciousness of the
superman. Art for Malevich is the instrument of
religious consciousness; he writes repeatedly of it,
underlines it, and together with it unceasingly and
definitively opposes the instuction of constructivist
ideology.

Malevich goes further, identifying the wor-
ship of pagan-technology that replaces God with
a system of scientific thought that overcomes the
physical weakness of humanity. He shuns, like an
authentic mystic, the profound dualism of such
a condition, one in which religion takes posses-
sion of the problems of the spirit, yet technology
is the naked body of physical life. Malevich is both
spiritual and material, an idea that is unique: two
principles that do not clash one with another, that
are not born hostile but exist in wholeness and in-
divisibility. He deciphers the observed and tangible
world, the code of the spiritual and eternal problem
of existence. Malevich’s problems are the problems
of a religious philosopher, not a social worker, and
this is the cardinal distinction between suprematism
and constructivism. The right angle, the line, the
circle are the general material results of two great
movements of thought, suprematism and construc-
tivism, but with different aims, different methods,
with only style seeming to be the identifying invisi-
ble link. “Thus one man constructs a life or building
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MaTepuanncT TO, YTO YEJIOBEK C AYXOBHbIM peanin3Mom
CTpouT 3aaHne 6e3 Kpenkoro hyHoameHTa, naxe BoBce
He BEPUT, YTO cyLlecTByeT chyHOAMEHT; OPYron TO Xe
BUOMT Yy MatepuanucTa, B pesynbrate 06beKTUBHOM
peanbHOCTU AN1A HUX He CYLLEeCTBYET, Y KaXXaoro cBoA
cybbekTuBHas». Bbixog u3 Tynunka cybbektnenama Ma-
JIeBMY BUOVUT B BO3BPALLEHMN K PENIUTMO3HOMY CO3Ha-
HWUIO € 6araXxoM TEXHUYECKOWN MbICIN.

«OpunHakoBo BbICOKO bor coBeplieHcTBa Penu-
rMO3HOro 1 paXkgaHCKOro TEXHNKYMOB...» — 3Ta ngenq
MUCTNYECKOro eAMHCTBa Mupa cTaBuT Manesuya Hapg,
XPUCTUAHCKUM Ayann3mMoM N Haf A3bl4EeCKOWN CTPacTbiO
coumanmama (Bblpasmtenem Koen 6blsm KOHCTPYKTMBU3M).
ManeBuy cosgan TepMUH «BO36Y>XXAEHNE» — U 3TOT
TEPMMH ABNAETCA K/IIOYOM AN1A NOHUMaHWA CTUMA cyrnpe-
MaTu3Ma Kak CTUMA, OTSIMYHOro OT APYrnuX reoMeTpui.

OnbIT KOHCTPYKTUBU3MA BECb NOCTPOEH Ha BbIC-
Len noruke, nbo — Mno MbICIIU KOHCTPYKTMBUCTA — J10-
rmyeckan CTPyKTypa opraHM3oBaHHOro NpoCTpaHCTBa
BedeT K HpaBCTBEHHOMY M coumanbHOMY cyacTblo. B re-
OMETPUM KOHCTPYKTMBUCTbI HALLNW anbTepHaTUBY He-
crnpaBenIMBOCTU, B TOYHbIX (hOpMax, HanofHEHHbIX Kpa-
CKOM, BO3QYXOM U COSTHLIEM, KOHCTPYKTMBUCTbI UCKanu
NeKapcTBO OT YenoBevYeCcKMX HecoBepLLeHCTB. MpuHumn
KOHCTPYKTUBHbIX MOCTPOEHUI NPOTUBOMOMOXEH NaacTu-
YECKOMY OMbITY AOKOHCTPYKTUBUCTCKOrO Mupa.

Tam 3eMHoe TAroTeHne — 6b110 Bpar. Tam owmnb-
Ka BaBUIOHCKOro CTPOUTENbCTBA — Hacunne Haf Tesom,
npeHebpeXxxeHne K 3emne, HEHaBUCTb K BeCy, NonbITKa
BCEMM cpeacTBamu (a cpeacTsa He Obln HanaeHbl)
0oTOpBaTbCA OT 3EM/IU, U B UTOre — HeyenoBeyeckas
HeXkmnaa KpacoTa roTMKn 1 noXxb 6apokko. BekTop
60pb6bI 6611 Bcerga — K Heby. KOHCTPYKTUBUCTLI Nep-
Bble 0CBOBOANNUCH OT «BaBUIOHCKOro» KOMMeKca, oT
«HebeCcHon napaHonun». KOHCTPYKTUBUCTbI BHECN B MUP
napagokcasbHbli, Ha NepBbIv B3rnag, BEKTOp — K 3eM-
ne. KOHCTPYKTUBUCTBI OblNN NEPBLIMU, HE MNOCTbIANBLUN-
MucA ceoein matepu 'en, U OHa He 3amennvna aatb UM,
Kak AHTel0, HOBbI CTUNb, HOBYIO CBOBOAY, HOBYIO CUNy.
Tawm, roe nioam NblTanucb NPeoaoneTb CUNY 3EMHOMO
NPUTAXEHNA, KOHCTPYKTUBUCTLI 3aCTaBun ee paboTaTb
Ha cebA. PaHblue B BO34yXe BUCENU TOMbKO aHrenbl;
KOHCTPYKTUBUCTbLI NOBECUSIN B BO3AyXe Liesible opraHu-
30BaHHbIE KOMMEKCbl. 3eMHOEe TAroTeHne 06epHynoch
Opyrom 4enose4vecTsa.

ManeBun4 co CBOMM TEPMUHOM «BO30Y>XXAEHMUA»

1 CBOUM NMIAaCTUYECKMM OMbITOM PaBHO Aanek Kak oT
BaBunoHa, Tak 1 OT NPeogoNeHNA « BaBUTOHCKOro»
komnnekca. lNnactuyeckaa guHamuka Manesunya Hu-
Korga He HapyLlaeT SIMHUIO 3eMHOMo NPUTAXEHNA U
HUKOraa He ABMXXETCA COrnacHo ¢ Hel. [laxke B paHHUX
paboTax Manesuya Mbl HabnOgaeM KOCMOroOHNYecKume
KOMMo3unuunm, 6asmpytomeca Ha BHy TPEHHUX BOMEBbLIX
cBA3Ax. «Bo3by>xaeHne» ecTb Ta cmna cBO6OAHOro BO-
NeTBOpYeCTBa, KoTopaa ynoaobnaet yenoseka bory.
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according to material laws or realities, another ac-
cording to spiritual ones: they can both see, but the
materialist sees that the man with spiritual realism
builds a building without a solid foundation, and
doesn’t even believe a foundation exists. The other,
meanwhile, observes the materialist: the objective
results of his realities don’t exist because there is
only subjectivity for everybody.” Malevich sees a
way out of subjectivism’s blind alley by an increase
of religious consciousness through the baggage of
technical thoughts.

“The unique superior God is the ideal of the
religious and civic colleges.” This mystic idea of
the unified world puts Malevich above Christian
dualism or pagan passion for socialism (a passion
expressed as constructivism). Malevich creates the
term “excitation,” and this term appears as a key to
understanding constructivist style as distinct from
other geometries.

All constructivist experience is created by
a higher logic, because in constructivist thought the
logical structure of organized space is concerned
with the control of morality and socialist happiness.
Through geometry the constructivists arrived at the
alternative to injustice, in precise shapes filled with
color, air and sunlight. The constructivists searched
for the medicine for human imperfection. Construc-
tivist principles built a contrast to the plastic experi-
ence of the pre-constructivist world.

There the Earth’s gravity was the enemy.
There was the error in Babylonian construction —
violence over the body, contempt for the earth,
hatred of weight, attempts by all means (and the
means were not found) to get off the ground. And
in the end, there lay the inhuman beauty of the
Gothic and Baroque. The vectorial struggle has
always been toward the sky. Constructivists were
first freed from the “Babylonian complex,” then from

“celestial paranoia.” Constructivists have in the
world, paradoxically at first glance, a vector toward
the ground. Constructivists were the first to not be
ashamed of their mother Gaia, and she did not hes-
itate to give them, as Antaeus, a new style, a new
freedom, a new force. Where people have tried to
overcome the force of gravity, constructivists make
it work for them instead. Before only angels hung in
the air. Now constructivists hung whole organized
complexes in the air. Earth’s gravity turned into an-
other humanity.

With his terminological “excitation” and his
plastic experience, Malevich was equally far from
Babylon and overcoming the “Babylonian complex.”
Even in early Malevich work, we observe cosmog-
onic compositions based on inner volitional con-
nections. “Excitation” is the free creative power that

Tak ManeBuny TEPMUHONOMMYECKU UHTEPNPETUPYET 6U-
6nenckoe «no o6pasy n nogobuto boxxeemy».

B nto6om TBOpYECTBE KOMMO3MLMA ABNAETCA Hau-
6onee Npo3payHbiM U 06 BEMNIOLLMM OTPaXKEHUEM MUPO-
cosepuaHuAa. [uaroHansHaA guHaMnka Manesuya ecTb
oTpaxkeHue chunocopmn «Bo3bYy>XOEHNA», 8 B MHUMOM
napannenMsaMme Komnosuuum Manesmya KpoeTca oTpu-
LaHune nornmkn Bo UMA UHTynumn. Ho Hanbonee Ba>kHbIM
N CKPbITbIM 3/1IEMEHTOM CYNpemMaTUyeCcKom KOMNo3uLmm
ABNAETCA OBUXXEHNE BHE JIOTMKMN LIeHTpa NPUTAXKEHNA,
KOTOpOE BblpaXKaeTcA B CUCTEMATU3NPOBaHHON 3Hepre-
TUYecKown BMbpaLmm NIOCKOCTN Kak npocTpaHcTea. [no-
CKOCTb, Npeobpa3oBaHHaA B SHEPreTUYECKUIA CryCTOK,
mMaTepua, Bonen Yyenoseka npeobparkeHHaA n Nnpubnu-
>KeHHaA K NIcTnHe, BoCcnpuHMMaemasa He TObKO rnas3om,
HO 1 OYLIOW, Marnyeckun anennmpyowan, — BOT 4YTO Kap-
ONHaNbHO OT/INYaET NpPaKTUYeCKyo MUCTMKY Manesnya
OT couMoOMaTeMaTUKN TEXHONOMUCTOB.

«[loroHA 3a coBepLUEHHOM KyNbTypoil HanoMuHaeT
ManbynKa, BbloyBatoLEro MblibHbI My3bIpb...» — TakK
ManeBuy onpefenaeT MUpP UCKYCCTBa BO MMA UCKYCCTBaA.
Manesu4d 6pocun Halle CO3HaHWE 3a nNpeaenbl OeTCKNX
Urp ¢ UCKYCCTBOM, 3a Npeaensl yTuantapmama n notpe-
6uUTenbCTBa, 3a Npeaenbl LapcTea Beluw.

«CerogHA MHTYMUMA MMpa MEHAET CUCTEMY Ha-
LLero 3eneHoro Mmpa MAca 1 KoCTU, NPOUCXOAUT HOBbIN
3KOHOMUWYECKNIA MOPALAOK CMOXXEHWA PbITBMH HALLEro
TBOPYECKOro Mo3ra Af1Aa CoBepLUEHUA fanbHenwero nna-
Ha CBOEro NpoaBuXeHnA B 6ECKOHEYHOoe, B TOM NIEXUT
dmnocodunA COBPEMEHHOCTU, NO KOTOPOW A0/IKHbI ABU-
HYTbCA HalLuW TBOpPYECKNE OHW», — 3TU cnosa Manesunya
NPoao/MKaOT OblTb aKTyaslbHbIMN U CErOOHA.

Mepycannm, 1980

BnepBble ony6IMKOBaHO Ha aHrMCKOM A3bike B KaTanore The Avant-Garde in Russia
1910-1930. New Perspectives. Los Angeles County Museum of Art, July 8 — September 28,
1980; Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington D.C.,
November 20, 1980 — February 15, 1981. P. 25-27.

assimilates man with God. Thus the terminological
Malevich interprets the biblical “according to the
form and in the image of Divinity.”

In any creative composition there is the
most transparent and ambient outlook. Malevich’s
diagonal dynamic is a reflection on the philosophy
of “excitement,” and Malevich’s alleged parallelism
compositions are the key to the negation of logic in
the name of intuition. But the most important and
hidden suprematist composition is a movement
outside the logic of the center of gravity, which is
expressed in a systematic energy vibration of the
plane as space. The plane converted into an en-
ergy clot, matter, the will of man transformed and
an approximation to the Truth are all perceived not
only by the eye but also by the soul, which is called
upon magically. That is what differentiates Ma-
levich’s practical mysticism from socio-mathematic
technologists.

“Thus pursuit of an ideal culture brings to
mind a boy blowing soap bubbles.” Thus Malevich
defined the world of art in the name of art. He flung
our consciousness to the limits of the childlike play
of art, to the limits of utilitarianism and consumer-
ism, to the limits of the kingdom of things.

“Today, an intuition in the world changes the
system of our green world of flesh and bone, re-
sulting in a new economic order, the constitution of
which is mined by our creative brains for the per-
fecting — according to subsequent plans — of its
progress into the illimitable, where the philosophy
of contemporaneity reposes, where the just are set-
ting our creative days in motion.” These words from
Malevich continue to be relevant today.

Jerusalem, 1980

This text was first published in English in The Avant-Garde in Russia 1910-1930.
New Perspectives. Los Angeles County Museum of Art, July 8 — September 28,
1980; Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washing-
ton D.C., November 20, 1980 — February 15, 1981. Pp. 25-27.
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Baanumup Beiicoepr
SI6noku

1956

Xoner, macno. Sepherot Foundation
(Liechtenstein)

Vladimir Weisberg
Apples

1956

Oil on canvas. Sepherot Foundation
(Liechtenstein)
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Baagumup Beiicoepr
Hartopmopr ¢ reomerprueckumu purypamu
1978

Xorncr, macno. Tsukanov Family Foundation

Vladimir Weisberg
Still Life With Geometric Figures

1978

Oil on canvas. Tsukanov Family Foundation
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Muxana I'podman
Hepycanmumckas KOHCTPYKIUS
1978

Danepa, akpuir. Codpanue aBropa
© Muxaun ['pobman

Michail Grobman
Jerusalem Construction

1978

Acrylic on plywood. Artist collection
© Michail Grobman

Muxauia I'podman
Cnoso

1978

Danepa, akpui. Cobpanne aBropa
© Muxamun I'pobman

Michail Grobman

Word

1978

Acrylic on plywood. Artist collection
© Michail Grobman
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Muxana I'podman

IoptpeT eBpest

1960

bymara, akBapeins, ryams. CobpaHue aBTopa
© Muxann I'pobman

Michail Grobman
Portrait of a Jew

1960

Watercolor, gouache on paper. Artist collection
© Michail Grobman

EBpeiickne Xylo;xHHKH B pycckoM aBaHrapze, 1910-1980
Jewish Artists of Russian Avant-Garde, 1910-1980



CoBpeMeHHHKH Oyy1iero
Contemporaries of the Future

KOpuii 3n10THIKOB

be3 na3Banus. 13 cepun «CurnanpHas
cucTeMa»

1957-1962

Bymara, ryams, Temnepa. MocKoBCkuit My3eit
COBPEMEHHOT'0 HCKYCCTBa

© IOpuii 3n0THHKOB

Yuri Zlotnikov
Untitled. From the series “Signal System”
1957-1962

Gouache, tempera on paper. Moscow Museum
of Modern Art

© Yuri Zlotnikov

HOpwnii 310THHKOB

Be3 nasBanus. U3 cepun «CurnansHas
cucTeMa»

1957-1962

Bymara, ryams, Temnepa. MockoBckuit My3eit
COBPEMEHHOTI'0 HCKYCCTBa

© IOpwii 3n0THHKOB

Yuri Zlotnikov
Untitled. From the series “Signal System”
1957-1962

Gouache, tempera on paper. Moscow Museum
of Modern Art

© Yuri Zlotnikov
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Ockap Pabun
Py0nb

1966

Xoimcet, macio. Tsukanov Family Foundation
© O.41. Pabun, PAO (Mocksa)

Oscar Rabin
Ruble

1966

Oil on canvas. Tsukanov Family Foundation
© 0.Y. Rabin, RAO (Moscow)

Ockap Pabun
Henpasna

1975

Xoimcet, macio. Tsukanov Family Foundation
© O.41. Pabun, PAO (Mocksa)

Oscar Rabin
Untruth

1975

Oil on canvas. Tsukanov Family Foundation
© 0.Y. Rabin, RAO (Moscow)
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Muxana Porunckuii
HaropMopT ¢ KyBIIHHOM

1966

Xoncr, macno. Cobpanne Exarepunst
n Bragumupa CeMeHUXUHBIX

Mikhail Roginsky
Still Life With Pitcher

1966

Oil on canvas. Ekaterina and Vladimir
Semenikhin collection
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bopuc Typeukunii

bBe3 nazpanus. U3 cepum «Crpykrypa +
HPOCTPAHCTBOY

1957-1959

Bymara, Tyms. My3eil akTyalnbHOro HCKyccTBa
ART4.RU, Mocksa

Boris Turetsky
Untitled. From the series “Structure + Space”
1957-1959

China ink on paper. ART4.RU Museum

of Contemporary Art, Moscow
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Muxaua HIBapuman
IMpumyna

1974

Xoner, macno. YactHoe cobpanne

© ®onp Hacnenust Muxanna IlIBapivana

Mikhail Shvartsman
Primula

1974

Oil on canvas. Private collection
© Shvartsman Heritage Art Foundation

Muxaua HIBapuman
Cepadum

1973

Xounct, Macio. My3eii akTyaJlbHOTO HCKyCCTBa
ART4.RU, Mocksa

© ®ong Hacnenus Muxanna IlIBapimana

Mikhail Shvartsman
Seraphim

1973

Oil on canvas. ART4.RU Museum

of Contemporary Art, Moscow

© Shvartsman Heritage Art Foundation
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Inyapa U Teiindepr
Kommoszumus

1970

Xorcr, macno. Cobpanne ExareprHbl
u Bnagnmupa CeMeHHXUHBIX

Eduard Steinberg
Composition

1970

Oil on canvas. Ekaterina and Vladimir
Semenikhin collection

Inyapa U Teiindepr
Tlocesienne KabakoBy

1975

Xoimcet, Macio. My3eil akTyaIbHOTO HCKyCCTBa
ART4.RU, Mocksa

Eduard Steinberg
Dedication to Kabakov

1975

Oil on canvas. ART4.RU Museum
of Contemporary Art, Moscow
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Baapumup SAxoBiies
Kommosurmst

1959

Kapron, macno. Cobpanne Muxanina I'po6mana

Vladimir Yakovlev
Composition

1959

Oil on cardboard. Michail Grobman collection

Baagumup SAxoBies
CxkynbnTypa

1959

Bymara, xapannam. Co6panne Muxauna
I'pobmana

Vladimir Yakovlev

Sculpture
1959
Pencil on paper. Michail Grobman collection
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Baagumup SxoBies

CuHuii BeToK

1968

Bymara, ryams. Cobpanne Muxanna I'poomana

Vladimir Yakovlev
Blue Flower

1968
Gouache on paper. Michail Grobman collection
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Baagumup SAukuieBckuii
Topc

1965

JHepeso, metamt, Macio. Coopanne Exarepunsl
n Bragumupa CeMeHUXUHBIX

© Bnagumup SIHKHUIEBCKHI

Vladimir Yankilevsky
Torso

1965

Wood, metal, oil. Ekaterina and Vladimir
Semenikhin collection

© Vladimir Yankilevsky
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Hocu¢ bakiurenH,
JleB PyOMHIOTEHH.

I I A xoTen 6bl NOroBOPUTbL O TOM, CYLLECTBYET
. e JI1 CBA3b EBPENCKON TEMbl C MOCKOBCKUM

KOHLIENTYanM3momMm 1 cou-apTom. Begb no kakum-T1o npu-
YMHAM NPOLEHT eBPENCKOro «HaceneHma» B MOCKOBCKOM
KOHLIeNTyanmame ropasgo Bbille, YeM B NEPBOM U BTO-
pom aBaHrapge. /1 cBA3aHo Nn 9T0, B HaCTHOCTU, C TEM,
YTO B NOC/IEBOEHHOE BPEMA MMEST MECTO aHTUCEMUTU3M,
nogaepXvBaembll rocyaapcTsoM?

J‘[ MO>XHO MHOrO Ha 3Ty Temy (baHTasnpoBaTb,

«1 o+ HO A He oymMalo, YTO Mbl CMOXXEM HaNTU
Kakyro-HMOyab OKOHYaTesIbHO nNpaBaonogobHyto op-
MYyJly UK Mofesb 3TOro ABNeHnA. Bo-nepBbIX, MOXHO
(xoTA, OroBopOCb, MHE 3TO HE HPaBUTCA) YNIOBUTb CBA3b
KOHLUenTyanmama ¢ TpaguuMOoHHOW pediieKCUBHOCTLIO
€BPENCKOro Tuna: KoOHUEeNTyannam no onpeaeneHunio
NOCTPOEH Ha pedhnekcnmn, 3To ero rNaBHbIN MEXaHN3M,
rnaBHasa MOTMBaLMA. Bo-BTOPbLIX, MOXXHO MONTM MO Kako-
MY-TO CTATUCTUYECKOMY MYTU: B T Xe rogpbl (UnNu 4yTb
paHbLue) B EBpone unu B AMepuke KOHUEeNTyanbHble
TeYeHUA B UCKYCCTBE — HayuHaA C non-apta — ToXe
ObIIN CUMBHO 3THNYECKU AeTEPMUHMPOBAHbI NPUCYT-
CTBWEM EBPEVICKON COCTABAOLLEN.

I/I Ja, B nocneBoeHHOM amepuKaHCKOM UCKYC-

. e CTBE — OCOOEHHO 3TO KacaeTcA abCcTpakT-
HOro 3KCNPECCUOHN3Ma, NoM-apTa N KoHLenTyanmsma —
6b1710 3aMEeTHOE KONMNYECTBO EBPENCKNX XYO0XKHNKOB:
Con IlesuT, Nappun Pueepc, Mapta Pocnep, Naoa
annn6pyr, Kaponu lWHumaHH, Jxyan Yvkaro, PoHanbg,
KuTaii n MHorme gpyrue.

H W, HakoHeL, eCcTb BEpPCUA, TaK ckasaTb, aH-

«1 o+ TUCEMMTCKAA, CBA3AHHAA C POSbI0 EBPEEB
B uckycctee. OHa 3aknioyaeTcA B TOM, YTO €BpeAM
CBOMCTBEHHA pa3pyLUnTenbHaA PYHKUMA B KyNbTYpe.
OTa (pyHKUMA noapasymeBaeT pa3mbiBaHne N paspyLue-
HWe BCEero TPaauuUOHHOIO 1 HaUMOHaIbHOro, YTo6bI MUp
ctan rnobasbHbiM U egUHO06Pa3HbIM U, TEM CambIM, Obin
nogYnHeH eBpencTBy. OTO AOBOSBLHO pacnpocTpaHeHHaA
Touka 3peHua. MHe KTO-To ogHaxabl 06 bACHAN, NoYemMy
eBpeun bbinn abCcTpakuMoHNCTamMun: B Mygansme sanpe-
LLLEHO N306paXkeHne Noaen, N03TOMY eBPercKme Xyoox-
HUKW CTanu 3aHMMaTbcA 6ecrnpefMeTHbIM UCKYCCTBOM U
HaBA3au (UKW NbITASINCL HABA3aTb) ero BCen XpUCTUaH-
CKOW UMBUIN3aLMN.

I/I Tak yem e onpenenAnocb TAroTeHWe Ha-

. o LUEro Kpyra, NnpeacTaBfieHHOro B TOM 4ncne
€BpencKNMN NtoabMn, K HeopmumansHOMY UCKYCCTBY?
J‘[ A 66l coenan maneHbKyo Nonpasky: HaLl

el o Kpyr 0encTBUTENbHO B 60/bLLON CTENEHN
COCTOAS, KakK Tbl CKasan, U3 eBpenckux aen, Ho He
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Joseph Backstein,
Lev Rubinstein.
Dialogue

J B I'd like to talk about whether there’s

. « aconnection between the Jewish
theme and Moscow conceptualism and Sots Art.
Surely there must be a reason why the percent-
age of Jews in the Moscow conceptualist school
was so much higher than in the first or second
avant-garde movements. Did it have anything to do
with state-supported anti-Semitism after the war?
L R We could think up many reasons, but

o « | doubt that we’ll arrive at a definitive,
convincing explanation for this phenomenon. First
of all, there is (as much as | don't like it) a clear
connection between conceptualism and traditional-
ly Jewish self-analysis. Conceptualism is introspec-
tive by definition — that’s its primary mechanism,
its driving force. Secondly, you can look at the num-
bers: in those years (or slightly earlier) in Europe
and America, conceptual art movements beginning
with pop art were also ethnically defined by their
Jewish membership.

J Yes, in postwar American art — espe-

. « cially abstract expressionism, pop art
and conceptualism — we find a remarkable number
of Jewish artists: Sol LeWitt, Larry Rivers, Martha
Rosler, Ida Applebroog, Carolee Schneemann,
Judy Chicago, Ronald Kitaj, and many others.

L And finally, there’s the “anti-Semitic”

N « explanation, which is that Jews are by
nature cultural wreckers whose function is to wash
away and destroy all that is traditional and national
in order to pave the way for globalized uniformity
and worldwide domination. It’s a fairly widespread
point of view. Somebody once explained to me that
Jews are abstractionists because Judaism bans im-
ages of human figures; so Jewish artists embraced
nonrepresentational art and forced it (or attempted
to force it) on Christian civilization.

J So how you do explain the appeal that

. « unofficial art had for our circle, which
was made up, in part, by Jewish people?

L R | would make a small correction. It’s

N « true, as you said, that our circle con-
sisted largely of Jewish people. But we were not
traditionally Jewish people. We were Soviet-Jewish
people, Soviet-secular-Jewish people.

J B In other words, even though there were

. o Jews, there wasn’t a Jewish theme.

L That’s correct. There wasn’t a Jewish

. « theme, there was no such thing as

TPaanUMOHHO EBPENCKINX NIOAEN, a8 COBETCKO-EBPENCKNX
nogen, cCoBeTCKN-CBETCKUX.
I/I To ecTb 6b1IM €BpeN, HO HE BbINO eBPEN-
. e CKOW TEMBI.
H [a, He 6bl10 eBPENCKON TEMbI, HE BbINO

«1 « cneundcmnyeckoro eBpenckoro BoCnmMTaHua,
HUKTO, HACKOMbKO A 3Hat0, He Xoamn B cuHarory. bonee
TOro, MHOrve B Te rogbl No4 BANAHWEM UHTENNEKTY-
anbHOM MOAbl BOO6LLE NPUHANN KpeLleHne. Bo3MoXXHO,
30eck cpaboTan TOT e MeXaHU3M, KOTopbIA OgHaXabl
onucan, ecnm He owmnbatrocb, Benukuii domnonor Muxamn
"acnapoB, 06BACHAA NPONCXOXAEHWNE PYCCKOW UHTEN-
nvreHumn. OH nucan, 4To nocne MNMeTpa ABOPAHCKNM
OeTAM cTanu gasaTb 06pasoBaHue C Lenbio genatb
N3 HUX rocyaapeBbiX NMoAeN — YNHOBHMKOB, BOEHHbIX
M Tak panee. Ho B KaKOW-TO MOMEHT 0Ka3anocb, 4YTO
06pa3oBaHHbIX CTano 60sbLue, YeM MECT, YeM (PYHKLMIA.
U nHTennunreHuma, Tem camblM, cTana opMmpoBaThLCA
13 06pa3oBaHHbIX toaen, He Haleawnx cebe mecTa
BO BJIAaCTHbIX FOCY0apCTBEHHbIX CTPYKTypax. Mo aHano-
rMn C 3TUM MOXHO NPEeANONOXMUTb, YTO B0MbLIaA YacTb
obpasoBaHHbIX eBpees B 1960—1970-e roabl Bfvnacb
WMEHHO B HeoMUManbHOE UCKYCCTBO MO TOM NpUYKNHE,
4YTO UM He AaBasiv BOSMOXHOCTb COCTOATLCA B ohmun-
anbHOM uckyccTBe. A HeodhuumansHoe NCKYCCTBO 6bI10
aBaHrapgHboiM 6onee, 4YeM Kakum-nmbo ele, NoTOMY YTO
OOKTPUHOM 0hnLManbsHOro CKyccTea Obin TpaamumoHa-
NN3M.

I/I Ho B 0TMuMe OT LWECTUAECATHNKOB Hall Kpyr

1 ). He 6bin obpaLlleH K Kpyry Pobepta ®Panbka, K
pycckoMmy aBaHrapay, a 6bii ckopee OprueHTUpPOBaH Ha
MeXXOYHapOAHYHO XyA0XECTBEHHYIO CLUEHY, HECMOTPA Ha
TO, YTO Mbl ObISIM OT HEee PaKTUIECKN U30INPOBaHbI.

H OTO elle 1 NpoLecc CMeHbl NokoneHnin. Ecnn

1 o npenblaoyliee NoKoneHne «Heoduumanos»
OTTaNKMBanoch OT ohnLManbHOM KyNbTypbl, TO HaLle,

B CBOI 0Yepeb, OTTaNKMBanoCh OT HUX. A MOMHIO, 4YTO
Mbl BOCMPUHUMANN WEeCTUAECATHUKOB (XOTA Bblnn CO
MHOMMMW 3HAKOMbl U C HEKOTOPbLIMU APY>KNIN) KaK TOp-
MO3 A/1A pa3BUTUA.

I/I [a, aTO NOHATHO, XOTA Obl NOTOMY, YTO

. « U B TBOEM TBOpPYECTBE, U B COU-apTe, U 0Co-
6eHHO 3TO BUAHO B TBOop4YecTBe Komapa n Menamupa
6b1IM NOMbITKN AEKOHCTPYKLUMN COBETCKOW othuumarnb-
HOW KyNbTypbl.

H 0nA Hawmx npeawecTBEHHNKOB BCA COBET-

« 1 o CKana othuumanbHana KynbTypa bbina Bpax-
0ebHON, C HEl OHM CTapanmcb He conpukacaTbCA U Npo-
CTO OTpuMLLanu, HO Halle NOKOSIEHNE CyMeso BOCMPUHATL
ee yXe Kak Cblpbe, Kak MaTepuan: oHa He CTOMbKO pas-
Jpaxkana, CKonbko 3abasnana.

I/I M npu 3TOM, NOBTOPIOCH, MHOTME XYOO0XHU-

. e KM MOCKOBCKOW KOHLENTYaNIbHON LIKOSIbI
6b1n1m eBpen. daxke npo AHgpea MoHacTbLIPCKOro rosopu-
JIN, 4TO OH eBpPEeN, NOTOMY YTO He BbIrNALEN KakK PYCCKUNA.

a Jewish upbringing per se. Nobody, as far as |
know, went to synagogue. Moreover, back then it
was fashionable among intellectuals to be baptized
and many were. Perhaps the mechanism at work
was the same one described, if I’'m not mistaken,
by the great philologist Mikhail Gasparov in his dis-
course on the origins of the Russian intelligentsia.
Gasparov wrote that after the reign of Peter the
Great, aristocratic families began to educate their
children to become civil servants — bureaucrats,
military officials, etc. But at some point, the number
of educated young people exceeded the number
available positions. Educated young people who
couldn’t find government jobs began to coalesce
into an intelligentsia. Following this analogy, most
educated Jews joined the unofficial art movement
in the 1960s and 1970s because they weren’t given
a chance to become successful official artists. And
unofficial art was mostly avant-garde because the
doctrine of official art was traditionalism.
J B But unlike the sixtiers, our circle didn’t
. « look to Robert Falk or the Russian
avant-garde. We aligned ourselves with the inter-
national art scene, despite being virtually isolated
from it.
L There was a generational shift. Just
. « as the previous generation of “unof-
ficials” broke from official art, our generation in its
time broke from them. | remember how we used to
regard the sixtiers (even though we had many ac-
quaintances and some friends among them) as an
obstacle to progress.
J Yes, that’s understandable, not least
N « because in your art and in Sots Art —
the work of Komar and Melamid is a prime exam-
ple — you were trying to deconstruct official Soviet
culture.
L R Our predecessors were thoroughly
. « hostile toward official Soviet culture;
they wanted nothing to do with it and simply reject-
ed it. But our generation was able to see it as raw
material, something more amusing than infuriating.
J B Moreover, | repeat, many members of
N « the Moscow conceptualist school were
Jews. They even used to say that Andrei Monastyr-
sky was a Jew because he didn’t look Russian.
L Few people knew that “Monastyrsky”
. o Wwas a pseudonym that sounded like a
Jewish surname. Do keep in mind that in art, poetry,
and philosophy circles, the subject of “Jewishness”
didn’t really come up. We sort of knew that most
of us were Jewish, but we never stopped to think
about it. Aposiopesis is very important in concep-
tualism. Pauses, nods, glances and winks — the
things we saw our parents do when we were kids —
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J‘[ IMpocTo Mano KTo 3Han, 3Han, 4to MoHa-
el o CTbIPCKUIA — 3TO NCEBOOHUM, KOTOPbIN
3BY4YMT Kak eBpelickana hammnma. 3aMeTb, YTO B Xy40-
XXECTBEHHO-MO3TUYECKNX 1 PMNOCOOCKUX Kpyrax Tema
€BpencTBa cneumanbHo He Bo3HMKana. Mbl Bpoae 3Hanm,
4YTO 6OSBbLWMHCTBO U3 HAC €BPEW, HO Ha 3Ty TeMY He ped-
nekcupoBanu. B KOHLEeNTyanmMcTcKom NpakTUKe O4eHb
Ba>Hbl churypbl ymondaHma. O4YeHb BakHbl nay3abl, Oyk-
BasIbHO HeBepbasibHble KMBKW, NepernagbiBaHnA, noa-
MUrMBaHWA — TO, YTO Mbl B ETCTBE BUAENN ¥ CBOUX PO-
JuTenen, KOTopble pa3roBapmsany MHOrAa € MOMOLLbIO
3B(HEMU3MOB B NPUCYTCTBMN MOCTOPOHHUX, KOTOPbIE
He MPOU3HOCUIN CNOBO «eBper». A NOMHIO, Kak B3pOcC-
nble, 0c06eHHO B MPUCYTCTBUN OpYrux, cnpawmsanm npo
Koro-To: «Ckaxu, oH Toxe?» U A, byayyn ManeHbKnm,
no4emy-To NOHUMAas, O YemM UAeT peydb. Takaa NpmBbIY-
Ka K MHOCKa3aTeNbHOCTU, A Aymato, KakumM-To 06pa3om
3CTETMYECKU BOLWIA B KOHLENTYasrlbHOe UCKYCCTBO.
I/I Takol CKNOHHOCTU K MHOCKa3aHuAM, Kak

. e CNencTBMA NPOABNEHNA «CBOOOAHOrO MblLU-
JNleHnA» B CUTyaumm ToTaslbHOW LEH3Ypbl U CaMOLEH3YpbI,
y MOnogexu yxe HeT. Bo3Bpalanach K TeMe eBpenckom
pecbnekcum: oHa, NMOMMMO BCEro NPOYero, eCTb NPoAB-
neHne 0COBEeHHOCTN eBPENCKON UCTOPUIN, MOCTOAHHOWN
HeobX0AMMOCTM COOTHECEHNA COOCTBEHHOrO NcTopUYe-
CKOrO OnbITa C OMbITOM HEBEPOATHOIO pasHoobpasunA aT-
HOKYJIbTYPHbIX KOHTEKCTOB. MOXXHO nonpo6oBaTh C 3TOM
TOYKW 3pEeHNA NpoaHaNM3npoBaTh TBOPYECTBO HALLNX
0o6Wwmx 3HaKoMbIX, K npumepy, inbn Kabakosa. EcTb
N B TOM, YTO OH AenaeT, crefbl ero eBpemncKoro npouc-
xoxneHnAa? N ecnu pa, To roe?
H C HMM cnoxxHo. B ero TBop4ecTBE MOXHO

«1 . HalnTu cnepgpbl eBPENCKOro NPOBUHLMANBHOMO
NPONCXOXAEHWA, YepTbl Yenoseka ¢, BUOUMO, NONYHU-
LWMM OEeTCTBOM. JTO 3aMeTHO. HO OH 1 cam oencTeu-
TeNbHO 0YeHb pedineKCUpYOLWNA YenoBeK.
I/I B A MOXHO N1 ckasaTb, 4YTO B TBOp4YecTBe Ka-

o « 0akoBa npucyTCcTBYET eBpernckana Tema?
J‘[ TeMmbl HET, ecTb eBpeinckaA NHTOHaumA. Ko-

«1 . TOpOW MbI BCe, BblpocliMe B MockBe, KOHEYHO
e, NLLIEHbI, HO, 0Ka3bIBAETCA, HE NINLLEHbI B Xy0Xe-
cTBeHHOM TBopYecTBe. OHa B HeM npobuBaeTcA.
I/I B A B ero anbbomax, B ero >xmBonmcu?

L[] [ ]

J‘[ He mory ckasatb. Begb He Bcerna, korga

«1 « paccmaTpuBaellb paboTbl TOroO NN MHOTO
XYOOXHMKA Unn ceba camoro B Ka4ecTse Xyo0XHUKA, Mbl-
Taewseca pednekcmpoBaTth Ha TEMY KY/bTYPHBIX MCTOKOB.
He 3Hato Kak y Koro, AnA MeHA B NOCNEOHIO oYepenb
urpana posb 3aTHU4eckana coctasnaowan. Mol xxe Bce Tak
VNN MHaye NPUHaaIeXXMM UMEHHO K PYCCKON N K MUPOBOWA
KynbType 0gHOBpPeMeHHO. U ¢ geTcTea 3HaeMm, YTo B Hel

cunbHanA eBpeinckan cocTaBnaoLan, 0cobeHHO B XX BeKe.

Ho aTo Bcerga cywecTBoBaso «Ha nonsax». EBpencknin nu
XYOOXHUK JleButaH? EBpencknin nv noaT Mangenswtam?
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are very important. Our parents would sometimes
use euphemisms around strangers rather than utter
the word “Jew.” “Tell me, is he one, t00?” they’d ask
about somebody, especially if they weren’t alone.
Even though | was little, | somehow understood
what they were talking about. This habit of speak-
ing indirectly, | think, somehow found its way into
the aesthetic of conceptual art.

J B You won't find this tendency toward in-

. « direct speech — “free thinking” peoples’
response to total censorship and self-censorship —
in today’s young people. Returning to the subject
of Jewish self-analysis: in addition to everything
else, it’s also a reflection of Jewish history, of the
constant need to compare one’s historical expe-
rience to the experience of Jews in an incredible
variety of other cultural and ethnic contexts. Can
the art of our acquaintances, such as llya Kabak-
ov, be analyzed from this point of view? Are there
traces of his Jewish heritage in what he does? If so,
where?

L R He’s complicated. There are traces of

. « his Jewish provincial background, of
a person who apparently grew up in near poverty.
He’s a very introspective person.
J B Is it fair to say that there’s a Jewish

. o theme in Kabakov’s work?
L Not a theme, but there are Jewish

. « overtones. Those of us who grew
up in Moscow lack this, of course, except when it
comes to art. It comes through in our art.
J What about in his albums and paint-

. e iNQgS?

L R | can’t say. When you study an artwork
. « Dby this or that artist, or yourself as an
artist, you’re not always on the lookout for cultural
roots. | can’t speak for anyone else, but for me,
ethnicity has always played a very minor role. One
way or another, we belong to Russian and world
culture at the same time. And since childhood,
we’ve known that Jews have been an important
part of it, especially in the 20th century, though
this fact was always written in the margins. Was
Levitan a Jewish artist? Was Mandelstam a Jewish
poet?
J My theory is that Levitan was a con-

. o ceptual artist, since for many of his
works, especially the iconic ones like “Vladimirka”
(“Vladimir Road”), the title is less important than the
content.

L R It seems to me that literariness is a
N « Characteristic of art of that period.

J B Literature-centricity.

I/I Y MeHA 6bina TeopuA, 4To JlesutaH — xy-

. e OOXHUK KOHUENTYyanbHbIA, MOCKOMbKY BO

MHOrMx ero paboTtax, 0COOEHHO B TaKuUX XpecToMaTuin-

HbIX, Kak «Bnagumupka», HasBaHMe He MeHee BaXKHO,

YeM CcaMO XXMBOMUCHOE coaepXXaHue.

H MHe KaxkeTcA, 4TO NnTepaTypHOCTb N3obpa-
o« o« 3UTENbHOro NcKyccTasa bbl1a CBOMCTBEHHA

BooOLLE TOMY Nepuoay UCKyccTBa.

l] B JlnTepaTypoueHTPUYHOCTD.

H OHa Bcerpa 6bina B Poccun. A B KoHUenTya-
«1 o /IM3Me OHa cTana OCHOBOW U NPUHLUNNANBHO
OEeMOHCTPaTUBHOMW. KcTatu, BOT eLle OAWH NyHKT Ana
BO3MOXHOW MMNOTe3bl HALWEen TeMbl — NIUTepaTypoLEeH-
TPUYHOCTb. TO eCTb CNOBO, KHUra — B OCHOBE, Tak CKa-
3aTb, BCEro.

I/I OTO 1 pyCcCcKOoe, N eBperickoe — A UMEeto

. « B BUAY yBaxkeHue K Tpaguumam lNpocse-
LeHnA.

H P [a, HO 4YTO KacaeTcA KOHLENTYyasnbHOMo nUc-

«1 « KyCCTBa, TO 3TO NPOCTO BMNOJSIHE AEMOHCTpA-
TuBHO. Kctatu, 1 anbbom (a B MOEM cnyyae cTornka Kap-
Touek) — 3TO Xe Takaa MeTadgopa «KHUMM». «KHUrmn»

B €ANHCTBEHHOM 4u1Cre U ¢ 60NbLUOK BYKBBI.
I/I Tak 4TO e 6bIN10 eBPENCKOro B TBOEM CO6-

. « CTBEHHOM TBOpYecTBe?

H P « A AyMalo To Xe, YTO 1 Y BCeX: CBOero poga

o 1 o o OMONENCKUIA, BETXO3aBETHbLIV MOAXO K Ca-
MOMY TeKCT006pa3oBaHnO. CKNOHHOCTbL K NOBTOPaM,
CKJTOHHOCTb K KBa3naopucTn4HocTu... B coumanbHom
CMbIC/IE BCE C TOUKU 3PEHMA KOHTEKCTA NPOTUBOCTOAHMA
odhmumansHOMy UCKYCCTBY Oblnv eBpeAMn. XOTb eBpen,
XOTb He eBpeit. o chopmyne LiBeTaeBon «noaTbl —
XNopl»:

'eTTO U36paHHM4ecTB! Ban n pos.

Mowapbl He Xan!

B cem xpuctmaHHenwem n3 MMpos

Mo3Tbl — XuWAapl.

naBHbI Nadoc 1 cMbicn Hawen 6ecefbl COCTOUT He

B TOM, YTOObI KOHCTATUPOBAaTb, YTO B HAaLlEeM Kpyry MHO-

ro eBpees, a noctapaTbCA 0OBACHUTL Nodemy. A BOT 3TO
ABNAETCA HEKOTOpPOWN NpobnemMon. A HECKONBLKO rmnoTes
Bbickasasn. Ml pagn nHTennekTyanbHOM YECTHOCTU TakXXe
03BYy4Un 10A0H0o6CKYI0 BEPCUIO.

I/I OTKpOBEHHbIX OA0KHO060B A YTO-TO HE NOM-

. « HIO BOKPYT Hac.

H A oymato, 4To ANA MHOTUX 13 HAC Cepbe3HOM

«1 o TpaBMoOI BbIIO AETCTBO, HO OETCTBO YXKE He

POAMTENLCKOE U HE CEMENHOE, a LLKONbHOE 1 [BOPOBOE, Mbl
pocnn Ha poHe oYveHb CUIbHOro BbITOBOro toaocobCTBa.
W, Bnaonmo, Kakme-To 4epThl XapakTepa, Kakme-To 0cobeH-
HOCTW B3rNAQ0B Ha XXW3Hb, OCOBEHHOCTU 3CTETUHECKOrO
BOCTPUATMA HOPMMPOBANUCE TOrAa abCoMoTHO NOACMYOHO.
I/I B ogHoM 13 gnanoros ¢ MOHacTbIPCKUM Mbl

. « ChopmynumpoBanu, 4To YyBCTBOBaNM cebA

L That’s always been the case in Russia.
. « But with conceptualism, it became
fundamental and demonstrative. Incidentally, litera-
ture-centricity should be added to our would-be hy-
pothesis. That is to say, one word — books. Books
are at the heart of everything.
J This is both Russian and Jewish. Re-

o « spect for Enlightenment traditions,
I mean.
L Yes, but as far as conceptual art is

. e concerned, it's completely demonstra-
tive. Incidentally, an album (or in my case a stack
of cards) is also a metaphor for the “Book,” that’s
“Book” with a capital “b.”
J B So what was Jewish about your art?

L The same thing that was Jewish about

. « everybody else’s art: a sort of bibli-

cal, Old Testament approach to composition itself.

A tendency toward repetition, a tendency toward

quasi-aphorisms. ... From society’s point of view,

anybody who resisted official art was a Jew, wheth-

er they were actually Jewish or not. As Tsvetaeva

put it, “all poets are yids”:

“The ghetto of the chosen few. The wall and the ditch.

Expect no mercy.

In this most Christian of worlds

All poets are yids.”

The purpose of our conversation is not to state that

there are many Jews in our circle, but to attempt to

explain why. And this turns out to be problematic.

| provided several theories. And in the spirit of intel-

lectual honesty, | even mentioned an anti-Semitic

theory.

J B | somehow don’t remember there being
o « any open anti-Semites around.

L R | think childhood was very traumatic

. o for many of us. Not the childhood we
enjoyed with our parents and family, but the one we
endured at school and on the playground. We grew
up in an atmosphere of rabid, everyday anti-Sem-
itism. And evidently some character traits, some
peculiar outlooks on life and aesthetic sensibilities
formed without our even knowing it.

J Monastyrsky and | once agreed that we
. « Uused to feel like “Livingstone in Africa.”
L R Yes, yes. | once likened it to “Miklou-

. « ho-Maclay in New Guinea,” which is
the same thing. ... This perpetual “flickering,” the
feeling that you belong to “us” and “them” at the
same time. Our surroundings let us know that we’re
home. But perhaps we’re not; no, of course we are.
We are strangers to our homeland. Or the other
way around. That’s how we see our reality and our
language — as both ours and not ours.
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KOpuii Aanoept
B moeit paboTe HACTYHII KPH3HC. ..
1983
Xorcr, cmemanHas Texuuka. CoOpaHue aBTopa
© FOpwmii Ansbept
Yuri Albert
A Crisis Has Been Reached in My Work...
1983
Mixed media on canvas. Artist collection
© Yuri Albert
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Jpuk byaaros

Bua Mocksbl u3 Manpuna

1991

Xoicer, macio. Cobpanne ExarepuHb
n Bragumupa CeMeHUXUHBIX

© Dpuxk Bynaros

Erik Bulatov
View of Moscow From Madrid

1991

Oil on canvas. Ekaterina and Vladimir
Semenikhin collection

© Erik Bulatov

Jpuk byaaros
Pesomtonus — nepectpoiika

1988

Xoicet, macio. Sepherot Foundation
(Liechtenstein)
© Dpuxk bynaros

Erik Bulatov
Revolution — Perestroika
1988

Oil on canvas. Sepherot Foundation
© Erik Bulatov
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NOCKA - 06bACHEHHE

K 3M OBbACHEHHAM DTH KAPTHH.

BCEM H3BECTHO,YTO KAMKABIH MOKA3 KAPTHH B HALIHX
MY3EfIX H HA BbICTABKAX CONMPOBOMAAETCA NOAPOBHBIMH
OBbACHEHHAMH ITHX KAPTHH, PACCKAAMH 0 XYAOHHKAX,(THAE HTA,

MlokA3AHHBIE 3AECh OBbACHEHHA COCTABASIAH YACTD TAKOH IK(-
NO3HUHH HA O-0A 30HAABHOH BbICTABKE MOCKOBCKHX XYA-KOB,
KAPTHH ¢ KOTOPOH N0 PA3HBIM NPHYHHAH COXPAHHTD HE YAANOCH.

HHME MbI MOMEIAEM MEPBOHAYAABHDIH MAAH PACTIOAOKEHHA

ITOH YACTH IKCMOZHIHH.

MAAH KCMOZHU KM

Keach. cka-coxpan.u-Tb  YEpH. c-RA-YTRAIER 41D
HA3BAHHA H HX HOMEPA:
1.....RA9, 1 nPH BCEM TOMY.-BTOPOR LLHT(OKOHYAHHE OBbSCHEHHSA)K KAR
HHAH A.CnoBa.(TIEPBBIR LUHT-HAYAND OBBACHEHHA H % KAPTHHDI-YTPAYEHDI).
2. Bunosataa osbacuenne k kaprune. Bunosang(Kapmna yieauenn),
3.. 1A sonbtag wrea: (RAPTHHA H OBbACHEHHE COXPAHEHBI TOAHOCTbIO)

Habsa Kadakosn
Jlocka-00bsiCHEHHE

1984

Jlepeso, smanb. Myseili akTyalbHOIO HCKyCCTBA
ART4.RU, Mocksa

© Wnbst u Dmunust Kabakos

Ilya Kabakov
Explanation-Board
1984

Enamel on wood. ART4.RU Museum
of Contemporary Art, Moscow

© Ilya and Emilia Kabakov
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HNana KaGakos
3npaBcTBYi, yTpo Hamel Poqunbi!

1978

Tpuntux. Opranut, Macio, Maik. YactHoe
cobpanue

© Unbst u DOmunus KabakoBbt

Ilya Kabakov
Greetings, Morning of Our Motherland!
1978

Triptych. Oil, enamel on fiberboard. Private
collection

© Ilya and Emilia Kabakov
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Buranuii Komap,
Auekcanap Menamun
Bynyumit amepukanckuii iar

1980

Txanb (¢uar), akpur. Tsukanov Family
Foundation

© Buranuit Komap, Anexcanap Menamuz

Vitaly Komar,
Alexander Melamid

Future American Flag

1980

Acrylic on cloth (flag). Tsukanov Family
Foundation

© Vitaly Komar, Alexander Melamid
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Buranuii Komap,
Autekcanap Menamun

Uro nenarp?

1983

Xoucer, macio. YactHoe cobpanne

© Buranuit Komap, Anexcanap Menamuz

Vitaly Komar,
Alexander Melamid
What Is to Be Done?

1983

Oil on canvas. Private collection

© Vitaly Komar, Alexander Melamid
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Hpuna HaxoBa

Hpuna HaxoBa Packiazymka

Tlcuxonucnancep 1989

1986 OO6bexT, Maciio, akpuil. MOCKOBCKHIT apXxuB
Junrux. Xoncer, macio. Cobpanue aBropa HOBOTO HCKyccTBa (komnekrus MAHM)

© Hpuna Haxosa © Hpuna HaxoBa

Irina Nakhova Irina Nakhova

Psychiatric Dispensary Camp Bed
1986 1989
Diptych. Oil on canvas. Artist collection Oil, acrylic on object. Moscow Archive of New
© Irina Nakhova Art (MANI collection)
© Irina Nakhova
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Buxrop IlnBoBapos

l"msoppmn IIOTOM, YTO 3TO OHM H3-3a KCHIIWHBI.
13 nukna «KBaprupa 22»

1996

Xorct Ha opranuTe, 1epeso, sMaib. Cobpanue
Exarepunst 1 Bnaguvupa CeMeHUXHHBIX
© Buxkrop IIuBoBapos

Viktor Pivovarov
They Said It Was Because of a Woman.

From the cycle “Apartment 22”

1996

Enamel on canvas laid on fiberboard, wood.
Ekaterina and Vladimir Semenikhin collection
© Viktor Pivovarov

Buxkrop IluBoBapos

Toneresnu, nonerenu. .. (ITocesimaercst

Wnbe KabakoBy)

1974

Kapron, smans. Tsukanov Family Foundation
© Buxkrop I1luBoBapos

Viktor Pivovarov
Flying away (Dedicated to Ilya Kabakov)
1974

Enamel on cardboard. Tsukanov Family
Foundation

© Viktor Pivovarov
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Bukrop IlusoBapos

Benast yrouka, Genblii cTapu4oK

1989

Opraut, 1epeBo, KecThb, Macso. MOCKOBCKHit
apXxuB HOBOTO HcKyccTBa (Myseit MAHI)

© Bukrop [TuBoBapoB

Viktor Pivovarov /
Little White Duck, Little White Old Man

1989

Fiberboard, wood, tin-plate, oil. Moscow

Archive of New Art (MANI Museum)

© Viktor Pivovarov
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IMaBea Ilennepumreiin IMTaBea Ilennepureirn
be3 na3panus be3 naspanus

1981 1982

Bymara, dromactep. Konnexnus Braguvmpa bymara, Tymis. Komnekuust Bragnmupa
OBuapeHko OBuapeHko

© T'anepes «Pumxuna», Mocksa © I'anepes «Pumxuna», Mocksa

Pavel Pepperstein Pavel Pepperstein

Untitled Untitled

1981 1982

Felt-tip pen on paper. Vladimir Ovcharenko China ink on paper. Vladimir Ovcharenko
collection collection

© Regina Gallery, Moscow © Regina Gallery, Moscow
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[APARMERTAM . CERRTAM . TAABAM
(OCAAPCTE W NPABMTEAGLLTE .
AEATEARM HASKH H MOKICCTEA .
PAGDYMM W KPECTBAHAM .

KASAHTE KPACHbI HACOC

HPATHEIH HATDC - HATDE PATPAAKH
AEPHSBH HACD(-HALDE HATPRXERHOTH

B0 MM MIPA HA JEMAE - KAYANTE !
B AR CYACTHA BALLIMX AETEH - KASAHTE !
BOWMR APYXGbI W AHIGBH -KA4AHTE |

IRUN CURTAIN

Mbl KAYAEM KPACHGIM HACDC !

I'pynna «I'ue3go»

Keresupiii 3ananec I'pynna «I'uezgo» r

1976 Kauaiite kpacHblii Hacoc 1
Keneso auCTOBOE, METAILI, MACIIO. 1975

TocynapcTBenHas TpeThsKOBCKas ranepes, Opranur, Macio, 2 Hacoca. Cobpanue

Gnezdo (The Nest) Group Gnezdo (The Nest) Group

Iron Curtain Pump the Red Pump

1976 1975

Sheet iron, metal, oil. State Tretyakov Gallery, Fiberboard, oil, 2 pumps. Vladimir Antonichuk

Moscow collection
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Muxauna Poianan,
I'ennanmii JloHckoit
XoJcT cTOMMOCTBIO 0iH pyoib. [Tanmka MAHU
Ne 2, kouBept Ne 10

1981

Bymasknas kymropa (oxuH pyois obpasna 1961
rozna), xoict, aBrorpad. Codpanue Enenst
Kynpunoii-JIsxosnd u Makcuma JIsxoBuda

Mikhail Roshal,
Gennady Donskoy

Canvas Priced One Ruble. MANI folder # 2,
envelope # 10

1981

Paper note (one ruble, 1961 issue), canvas,
autograph. Elena Kuprina-Lyakhovich

and Maxim Lyakhovich collection
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JleB PyOunmreiin

Kaproreka «CobbiTne 6e3 HAUMEHOBAHHS».
ITamka MAHU Ne 1, korBept Ne 17

1980

21 karajo)Has KapTo4Ka ¢ PyKOIUCHBIM
TekcroM. Cobpanne Enenst Kynpunoii-JIsxoBuy
n Makcuma JIsxoBuua
© JleB PyOunurreitn

Lev Rubinstein
Card index “Event Without Title”. MANI folder
# 1, envelope # 17

1980

21 index cards with handwritten text. Elena
Kuprina-Lyakhovich and Maxim Lyakhovich
collection

© Lev Rubinstein
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JleB PyOunmreiin

Kaproreka «Co0ObiTre 6e3 HAHMEHOBaHUS».
ITamrka MAHU Ne 1, xorBept Ne 17

1980

21 KaranoxHas KapTo4yKa ¢ pyKOIHCHBIM
texctoM. Cobpanue Enenst Kynpunoit-JIsixoBuy

1 Makcuma JIsxoBuua
© JleB PyOunireiin

Lev Rubinstein
Card index “Event Without Title”. MANI folder
# 1, envelope # 17

1980

21 index cards with handwritten

text. Elena Kuprina-Lyakhovich

and Maxim Lyakhovich collection

© Lev Rubinstein
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JleB PyOnnmreiin

Coobuienne (1). [Tanka MAHU Ne 3,

KoHBepT Ne 23

1981

Bymara, MammHonucHbIH TekcT. MOCKOBCKUit
apXuB HOBOTO MCKyccTBa (xomtexuust MAHI)
© Jle Py6Ounreiin

Lev Rubinstein
Message (1). MANI folder # 3, envelope # 23
1981

Typewritten text on paper. Elena Kuprina-
Lyakhovich and Maxim Lyakhovich collection
© Lev Rubinstein
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bopuc I'poiric

IHaeHHUKH
yHHBepCcaju3ma:

eBpeI/ICKI/Ie XYA0KHUKH
COBETCKOH MOXH

Tema «eBpenckne pycckue XyaoxKHUKN» HEBOSIbHO
CKJIOHAET aBTopa, NULLYLLEro Ha 3Ty TEMY, K NOMbITKE
BbIABUTb HEKYIO CeundnyecKyto eBpernckyo NOeHTUY-
HOCTb, HEKYIO 0COBYI0 €eBPEeNCcKOCTb, HaxogALlyto cebe
BblpaXXeHWe B TBOPYECTBE 3TUX XYyO0XHUKOB. Ho ecnu
roBOpPUTbH O COBETCKOM Nepuone pycckom nctopmm —

a UMEHHO B 9TO BpemMA MOABUIOCL MHOMO UHTEPECHbIX

N TaNnaHTNNBbIX XyLOXKHUKOB-€BPEEB, — TO YCUNKNA MO
NOUNCKY €BPENCKON MAEHTUYHOCTY BbICTPO 3aX0AAT B TY-
NMK. KOHEYHO, MOXHO HalTU XYA0XHNKOB, CAENaBLUMX
CBOE eBperCcTBO CBOEN rnasHom Temon, — Mapk Laran
ABNAETCA 30eCb, 04EBUOHO, MEPBLIM N HAMbONEe APKUM
NpUXogALLMM Ha yM npumepoM. Ho elle 6onblue Xynox-
HUKOB-EBPEEB Y4aCcTBOBAIN B CTAHOB/IEHUM PYCCKOro
aBaHrapga. A umeto B BUAOY He TofbKO Anb JIncuukoro,
HO 1 HuHy KoraH, Vnbto YawHuka, Jlazapa Xvgekena
cpean MHormx apyrux. MHorme xyooXHuKu-espen npak-
TUKOBaNN YMEPEHHbI MOAEPHNU3M — Takue, kak HaTaH
AnbTmaH, AnekcaHgp Jlabac, Oasup LUTepen6epr nnu
ConomoH HUKpnTUH. HO MHOrMe NOBEPHYNN B CTOPOHY
coumanuncTuyeckoro peanusma — Wcaak bpogckui, Es-
reHun KaumaHn, Mlocudgp Yarkos, apxutektop bopuc No-
daH n gp. NMocne cmeptn CTanuHa XyaoXXHNKOB eBpeli-
CKOro NPOUCXOXAEHNA MOXKHO ObII0 HANTK cpean Npea-
cTaBuTeNIen BCEX HanpaBneHuii pyccKoro oouumansHoro
1 HeodMLUManbLHOro UckyccTea. EBpeAamun AnaTCA
OpHcT HeunseecTHbIr, Ockap PabuH, Muxaun LLsapumaH,
Onyapp LWTeliH6epr, Unba Kabakos, Butanuin Komap

n AnekcaHgp Menamug. Bce 3TO XyA0XXHUKN OYEHb
pas3HoOro TemrnepamMeHTa 1 O4eHb PasHbIX ACTETUYECKMX
YCTaHOBOK. TaK 4YTO B KOHTEKCTE PyCCKO-COBETCKOro
NCKYCCTBA BblOENUTb HEKYIO EBPENCKYIO MAEHTUYHOCTb
BecbMa TPYLHO, €CNU He HEBO3MOXHO. B TO e BpeMmA
nonbITKa BbIABUTb PYCCKOCTb B TBOPYECTBE PYCCKMX
XYOOXHUKOB-EBPEEB KaXXeTcA Janeko He cTonb becnep-
CNEKTMBHOWN.

[eno B TOM, YTO Ha NPOTAXEeHUN 6osbLLen Ya-
cTn XX BeKa pycckne eBpencKme XyooXXHUKNU HAMHOro
6onee, HeXxenu 3anagHble XyO0XXHUKU-eBPeu, Obin
roTOBbI BHYTPEHHE NOEHTUNLMPOBATLCA C FOCMOACTBY-
tower B CoseTckom Coto3e KyfnbTypor — KynbTypoWu
bonblwmHcTBa. Ha 3anane TakaAa noeHTUgukauma He
6blna pacnpocTpaHeHa, a BO MHOIMX cnyyaax oHa 6bina
NPOCTO HEBO3MOXKHA. [1eNCTBUTENBHO, 1A €BPENCKNX
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Boris Groys

Captives

of Universalism:
Jewish Artists

of the Soviet Era

The subject of Russian Jewish artists forces the au-
thor writing on the topic to, against his will, attempt
to identify a certain specific Jewish identity, a cer-
tain particular Jewishness that finds its expression
in the creative work of these artists. But if we are
speaking of the Soviet period of Russian history —
and it was precisely then that many interesting and
talented Jewish artists appeared — then efforts

to find a Jewish identity quickly hit a dead end. Of
course, one can find artists who made Jewishness
into their main subject — Marc Chagall is here, ob-
viously, the first and brightest example that comes
to mind. But there are other Jewish artists who
participated in the establishment of the Russian
avant-garde. | have in mind not only El Lissitzky,
but also Nina Kogan, llya Chashnik and Lazar Khi-
dekel, among many others. Many Jewish artists
practiced a moderate modernism, such as Nathan
Altman, Alexander Labas, David Shterenberg or
Solomon Nikritin. But many others turned toward
Socialist Realism — Isaak Brodsky, Evgeny Kats-
man, Joseph Chaikov, the architect Boris lofan and
others. After the death of Stalin, artists of Jewish
descent could be found among the exponents of

all movements of official and unofficial Russian art.
Ernst Neizvestny, Oscar Rabin, Mikhail Shvarts-
man, Eduard Steinberg, llya Kabakov, Vitaly Komar
and Alexander Melamid are all Jews. These are

all artists of very different characters and aesthetic
mindsets. So in the context of Soviet Russian art,
separating out a certain Jewish identity is extremely
difficult, if not impossible. At the same time, the at-
tempt to reveal Russianness in the work of Russian
Jewish artists seems not nearly so futile.

The issue is that for most of the 20th centu-
ry, Russian Jewish artists were a great deal more
prepared than Western Jewish artists to identify
with the culture that reigned in the Soviet Union —
the culture of the majority. In the West this identifi-
cation was not widespread, and in many cases was
simply impossible. Indeed, it was difficult for Jewish
artists to incorporate themselves into the national
cultures of Europe. Of course, the art of Nazi-era
Germany may serve as the brightest example of

XYLO0XXHUKOB ObIfI0 TPYAHO BCTPOUTLCA B €BPONENCKMe
HauMoHasbHble KynbTypbl. KOHEYHO, cambiM APKUM Npu-
MEPOM MOXKET CNY>XXUTb UCKYCCTBO ['epMaHnum HauucT-
ckoro nepuoga. Ho ecnu 66l XyQ0XHUK-EBPEn 1 3axoTen
NPaKTUKOBaTb OhULMANBHBIN XYA0XKECTBEHHbIN CTUb
TOro BPEMEHWN, emy Obl 3TO He yaanocb. XoTA 1 Tam, rae
He 6b1N10 ohmUManbHbIX 3anpPeToB N FOHEHWI, UCKYCCTBO,
nycTb 1 BNOJIHE NepeaoBoe, MOHMMAaoCh Kak Haumo-
HanbHOE, a MHOrAa Aaxke, Kak B cry4vae UTasbAHCKOro
dyTyprn3ama, — HaumMoHanMCTUYeCcKoe UCKYCCTBO.

d¢paum Moue JIunuen.
IMocsimaercs Haromy
CHOHHMCTCKOMY KOHIPeccy

B baseje. 1901. Kcwiiorpa
Ephraim Moses Lilien. 1cated
to the Fifth Zionist Congress in
Basel. 1901. Xylograph

I-\-I i
2
15
IN
o
ﬂf

B pesynbTarte eBpenickne XyaoXKHUKK nmbo anen-
nMpoBanu K ngeonoruv MHTepHaunoHanmama, nméo nol-
Tanncb CO34aTh 3CTETUYECKUNIN SKBUBANIEHT CUOHUCTCKO-
My aBmxeHuto. Oba aTn BapuaHTa npegrnonaranu onpe-
OeNeHHbIN KOHNVKT C HauWoHanbHbIMU KybTypamm
TeX CTpaH, B KOTOPbIX 3TN XyA0XHUKN >xunun. Ho B Co-
BeTckoM CoK3€e MHTEepHaUMoHan3m 6bin opuumansHom
naeonormven. IMeHHO No3ToMy — NO MEHbLUEN Mepe
0o BTopoi MMpoBOi BOMHLI — €Bpen B BONbLUEN CTe-
nNeHn Mornn NOeHTUOULMPOBATLCA C FOCMOACTBYIOLWEN
B CoBeTckom Coto3e Maeonornem, Hexxenm ¢ KynbTypomn
MenHCTpuMa Noboin Apyron cTpaHbl Toro BpemeHun. Co-
BeTCKuin aBaHrapg 1920-x rogos CTpeMuscA NpeoaoneTb
BCE HaUMOHasbHble KYNbTypbl N CTEPETb BCE HAaUMOHasb-
Hble rpaHuLbI C Lesbio NOCTPOEHNA eANHON «NponeTap-
CKOW KyNbTypbl», KOTOpad A0/MKHa 6bina ctaTb eanH-
CTBEHHOWN KYNbTYPON KOMMYHUCTUYECKOro obLiecTea
6yaywero. PasymeeTca, B TO BpeMA npeacTaBnieHna
0 TOM, KakoM A0/MKHa ObITb 3Ta YHUBEPCaNbHAaA KYNbTY-
pa 6ygyuiero, BeCbMa pasHUIUCh y pasnnyHbIX XyO0X-
HUKOB 1 TEOPETUKOB UCKYCCTBA, HO LieNlb ee NOCTPOEeHnA
6bina obuwen ana scex. [NonoxxeHne He U3MEHUOCH
1 C BBEJEHNEM METO4a COLMANMCTMYECKOro peanmns-

this. But even if a Jewish artist had wanted to prac-
tice the official artistic style of that time, he wouldn’t
have been able to. Even in the absence of official
prohibitions or persecution, art — even entirely
progressive art — was understood as national and
sometimes even, as in the case of Italian futurism,
as nationalist art.

As a result, Jewish artists either appealed
to the ideology of internationalism or tried to create
an aesthetic equivalent to the Zionist movement.

Both options presupposed a certain conflict with the
national culture of the countries where these artists
lived. But in the Soviet Union, internationalism was
the official ideology. Precisely for this reason, up
until World War Il at the least Jews were able to
identify with the ideology reigning in the Soviet Un-
ion more than with the mainstream culture of any
other country of that time. The Soviet avant-garde
of the 1920s strove to overcome all national cul-
tures and erase all national borders in order to build
a single “proletarian culture,” which was supposed
to become the sole culture of the future commu-
nist society. It goes without saying that at that time
different artists and art theorists’ ideas of how the
universal culture of the future should be differed a
great deal, but the goal of building it was shared

by all. This situation didn’t change even with the
introduction of the method of Socialist Realism in
the 1930s. Although Socialist Realism demanded
a rejection of the “nihilistic” attitude toward national
cultures of the past, Soviet appropriation of them
was at the time highly eclectic, since it followed

the Stalinist maxim of taking the “very best” from

I 4 9 EBpeiickne Xylo;xHHKH B pycckoM aBaHrapze, 1910-1980
Jewish Artists of Russian Avant-Garde, 1910-1980



ma B 1930-x rogax. XoTA coumanncTuyeckunii peanmam

n TpeboBan oTKasaTbCA OT «HUMMINCTUYECKOr0» OTHO-
LWEeHNA K HaunoHasbHbIM KynbTypam MPOLLSIOro, HO UX CO-
BeTcKanaA anponpuaumsa 6bina B TO BpeMA BECbMa IKJ/1eK-
TUYHOWM, NOCKO/bKY cnenosana CTasIMHCKON Makcume,
YTO HY>XHO B3ATb «Camoe nyyliee» U3 KysbTyp npoLnio-
ro. Takon noaxopn octaeanca, B CyLUHOCTU, AOCTATOYHO
WHTepHaUMOHaNbHbLIM 1 faBan BO3MOXHOCTb €BPENCKUM
XyOOXHMKAM N KPUTUKAM UCKYCCTBA aKTUBHO y4acTBO-
BaTb B CO3[4aHUUN 3CTETUKU COLMANUCTUYECKOro peanns-
Ma, HE C/TMLLKOM HacTynasA Ha rops1o COBCTBEHHON NeCHeE.

CobbITvem, B HanbornbLuen cTeneHn CUMBONN3UPY-
oMM CyAbOY PYCCKUX XYOOXHUKOB B XX BEKE, MOXHO
cuMTaTh KONNEKTUBHbLIN Nepexos CTyAeHTOB BUTE6CKOro
Xyno>ecTBeHHOro yumnuuia B 1919 rogy Ha CTOPOHY
Manesuya B ero koH¢nukTe ¢ WWaranom. CTyaeHTsl 3TK
6b1511 B 2aBCONMOTHOM CBOEM BOSBLUNHCTBE eBpeAMU. Tem
He MeHee OHU OTPEKNUCbL OT cBoero yuutena LWarana —
TOXe eBpeA — v nogaepxxanu nonaka Kasnmupa Mane-
Bu4ya. Kctatm ckaszaTb, MHOMME N3 HUX ocTanmcb Hanbo-
Nee noAnbHbIMKM NocnegosatenaMmm Manesnya BnioTb
Do ero cmepTu. ATOT Nepexop ot LWarana k Manesuuy
HeNb3A, 0OHAKO, CYMTaTb N3MEHON CTYAEHTOB CBOEN
eBperckon Tpagnumn. OTBepXXeHNe MeyTaTeNbHON po-
MaHTU3aunn eBPencKOoro MecTeyka, KOTopon 3aHumanca
LWaran, 66110 HEN36eXXHbIM ANnA MONOAbIX €BPENCKUNX
XYOOXHUKOB, BCTYNUBLUNX B HOBYHO 3py UHAYCTpUanb-
HOW peBoniounmn, paboyero KonnekTnBmM3ma n Macco-
BOro crnopta. Ho oTBepyKeHne aCTETUKN EBPENCKOro
MecTeyKa U CEHTUMEHTasIbHbIX BOCIOMUHAHUIA O HEM
03Hayvaso 30ecb Bo3BpalleHne K 6onee apeBHen 1 Bbl-
COKOW eBpencKon Tpagnuunumn — Tpaguumm MKOHOKa3ma,
OTBEPXXEHUA BCEX N BCAYECKUX N3006padkeHnii. Manesmy
nobeaun, NOCKOMbKY NpensioXusa CBOUM eBPENCKUM CTY-
JeHTaMm MKOHOKa3M cpencTBamMm UCKYCCTBa. «HepHbIn
kBagpat» Manesnya 6bin caMbiM pagukasbHbIM OTpU-
LaHMeM UCKYCCTBa CpeacTBaMm CaMoro UCKYCCTBa He
Tonbko B Poccuu, HO 1 BO BceM TorgaliHem mupe. EBpe-
€B 4acTO Ha3blBann «Hapoaom 6e3 nckyccrtea» (Mo aHa-
norum ¢ «Hapogom 6e3 3emnu»). MoXHO ckasaTtb, 4TO
ManeBuy BeicTynnn 3aecb Kak Moncen-erunTaHuH (ecnm
BCMOMHUTb U3BECTHYIO MHTepnpeTauuto gurypbl Moncea
®penaom), KOTOpbIN NPUBEN €BPENCKNX XYO0XKHNKOB
B 06eTOBaHHYI0 3emnio abcTpakumm n mogepHnama, roe
OHW MOT/IM NPOMNOBEA0OBaTb MKOHOK/a3M, OCTaBaACh
XyooXHukamu. Manesud v BeirnagnT Taknum Mouceem
Ha N3BeCTHOWN dhoTorpadun, rae oH n3obpakeH Ha BU-
TebCckOM BOK3ane nepepg otbe3gom B MockBy, 1 C HUM,
noA 3HaKOM YepHOro keagpara, — Tosina NosyroaoaHbIX
MECTEYKOBbLIX EBPEEB.

OTBepXXEHNE MECTEYKA U MECTEUYKOBOW KYNbTypbl
6b1710 TEMOW €BPENCKOro UCKYCCTBA TakXKe Ha 3anapge.
Ho Tam 3Ta Tema B 3HaUNTENbHO 60MbLUEN CTENEHN,
Hexxenn B Poccun, cBA3aHa ¢ CUOHN3MOM, T. €. MOUCKOM
peanbHON, a He CUMBOJIMYECKO 06eTOBaHHOM 3eMIN.
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cultures of the past. This approach remained, in
essence, quite international and gave Jewish artists
and art critics the chance to participate actively in
the creation of the Soviet realist aesthetic without
overly betraying their own artistic aspirations.

The event that to the greatest extent symbol-
izes the fate of Russian artists in the 20th century
can be considered the collective jump students
of the Vitebsk Art School made to the side of Ma-
levich in his conflict with Chagall. The vast majority
of these students were Jews. Nonetheless, they
renounced their teacher Chagall — also a Jew —
and supported Kazimir Malevich, a Pole. Mind you,
many of them remained Malevich’s most loyal fol-
lowers right up until his death. The students’ move
from Chagall to Malevich cannot, of course, be
considered a betrayal of their Jewish heritage. A
rejection of Chagall’s dreamy romanticization of the
Jewish shtetl was inevitable for the young Jewish
artists, who had entered a new era of the industrial
revolution, collectivism of labor and mass sport. But
casting off the aesthetic of the Jewish shtetl and
sentimental memories of it meant here a return to
a more ancient and higher Jewish tradition — the
tradition of iconoclasm, the repudiation of any and
all representations. Malevich won because he of-
fered his Jewish students iconoclasm via the tools
of art. Malevich’s “Black Square” was the most rad-
ical negation of art through the tools of art not only
in Russia, but in the entire world at that time. The
Jews were often called “the nation without art” (in
analogy to “the nation without land”). One could say
that Malevich acted here like Moses the Egyptian
(if we recall Freud’s well-known interpretation of
the figure of Moses), who led Jewish artists into the
promised land of abstraction and modernism where
they were able to preach iconoclasm while still
remaining artists. Malevich even looks like Moses
in the famous photograph in which he is depicted
at the Vitebsky train station before his departure
to Moscow — and with him, under the sign of the
black square, a crowd of half-starved, small-town
Jews.

Repudiation of the shtetl and shtetl culture
was a theme of Jewish art in the West as well. But
there this subject was, to a greater extent than in
Russia, bound to Zionism, that is, the search for a
real rather than symbolic promised land. Usually
the birthdate of national Jewish art is considered
the art exhibit organized in Basel parallel to the
Fifth Zionist Congress of 1901. The exhibit took
place under the patronage of Max Nordau, at that
time a leading theorist of Zionism. The famous
Jewish philosopher Martin Buber curated the exhib-
it. Max Nordau was then known first of all as author

O6bI4YHO [aTOon POXKAEHMA €BPENCKOro HaunoHasbHo-

ro UCKYCCTBa CHMTAEeTCA XyA0XXEeCTBEHHaA BbICTaBKa,
opraHusosaHHaA B basene napannensHO NpoBeaeHUIo
MAaToro cmoHmMcTckoro kKoHrpecca B 1901 rogy. BeicTaBka
npowna noa natpoHaxem Makca Hopaay, KOTOpbI B TO
BpeMdA BbICTyNan Kak BeayLmin TeopeTnk cuoHnama. Ky-
paTopoM BbICTaBKM Oblf1 3HAMEHUTLIN €BPENCKUn nno-
codh MaptnH Bybep. Makc Hopaay 6bin Torga B nepsyto
oyepeab U3BECTEH Kak aBTOP KHUIM «BbipoxxaeHue»
(Entartung)’, B KOTOpOW OH pa3BuW/1 TEOPUIO «AereHepa-
TUBHOro uckycctea» (Entartete Kunst), kotopaa satem
6blna noaxeayeHa B HAUUCTCKOM ['epMaHmm 1 NOCny>Xu-
la UaeonorM4ecKom OCHOBOWM N3BECTHOW BbICTaBKK «[le-
reHepaTmBHoe nckyccteo» (Entartete Kunst, MioHxeH,
1937), Ha KOTOPOW HauUCTbl NPeacTaBuUIM MOLEPHUCT-
CKO€ UCKYCCTBO C KOMMEHTapUAMMN, KOTOPbIE OOMKHbI
ObIN OTBPaTUTL OT HEro Ny6nnKky.

Ho cam Hoppay, pasymeeTtca, He npegnonaran
Takoro NpoyTeHnA cBoen kHurn. OHa 6bina HanpasneHa
Ha BO3pOXAeHue, Kak rosopun Hopgay, «MycKynucToro
€BpencTBa», KOTOPOe O0IKHO ObINO pereHMpmpoBaThLCA
B 3HOMHOM Knnmate NanectuHbl. B aToM e ayxe 6bina
chenaHa 1 BbICTaBKa, CONPOBOXKAaBLIasa CUOHUCTCKUN
KOHrpecc, paboTbl Ha KOTOPOW CnaBuIn NCTopuyeckoe
NpOLUSIOe EBPENCKOro Hapoaa 1 nocpamaann, No crnosam
By6epa, «eBperickoe BbIpOXAeHE» U «BONE3HEHHbIN
MUCTULM3M>» FaflyTHOrO eBpeA — eBpeA OUCMOopbI2.

HeT comHeHuA, 4Tto Bybep oueHunn 6bl paboThl LLarana
VMEHHO KaK BblpaXXeHne Takoro «60s1e3HEHHOro MUCTK-
um3ma». He cnyyaiiHo Ha cBoel rpaBtope, NOCBALLEHHOM
MATOMY CMOHUCTCKOMY KOHIPeccy, XyA0XKHUK ddhpanm
Mouwe JlnnneH, koTopbl 6611 630K K By6epy v apyrum
nnpepam CMoHM3ma, n3obpasnsi NOXKMUIOro raayTHOro
eBped, KOTOPOMY MocnaHeL, BbICLUUX CU yKa3bliBaeT

Ha NepcrneKTUBY BO3POXAEHNA NOCPEACTBOM NaxoTbl

3a nnyroMm. Ho Takaa no3nTvBHaA NepcrneKkTmMBa He CMOor-
na BOOXHOBUTb OOMBLUNMHCTBO €BPENCKUX XYO0XHUKOB
TOro BpeMeHu BCNeacTBME KOHCEPBATUBHOW 3CTETUKN
TOorgallHero CUOHUCTCKOro UCKYCCTBA, KonebnoLlerocA
Mexay akageMuM3MoM U toreHactuneM. B 6onbluMHCTBE
CBOEM eBpPENCKME XYyOOXHUKN 06paTnINCh K Ton napa-
OOKCasibHOW CMeCcU UHTepHauMoHanmM3ma 1 napTukyna-
pu3mMa, KOTopyto yaayHo onucan PoHanba Bpykce Kutanm
B cBoeM «MaHudecTe gnacnopmuama»®. Peub B HeM nget
0 TOM, YTO MHTEpPHALMOHANN3M B Halle BpemAa 6onee

He 03HayaeT nomcka eanHoOro TpaHCcHaUVOHaIbHOro
ctuna. EBpenickana cuTyauma aunacnopbl okasbiBaeTcA
ceronHA Bce 6onee yHMBepcanbHON: Bce 60onbLle XyO0X-
HUKOB >XMBYT BHE CBOEWN CTPaHbl, KOMOUHUPYIOT CTUN,
3HaKW U Tpaamumm pasnnyHbIX CTpaH U co3aatoT CBOW
cyry6o nHomeuayasnbHblli CTUNb, KOTOPbIN HE ABNAETCA
HaUMOHasbHbIM UMW pervoHasibHbIM U TakuM 06pa3om
oKasblBaeTCcA YHMBEpPCabHbIM 1 MHOWBUAYANbHbBIM
oaoHOBpeMeHHo. Yxxe KnemeHT ['puHGepr roBopuT O eB-
PENCKNX XyOOXHUKAX, YTO OHU CO34anu CTUMb «ansa

of the book Degeneration (Entartung),’ in which
he developed the theory of “degenerate art” (En-
tartete Kunst) that was then taken up in Nazi Ger-
many and served as the ideological base for the
famous exhibit “Degenerate Art” (Entartete Kunst,
Munchen, 1937), at which the Nazis presented
modern art with commentary intended to turn the
public against it.

But Nordau himself, of course, did not an-
ticipate such a reading of his book. The book was
aimed at the rebirth of “muscular Judaism,” as
Nordau said, which was supposed to regenerate
in the sweltering climate of Palestine. The exhibit
that accompanied the Zionist congress was made
in this same spirit, with works that glorified the his-
toric past of the Jewish nation and put to shame,
in Buber’s words, the “Jewish degeneration” and
“sickly mysticism” of the galutic Jew — the Jew of
the diaspora.?2 There is no doubt that Buber would
have judged the works of Chagall as precisely an
expression of this “sickly mysticism.” It is no coin-
cidence that in his etching dedicated to the Fifth
Zionist Congress, the artist Ephraim Moses Lilien,
who was close to Buber and other Zionist leaders,
depicted an elderly galutic Jew with a messenger
of the higher powers who points to the potential for
regeneration through tilling with a plow. But, despite
this positive outlook, it was not able to inspire most
Jewish artists due to the conservative aesthetic
of the Zionist art of that time, which fluctuated be-
tween academism and Jugendstil. For the most
part, Jewish artists turned to that paradoxical mix
of internationalism and particularism that Ronald
Brooks Kitaj successfully described in his First Di-
asporist Manifesto,® which tells of how internation-
alism in our time no longer means the search for a
single transnational style. The Jewish situation of
diaspora today proves itself to be ever more univer-
sal: Ever more artists live outside their own country,
combining the styles, signs and traditions of differ-
ent countries and creating their own staunchly indi-
vidual style, which is neither national nor regional
and in this way comes to be universal and individ-
ual at the same time. Clement Greenberg already
says of Jewish artists that they created style “for
itself,” which can also be seen as the style of the
entire American people.* In other words, Jews don’t
have to overcome their isolation if everyone has
become isolated and all humanity has transformed
into a diaspora.

The patrticularity of Jewish artists’ situation
in Soviet Russia lay precisely in the fact that they
were not forced to choose between creating their
own culture or waiting until everyone else had lost
their shared national culture. Soviet culture gave
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DoT0 M3 AHIVIOSA3BIYHOTO BBINYCKA KYPHAJIa
«CCCP Ha crpoiike» (USSR in Construction,
1935, #3-4)
Photo from the English-language version of the
magazine “USSR in Construction”, 1935, #3—4

cebA», KOTOPbIN B TO XXe BPEMA MOXHO CUMTaTh CTUNEM
BCEro amepuKaHCcKoro Hapoga* . ViHaye rosopa, eBpeam
He Ha[o NpeononeBaTh CBOK N30NIMPOBAHHOCTb, €CNN
N30MMPOBaHHbLIMW CTanu BCE — U BCE YEN0BEYECTBO
npeBpaTUIoCh B ANacnopy.

OCOo6EHHOCTb CMTYaLMM EBPENCKNX XYAO0XHNKOB
B CoBeTckom Poccum coctoana, ogHako, Kak pas B TOM,
4YTO OHU He BbiN NOCTaBNEHbI Nepen anbLTepHaTMUBON:
co3paBaTthb CBOKO COOCTBEHHYIO KYNbTYPY U XAaThb,
Korga Bce ocTasibHble YTPaTAT CBO OOLLYIO HaUMOHasb-
Hyt0 KynbTypy. CoBeTCcKaA KynbTypa Aana eBpeamM Me-
CTO, BKNHOYMNA UX B €OUHBIA KONMEKTUB, MOCKOSbKY OHa
nocTasmna 3HaK paBeHCTBA MeXy COBETCKOWN HaLMO-
HalbHOM KYNbTYPON U MHTEPHALMOHANBLHOW KYbTYPOW
KOMMYHUCTMYecKoro 6yayuiero. Cosetckasa KynbTypa
1930-x rogoB faxke nonblTanacb MHTErpMpoBaTh B cebA
CUOHUCTCKYHO MEYTY.

B koHue 1920-x ronoB coBETCKOE NpaBUTESb-
CTBO 0bpaTunock k eBpeamM CoseTckoro Corosa u Bce-
ro mmpa ¢ npm3sbieom npmesxatb B8 CCCP n cTponTb
HOBbIN OOM A1 €BPEEB HA COBETCKOM TEPPUTOPUMN.
B bupobupxxaHe — B Cubmpu, Ha peke Amyp, pAoOM
C COBETCKO-KNTANCKOWN rpaHuLen, — 6blna ocHoBaHa
EBpelickaa aBToOHOMHaA obnactb. OTKpbIBaA 3TOT MNPo-
ekT B 1926 rogy, Muxaun KanmHnH — Ha TOT MOMEHT
npeacepatens LieHTpanbHOro NCNOSHNTENbHOMO KOMU-
Teta BepxoBHoro Coseta CCCP — 3aABun, 4to nepen
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Jews a place and included them in the united col-
lective, insofar as it drew an equal sign between
Soviet national culture and the international cul-
ture of the communist future. Soviet culture of the
1930s even tried to integrate within itself the Zionist
dream.

At the end of the 1920s, the Soviet govern-
ment turned to the Jews of the Soviet Union and
the entire world with a call to come to the U.S.S.R.
and build a new home for the Jews on Soviet ter-
ritory. In Birobidzhan — in Siberia, on the Amur
river, next to the Soviet-Chinese border — was
founded the Jewish Autonomous Region. Opening
this project in 1926, Mikhail Kalinin — at that time
chairman of the Soviet Union’s Central Executive
Committee — announced that a great task stood
before the Jewish nation: to preserves its nation-
ality, for which it had to “turn a significant part of
the Jewish population into a dense populace of
settled agrarian peasants,” comprised of at least
hundreds of thousands of residents. In his speech,
Kalinin proposed making Birobidzhan a new Jewish
homeland. One could have objected that a region
in the middle of the Siberian taiga didn’t particularly
correspond to the historically entrenched image
of the Jews as city people — eternal migrants,
traders and intellectuals. However, the Soviet ide-

€BPENCKNM HapOL4OM CTOUT 6oMbLuaA 3agadva: COXPaHUTb
CBOIO HAUMOHANbHOCTb, a AJ1A 9TOr0 HY>XXHO «NpeBpaTuTb
3HAUUTENbHYIO YacTb EBPENCKOro HaceneHma B ocenioe
KpeCcTbAHCKOE 3emeenibyeckoe KOMnakTHoe Hacene-
HWe, namepAaemoe, No KpamHen mepe, COTHAMM ThiCAY
xutenen». B csoert pedn KannHuH npeonoxun caenatb
BupobupxkaH HoBol poanHon eBpeeB. MOXHO 6b1510 6bl
BO3pasunTb, 4TO 06nacTb Nocpenn CUBUPCKON Tamrm He
0OCO6EHHO COOTBETCTBYET UCTOPUYECKUN CITOXKMBLLEMY-
cA 0bpasy eBpeeB Kak ropoXaH — BeYHbIX MUIPaHTOB,
TOproBsLeEB 1 UHTennekTyanos. OQHako coBeTcKkue nae-
0/10r1 HAAEeANUCb JOCTUYbL HE TONBKO 3KOHOMUYECKOro
npeobpaxkeHna bupobuoykaHa 6narogapa eBpenckmnv
noceneHnaM, HO U NpeobpaxxeHnAa camnx eBpees, npe-
BpaLleHnA NX NPy MOMOLLM KONIIEKTUBHOIO CENbCKOXO0-
3ANCTBEHHOrO TPyAa B HOBbIX NOAEN, HOBbLIX EBPEEB.

B 6onee nosgHen peun 1934 roga KanmHuH roBopuT,
YTO eBpeun AO0/MKHbI CTaTb COUNanNMCTUYECKUMU Noce-
neHuamu, HapoAOM «C BOMbLUNMK KyNnakaMu 1 Kpenkmmm
3yb6amm»5, ITOT 06pas eBpeeB «C H60bWNMU Kyflakamum
M Kpenkumm 3yb6amm», no cyTn, 61mM3oK CUOHUCTCKOMY
npeacTaBfeHNo 0 HOBOW pace «MyCKYNNUCTbIX EBPEEB»,
3apoxkgarowenca Ha Tepputopun MNanectuHbl. CoBeT-
ckasa ngeonorna 1920—-1930-x rogos Tak>Xe Bocxsanana
TAXENbIA TPy, CNOPT, HECEHME BOEHHOM CNy>06bl, hnau-
YeCcKyH CUIy, 3Hepruio U MonogocTb. Ho, KOHEYHO, 3TO
61ONONNTMYECKOE BO3POXAEHMNE NOHUMANOCh CKOpee

B K/1aCCOBbIX, YEM B pacoBbIX TepMmHax. HoBaA coseT-
CKaA BNacTb CTpemMmnach NpeoaoneTh BoIpOXAEHWE, No-
cTuUriee Tena nponetapues — 1 B Lenom tena 6eaHbix
KflaccoB — B pe3ynbTaTe KanuTaiucTU4ecKon sKCny-
aTaumu. Maccbl 6egHbIX BOCTOHHOEBPOMNENCKNX EBPEEB
ABNAN COBON XOPOLLUMIA NPUMEP 3TON IKCMyaTauum

N BbIPOXXAEHUA. XapakTEePHO, YTO KOMMYHUCTUYECKOE

D010 M3 AHIVIOA3BIYHOIO BBINYCKA KypHaJIa

«CCCP Ha crpoiike»
USSR in Construction, 1935, #3—4)
hoto from the English-language
version of the magazine
«USSR in Constructiony», 1935, #3—4

ologues hoped to achieve not only the economic
transformation of Birobidzhan thanks to Jewish set-
tlements, but the transformation of the Jews them-
selves, their transformation by means of collective
agricultural labor into new people, new Jews. In a
later speech in 1934, Kalinin says that the Jews
must become socialist settlers, a nation “with big
fists and strong teeth.” This image of Jews “with
big fists and strong teeth” is close, in effect, to the
Zionist idea of a new race of “muscular Jews” con-
ceived on the territory of Palestine. Soviet ideology
of the 1920s and 1930s also glorified hard labor,
sports, military service, physical strength, energy
and youth. But, of course, this biopolitical regener-
ation was understood more in terms of class than
race. The new Soviet authorities were aiming to
overcome the degeneration that had befallen the
bodies of the proletarians — and in general the
bodies of the poor classes — as a result of capital-
ist exploitation. The masses of poor Eastern Euro-
pean Jews offered a good example of this exploita-
tion and degeneration. It’s true to character that
the Communist and Zionist movements began to
perceive the vitalization and rehabilitation of Jewish
bodies as their mission almost simultaneously.

In this way, Soviet Jewry faced no choice
between internationalism and the search for cultur-
al identity. Precisely for this reason, Jewish artists
could be found in all political and artistic camps in
those years — in contrast not only to Germany, but
also other European states of that time in which
the policy toward national traditions in the spirit of
“blood and soil” excluded the participation of the
“destructive and nihilistic” Jewish intelligentsia. In
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N CUOHMUCTCKOE OBWMXKEHWA Hayanm oco3HaBaTb BUTANM-
3aumio 1 0300pPOBNEHNE EBPENCKUX TEN Kak CBOIO 3ada-
4y NOYTN OAHOBPEMEHHO.

Takum 06pa3om COBETCKOE eBPENCTBO He BbIno no-
CTaBJIEHO nepep, BbIBGOPOM Mexxay MHTEepPHALMOHaNIN3MOM
N MOUCKOM KyJIbTYPHOW MAEHTUYHOCTU. VIMEeHHO noaTomy
€BPENCKMX XyA0XHUKOB MOXHO 6b1/10 BCTPETUTH BO BCEX
NONMUTUYECKMX U Xy[O0XKECTBEHHbIX Nlarepax Tex neT —

B OT/INYNE HE TONbKO OT 'epmaHnm, HO 1 OT APYrnx eBpo-
MencKnX rocyaapcTs TOro BPEMEHU, B KOTOPbIX yCTaHOBKA
Ha HauuoHasibHble TPAAMLUN B OyXe «KPOBb U NOYBa» UC-
Kroyana yyactmne «4ecTpyKTUBHOM U HATUITMCTUYECKON »
eBpenckon nHtennureHumn. B Cosetckom Cotose, Hanpo-
TVB, EBPENCKME OeATENN UCKYCCTBA HE BUAEN HUKAKMX
npobnem B TOM, 4TOObI CNaBUTb PYCCKOE KPECTbAHCTBO

N pyccknin paboynin Knacc — BeOb KPeCTbAHCTBO YXXe
CTano KOMX03HbIM, a PYCCKMIA pabounin Knacc ctan nuae-
pPOM MMPOBOrO nporetTapuara.
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the Soviet Union, on the other hand, Jewish people
of the arts saw no problem with praising the Rus-
sian peasantry and the Russian working class —
after all, the peasantry had already been collectiv-
ized, and the Russian working class was now the
leader of the world proletariat.

The situation changed, of course, after World
War Il and the genesis of the State of Israel. Even
after the Stalinist campaign against cosmopolitan-
ism ended, Jews found themselves under suspicion
of hidden loyalty to Israel. And after Jews were
allowed to emigrate to Israel, each of them was
automatically viewed by those around him as a po-
tential émigré. And, of course, Jews began to view
themselves as potential émigrés too. This exclusive
right to emigration, which was denied to all the rest
of the country’s population, gave Soviet Jews a
feeling of exceptionalism. This exceptionalism was

Kazumup MaJjieBU4 1 4ieHbI TPYNIbI
YHOBHUC Ha BuTEeOCKOM BOK3aJle mepeq
orbe3noM B Mocksy. 1920

Kazimir Malevich and members of the
UNOVIS art group at the Vitebsk railwa
station before departure to Moscow. 192

CwuTyauma nusmeHunach, pasymeeTca, nocne Bro-
po MMPOBO BOWMHBLI U BO3HUKHOBEHNA [ocypapcTea
M3pawnnb. [Jaxke nocne npekpaweHna CTannHCKON KaMm-
naHvn no 6opbbe C KOCMOMONMUTU3MOM E€BPEUN OKa3anncb
noA, Noao3peHnemM B CKPbITON N0ANbLHOCTU V3paunnto.

A nocne paspelleHna eBpeaM Bble3axaTb B M3pannb
KaXkOblh N3 HUX CTan aBTOMaTMYECKN paccmaTpuBaTbeA
OKpY>XaLWnMn Kak noTeHumnanbHbli amurpaHT. U, pasy-
MeeTCA, camMn eBpeMn CTasim CMOTPETb Ha cebAa Kak Ha rno-
TeHUMasbHbIX SMUrPaHTOB. Vickno4nTensHoe npaso Ha
aMUrpaumio, KOToporo 661510 INLWEHO BCe OCTallbHOE Ha-
ceneHue CTpaHbl, CO30a0 y COBETCKUX €BPEEB YYBCTBO
nekntounTensHocTn. OHO, BIPOYeM, He BbI10 penurnos-
HbIM WU KYNbTYPHbIM, NOCKoNbKy B CoBeTckom Cotose,
Kak 1 B HaumcTckom F'epmaHum, eBpeun naeHTnpmun-
poBan1Ch He Mo penuruu, a Kak Hapogd — Wau, ToYHee,
Kak paca. CoBeTckue eBpeu, NyCcTb U NapagoKcanbHbIM
06pasom, HO ONATb XKe CHaCTAIMBO U3bexXxanu MyymTenb-
HbIX COMHEHWIA OTHOCUTENBHO CBOEN KYNbTYPHOW UAOEH-
TUYHOCTW, TPAOULMOHHO Tep3aloWwmnx eBpees 3anaga.
CoBeTckue eBpen bblnn eBpeAaMr, NOCKOSIbKY OHM Bbinu
eBpefAMM Mo NacrnopTy 1 NOCKOJbKY NX Taknm o6pasom
naoeHTMduuMpoBanu opraHbl BNactu. Tem cambimM Npo6-
nleMa HaunoHanbHOM NOEHTUYHOCTU Gblna peLleHa 3a eB-
peeB COBETCKOWN BNACTLIO.

To e MOXHO ckasaTb 1 0 NpobremMe aMmrpauuu
B U3paunb. He cnepyet 3abbiBaTh, YTO CUOHUCTCKOE
OBUXEeHWe 6bI10 CO34aH0 Kak Onno3numnA XPUCTUAHCKO-
MYy M MOCTXPUCTUAHCKOMY 3anagy, B KOTOPOM «inua ny-
Oenckoro BeponcnoBegaHnA» owyann ceba HaxonA-
LLMMUCA Ha YY>KO TeppuTopumn. MNpr 3TOM CUOHU3M Obi
OBUXEHWEM, HeraTMBHO OTpearMpoBaBLIMM UMEHHO Ha
cekynapmsauuio 3anaga n Ha OTKpbIBLUMECA ANA eBpe-
eB 3anaga BO3MOXHOCTU MHTErPUPOBaTLCA B «YHUBEP-
casbHyl0» 3anagHyto KynbTypy. CUOHU3M Obin1 BbIGOPOM
B NOMb3Yy €BPENCKOro HaunoHanbHO-KYbTYPHOro napTu-
KynAapuama, HanpasfeHHbIM NPOTUB 3anagHoro NoCcTXpu-
CTWUaHCKOro CekynfapHoro yHmsepcanmama. CUOHUCTDI
NOHMMAaNN, YTO B HaLly 3MNOXYy PennrnA y>ke He MOXeT
CNYXUTb rapaHTUeln CoOXpaHeHA eBPENCKON KybTyp-
HOW WOEHTUYHOCTU U UMEHHO MO3TOMY HacTamsaan Ha
€034aH1M CBETCKOro eBPENCKOro rocygapcraa, KoTopoe
MOro 6bl 06ecneyunTb 3TY MAEHTUYHOCTL. MpoTnBono-
NOXHbIM BbIGOP B Nonb3y 3anaga v NpoTUB aMuUrpaumum
B MI3pannb 03Ha4an onAa eBponemnckmx n amepmkaHCcKmnx
eBpeeB rOTOBHOCTb K aCCUMUAALNU, K PACTBOPEHNIO
B CEKYNAPHOM YHUBEpCaNu3me n niausuayanname. Yto
)Xe KacaeTcA COBETCKOM eBpeNcKon ammrpaumm B M3pa-
Wb, TO OHA, HANPOTUB, BOCNPUHUMANACh N COBETCKUMM
eBpefAMUn, N BCEMU OCTaslbHbIMW COBETCKUMU rpaxkaa-
HaMu NpeXxae Bcero Kak amurpauma Ha 3anag — vepes
rpaHmuy mMexxay 3anagom u BocToKoM, NMPOAOXKEHHYH0
X0J10HOWM BOMHON. Tak 4YTO 1 30eCb COBETCKME €BPEN
oKasanucb ycnewHo n3baBneHHbIMU OT Bblibopa Mexay
HaLUMOHaIbHON NAEHTUYHOCTLIO U CEKYNAPHBLIM, 3anaj-

not, however, religious or cultural, since in the Sovi-
et Union, as in Nazi Germany, Jews were identified
not by religion but as a nation or, more precisely,

a race. Soviet Jews, even if in a paradoxical way,
happily escaped the agonizing doubts regarding
their cultural identity that traditionally tormented
Jews in the West. Soviet Jews were Jews insofar
as they were Jews in their passports and were
identified as such. The problem of national identity
was effectively resolved for the Jews by the Soviet
authorities.

The same can be said of the issue of emi-
gration to Israel. One mustn’t forget that the Zionist
movement was created in opposition to the Chris-
tian and post-Christian West, in which “persons of
the Hebrew faith” felt as if they were in alien territo-
ry. At the same time, Zionism was a movement that
responded negatively specifically to the seculariza-
tion of the West and the opportunities that opened
up for Western Jews to integrate with “universal”
Western culture. Zionism was a choice in favor of
Jewish national and cultural particularism, aimed
against Western, post-Christian secular universal-
ism. The Zionists understood that in our era religion
could no longer serve as a guarantee of the pres-
ervation of Jewish cultural identity and precisely
for this reason insisted on the creation of a worldly
Jewish government that would be able to secure
this identity. The opposing choice, in favor of the
West and against emigration to Israel, meant for
European and American Jews a willingness to as-
similate, to dissolve in secular universalism and
individualism. But when it came to the emigration
of Soviet Jews to Israel, it was, in contrast, primarily
understood by both Soviet Jews and all other Sovi-
et citizens as emigration to the West — across the
border between West and East drawn by the Cold
War. So here, too, Soviet Jews were successfully
freed from the choice between national identity and
secular, Western, post-Christian universalism — in
choosing emigration from the Soviet Union, they
chose Israel and the West simultaneously.

All of this was reflected in the work of Jewish
artists, particularly those who worked in the con-
text of unofficial Soviet art. Specific Jewish themes
can be found in some of their work, but they are
more likely referring to the romantic, sentimental
atmosphere of the Chagallian Jewish shtetl than
to the Zionist utopia of Jewish regeneration through
agricultural work. But the most interesting artists of
Jewish descent used their relative “outsideness” in
regard to Soviet reality, speaking in the language
of Bakhtin, as a chance to examine and analyze
this reality from the outside. In fact, Jews’ semi-offi-
cial status at that time as potential émigrés created
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HbIM, MOCTXPUCTUAHCKUM YHMBEPCANM3MOM — Bblbnpas
amurpauuio n3 Cosetckoro Cotosa, oHM Bbibupanu Us-
paunb 1 3anaj 0oHOBPEMEHHO.

Bce aT0 0Tpasnnochb 1 Ha NCKYCCTBE EBPENCKNX
XYO0XKHUKOB, NPEXAe BCero Tex, KTo paboTan B KOH-
TeKCTe HeohmuManbHOro COBETCKOro UCKYcCTBa. Y He-
KOTOPbIX N3 HUX MOXKHO 06HapY>XMTb crneumgruyeckmne
eBpencKue TeMbl, HO OHU, CKOpee, OTChINAalT K pOMaH-
TUYECKN-CEHTUMEHTAaNIbHON aTMocdepe WaranoBcKoro
€BPENCKOro MecTeyka, HeXxxenm K CUOHUCTCKOW yTonuu
BO3POXXAEHNA €BPENCTBA NYTEM CEJIbCKOXO3ANCTBEH-
HbIX paboT. Ho Hanbonee MHTeEpeCHbIE XYAOXXHUKWN €B-
PEenCcKoro NPONCX0XOEHNA UCMOMb30BaN CBOK OTHOCU-
TesbHY0, roBOpA A3bIKOM BaxTuHa, «BHEHaXo0AUMOCTb»
B OTHOLUEHNN COBETCKOW AENCTBUTENBHOCTM Kak LUaHC,
No3BOSIAIOLWMIA PpacCMOTPETbL 1 NPOaHanM3npoBaTh
3Ty AENCTBUTENBHOCTb CO CTOPOHbI. Ha camoMm pgene
TorgawHum nonyoduumnanbHbll CTaTyCc eBpees Kak Mno-
TeHUMasbHbIX SMUIPaHTOB CO34aJ NCUXOSI0MMYECKYIO
OVCTaHUMIO MeXay HUMU U OCTasIbHbIM COBETCKUM Hace-
NIeHNeM — OUCTaHUMIO, KOTOPYHO He OLLyLLanmn B TaKowm
dopme 3nb Jincnuknin, ConoMoH HUKpUTUH nnn Anek-
caHap Toeiwnep.

OTO MOMOXEHUE «Ha Kpato» UMK «B Yrny» 6bI10
3KCNMUNTHO TeMaTusnpoBaHo B paboTax Vnbn Kabako-
Ba. Ho cywecTBOBaHMe «B yriay» 6blf10 NOHATO UM He Kak
npurnawleHne K nouckam eBpenckon HaunmoHanbHoM
WOEHTMYHOCTMU, a, CKopee, Kak cTapToBan niowanka
0N1A BbIXOAa B YHMBeEpCasibHOE, KOCMUYECKOE, «4Un-
cTo 6enoe». Bo3HeceHMe U3 CBOEro yrna K BepmnHam
«OYyXOBHOCTM» Habnoganock y Muxauna LsapumaHa,
Opyappa LTenHbepra n MHOrMX Opyrux XyaoXKHUKOB
1960—-1970-x ronos. [pyrmve xyooXHUKN €BPENCKOro
npovcxoxaeHna — Takme kak Komap n Menammg nnu
AnekcaHap Koconanos — Mcnonb3oBann CBOe nosio-
YKEHUEe «Ha Kpato» A1A AUCTaHLUNPOBAHHON, MPOHUYHOMN
Urpbl C CUMBOJIMKOM COBETCKOM MOE0N0rnn 1 MaccoBOm
KYNbTYypbl, Aanekon oT ngeHTudmnkaumm ¢ Hen. Xapak-
TEPHbLIMWU B 3TOM OTHOLUEHUN ABNAKTCA paboThl puwm
BpyckuHa, koTopbIn 60nee BCex U3 XygoXHUKOB CBOEro
NOKOMEHNA MaHNECTUPOBAN UHTEPEC K PENUTNO3-
HO-KYNbTYPHOM Tpaauummn eBpernckoro Hapoaa: ero nep-
COHaXXM AEMOHCTPUPYIOT 3HAKWN 3TOM TPaauLumMmn Tak Xxe,
Kak 1 Ha Opyrmx ero kapTuHax 3Haku cCOBETCKOW Naeo-
nornn. KOHeYHo, COCTOAHNE BHEHAXOOUMOCTU HE ABNA-
1oCb TOrAa npeporaTueon EBPEEB N MOr10 BOSHUKHYTb
MO MHOTMM Pa3fIM4YHbIM MPUYNHAM, HO BbICOKMIA MPOLEHT
eBpeeB cpeau BenyLmx XygoXXHUKOB COBETCKOroO Heo-
hULMaNBEHOr0 UCKYCCTBA HEBO3MOXHO UFHOPUPOBATD.

Tak>ke 6bpocaeTca B rnasa n To 06CTOATENLCTBO,
4YTO BCE NEPEYUNCNIEHHBbIE N MHOTME OPYrve XyO0XHUKN
€BPEeNCKOro NPonCxXoXXageHna octaancs U nocrne amurpa-
U1K BEPHbI TEM TEMaM N NpMeMam, KOTOpble OHU BbIpa-
6oTtanu ana ceba B CoBeTckom Coto3e, 1 MOTOMY OHU
BbIrNAAAT Ha 3anafe ckopee ObIBLUMMN COBETCKUMM,
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a psychological distance between them and the
rest of the Soviet population — a distance that was
not felt in that form by El Lissitzky, Solomon Nikritin
or Alexander Tyshler.

This location “on the edge” or “in the corner”
was explicitly thematized in the works of llya Kab-
akov. He did not understand existence in the corner
as an invitation to search for Jewish national identi-
ty, but rather as the launch pad for a departure into
the universal, cosmic “pure white.” An ascension
from one’s corner to the heights of “spirituality”
is observed with Mikhail Shvartsman, Eduard
Steinberg and many other artists of the 1960s and
1970s. Other artists of Jewish descent — such as
Komar and Melamid or Alexander Kosolapov —
used their position “on the edge” for a distanced,
ironic play with the symbols of Soviet ideology and
mass culture, far from an identification with them.
Characteristic in this respect is the work of Gri-
sha Bruskin, who more than any other artist of his
generation manifested an interest in the religious
and cultural traditions of the Jewish nation: his
characters display the signs of this tradition just as
they do the signs of Soviet ideology in other works.
Of course, the condition of outsideness was not
then a prerogative of the Jews and could arise for
many different reasons, but the high percentage of
Jews among the leading artists of unofficial Soviet
art is impossible to ignore.

Also striking is the fact that all those listed
and many other artists of Jewish descent even after
emigrating remained faithful to those themes and
methods that they had formulated for themselves
in the Soviet Union, and so in the West appear
more as ex-Soviet artists than Jewish ones. In this
way, one could say that precisely in the West they
became fully diasporic, nomadic artists, who make
their works from the material they have gathered
in their travels across the world. In this they are
similar to the Jewish artists of other countries and
regions of the world — but at the same time to all
other modern artists too, who are becoming ever
more nomadic and their art ever more hybrid. Once
upon a time the Jews wanted to resemble everyone
else, but finally the time has come when everyone
else has begun to resemble the Jews.

4YeM eBpPENCKNMU XyaoXKHMKaMKU. Taknm o6pa3omM MOXHO
cKasaTb, YTO MMEHHO Ha 3anaze OHW CTanu BNnonHe ama-
CMOPUYHBIMU, HOMAAMYHBIMU XYA0XXHUKAMU, KOTOPbIe
AenarT CBov paboTbl N3 MaTepuana, HakomnJeHHOro
UMW B UX CTPAHCTBUAX NO MUPY. B 9TOM OHM NOXOXMN

Ha eBPENCKNX XyO0XKHUKOB U3 APYrUX CTPaH U PErMoHOB
MMpa, — HO B TO XK€ BPEMA M Ha BCEX NPOYMX COBPEMEH-
HbIX XyO0XXHUKOB, KOTOPblE CTAaHOBATCA BCe Honee Ho-
MaZMYHbIMMK, @ UX UCKYCCTBO — Bce 6osiee rmbpuaHbIM.
B cBoe BpemA eBpeun XoTenn NoxoanTb Ha BCEX OCTaslb-
HbIX, HO BCE-TaKM AOXOA/TUCb BPEMEHW, B KOTOPOM BCE
oCTaslbHble Ha4anm NOXOAMTb Ha eBPEEB.
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tOpuin AnbbepT

(1959, Mockea, CCCP, HblHe Poccus)

JKuornucery, rpaduk, aBTop 0GbEKTOB,
HHCTALLIINN U niepdopmancoB. OauH

13 BEAYLIMX MPEACTABUTENCH MOCKOBCKOH
KOHLENTyaJIbHOM 1Koubl. B 1974-1977 06-
y4ascs y XyIoKHUIB! EkaTepuHbl APHONBL.
B 1977-1980 obyuascst Ha XyJ0XKECTBEH-
Ho-rpaduueckoM daxyasTeTe MoCKOBCKOTO
TOCYapCTBEHHOTO N1€J]aTOTMYECKOT0 HHCTHU-
Tyta uM. B.W. Jlenuna. C 1983 — unen I'op-
KOMa Xy/loXKHHKOB-TpadukoB. B 1987 cran
OJIHMM U3 OCHOBaTeNeH 00beIMHEHNS
XyZIO’KHUKOB-KOHIIENTyaicToB «Kiryo
aBanrapaucto» (KJIABA). C 2008 —
y4dacTHUK rpynmnsl «Kymumon» (CoBMecTHO
¢ Bukropom Ckepcucom u Annpeem du-
nurmoBbiM). C 2011 — y4acTHHK rpymIbl
«OpenbBeiicy (coBmecTHO ¢ [Tapyitpom
JasrsaaoM, Bukropom CkepcrcoM n AHzpe-
eM OuunnoBsM). Y4aCTHUK MHOTOYHC-
JICHHBIX BBICTaBOK B Poccuu 1 3a pyGexom,
B ToM umcie: 3-s1 CramOysbckas OueHHase
(1992); 1-s1 BuenHase COBpEMEHHOIO HCKYC-
crBa B Canonukax (2007); 3-1 MockoBckast
OHeHHase COBPeMEHHOro HcKyccTBa (2009);
1-s Ypanbckast UHIyCTpUaabHas OUeHHAIe
(2010, ExarepunOypr). Jlaypear npemun
Kanaunckoro B HomuHanuu «IIpoekt roma»
(2011) 1 npemun «MHHOBAIMs» B HOMUHA-
1mn «Kyparopckuii mpoekT» (COBMECTHO

¢ Exarepunoii [lerots, 2014). Ctunenauar
®onpa [Tomnoka-Kpacuep, CILA (2000)

u ®onya Ynsurenna Panbepu, CLIIA/Wra-
st (2002). PaGoThl HaXosTCst B COOpaHHUSIX
I'paBroproro kabuHera, bepinn; My3sest
JIronsura, bynanemr; My3ses cOBpeMEHHOTO
nckyccrsa B Jlioomsne, Jlrobmstaa; ocynap-
cTBeHHOW TpeThsKoBCKOM ranepen, Mocksa;
T'ocynapcTBEeHHOTO LIEHTPa COBPEMEHHOTO
uckyccTBa, Mocksa, 1 Apyrux. JXuser

u padotaer B Kenbne n Mockse.
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HataH AnbTmaH

(1889, BuHHuua, Poccuiickaa umnepus,
HbiHe YkpaunHa — 1970, NleHnnrpag, CCCP,
HblHe CaHkT-MNeTepbypr, Poccun)

Kusomnmcer, rpaduk, CKyJIbITOP, TEa-
TpanbHeIi XynoxkHuK. B 1902-1907 yuni-
sl B KMBOIIMCHOM H CKYIIBIITYPHOM
kaccax OIecCKOTro XyI0KeCTBEHHOTO
yumnunia. B 1910-1911 sxun B [Tapu-

Ke, MOCEIall Xy/J0KECTBEHHYIO CTyAUIO
Mapuu BacuibeBoii. B 1911 BepHyics

B Bunnuny, B 1912 nepeexan B Ierep-
Oypr. B 1913—-1916 npunuman ydacrue

B BBICTABKAX Pa3IMYHBIX XyJ0KECTBEHHBIX
oObenuHeHnii B Mockse u [letporpane,

OT YMEPEHHO MOJIEPHUCTCKUX («Mup
HCKyCcCTBay») 710 Ooliee paauKanbHbIX («By6-
HOBBI BajieT») u aBaHrapaubix («Coro3
Monozaexmy, «0,10»). Onun U3 yupenure-
neit (1915) u unen npasnenust EBpeiickoro
obmiecTBa noompenus xynoxects. [Tocne
npuxoza 60JbIIEBUKOB K BIACTH ObLI
Ha3HaueH pykoBojuTeneM Ilerporpaacko-
T OTJIe/1a H300pa3UTENIbHEIX HCKYCCTB
Hapxomara npocBemeHus 1 TUpeKTOpoM
My3zest xynoxecTBeHHOU KyabTypsl (1918).
B 1919 nepeexan B MockBy, ObLIT BeLyIIIM
xynoxuukoM Mockosckoro 'OCETa, uie-
HoM XynoskecTBeHHOM cexuuu Kynsryp-Jlu-
ru. PaboThl SKCITOHHPOBAINCH HA BCEX
Ba)kKHEHIINX BbIcTaBKax B Mockse u Ile-
Tporpaje, a TakXKe Ha MEKTyHApOIHBIX
BbIcTaBkax B bepmune, [Tapmxke u B [TaBu-
nbone CCCP na 14-i1 u 16-ii Benennan-
ckux Ouennaine (1924, 1928). C 1928 xwun
B ITapwxe, B 1936 BepHysics B JIenunrpan.
B 1940-1960-¢ ocHOBHOE BHHMaHHE yJie-
st paboTe B Tearpax M B KHWKHOM rpadu-
Ke, HO IIPOJIOJIKaJ 3aHUMAThCS )KUBOITHCHIO,
a TaK)Ke BEPHYJICS K CKYIBITYpE.
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Yuri Albert

(b. 1959, Moscow, U.S.S.R.,
now Russia)

Painter, graphic artist, author of ob-
jects, installations and performances.
Leading member of the Moscow con-
ceptualist school. Studied with Ekat-
erina Arnold (1974-1977). Studied in
the Faculty of Arts and Graphics at the
V. I. Lenin Moscow State Pedagogical
Institute (1977-1980). Member of the
Moscow City Committee of Graphic
Artists (since 1983). Co-founded the
Club of Avant-gardists (KLAVA) in
1987. Member of the Cupidon art
group (with Victor Skersis and Andrei
Filippov), 2008 — present. Partici-
pant in the Edelweiss art group (with
Paruyr Davtyan, Victor Skersis and
Anderei Filippov), 2011 — present.
Participated in numerous exhibitions
in Russia and abroad, including the 3rd
Istanbul Biennale (1992), the 1st Thes-
saloniki Biennale of Contemporary Art
(2007), the 3rd Moscow Biennale of
Contemporary Art (2009), and the 1st
Ural Industrial Biennial (2010, Yeka-
terinburg). Winner of the Kandinsky
Prize (2011), as well as the Innovation
Award (with Ekaterina Degot) in 2014.
Pollock-Krasner Foundation (U.S.)
grantee (2000) and Civitella Ranieri
Foundation (U.S./Italy) fellow (2002).
Albert’s work can be found in the
collections of the Kupferstichkabinett,
Berlin; the Ludwig Muzeum, Buda-
pest; the Moderna galerija Ljubljana;
the State Tretyakov Gallery, Moscow;
the National Centre for Contemporary
Arts, Moscow; and elsewhere. He lives
and works in Cologne and Moscow.

Nathan Altman

(b. 1889, Vinnytsia, Russian Empire,
now Ukraine; d. 1970, Leningrad,
U.S.S.R., now St. Petersburg, Russia)

Painter, graphic artist, sculptor, theater
artist. Studied painting and sculpture
at the Odessa Art School from 1902

to 1907. Lived in Paris from 1910 to
1911, where he frequented the studio
of artist Maria Vasileva. Returned to
Vinnytsia in 1911 and moved to St. Pe-
tersburg the following year. Took part
in exhibitions by various art associa-
tions in Moscow and Petrograd, from
the moderate modernists World of Art
to the more radical Jack of Diamonds
and the avant-garde 0.10 and Union of
Youth (1913-1916). Co-founder and
member of the Jewish Society for the
Encouragement of the Arts (1915).
After the Bolshevik Revolution,
Altman was appointed head of the
Petrograd Department of Fine Arts of
the People’s Commissariat for Educa-
tion (Narkompros) and the director of
the Museum of Art Culture (1918). He
moved to Moscow in 1919 and became
lead artist for the Moscow State Jewish
Theater (GOSET) and a member of
the Art Section of the Kultur-Lige. His
work appeared in every major exhibi-
tion in Moscow and Petrograd, as well
as in Berlin, Paris, and in the Soviet
Pavilion at the 14th and 16th Venice
Biennales (1924 and 1928). Moved to
Paris in 1928 and returned to Lenin-
grad in 1936. From the 1940s to 1960s,
Altman worked mainly in the theater
and as a book illustrator, but continued
to paint and sculpt.

Opvik bynaTos
(1933, Ceeppsnosck, CCCP,
HblHe EkaTepunbypr, Poccus)

JKuBonucen, rpadguk, WILTIOCTPATOP.

OnuH U3 TMIEPOB MOCKOBCKOW KOHIICTITY-
anbHO# 1Kokl OKOHUMI MOCKOBCKYIO
CPE/IHIOIO Xy/I0XKECTBEHHYIO IIKOIY.

B 1952-1958 6bL1 CTyIEHTOM KHBOIIHC-
HOro (pakynabrera MOCKOBCKOTO Tocy-
JTAPCTBEHHOTO aKaJIeMHUYECKOTO XyIOMKe-
cTBeHHOro nHetutyta uM. B.1. Cypukosa.
C 1959 roga paboran Kak WILTFOCTPATOP

B u3jarenbeTBax «Jlerrusy u «Maiblin,
HanOOJIBIIYIO0 H3BECTHOCTh €My HPUHECITH
KHUTH, 0(OpPMIICHHBIC B COABTOPCTBE

¢ Onerom BacunbeBsiM. B 1989 nepees-
xaet B Hero-Mopk, B 1992 — B IMapux.
‘Y4acTHUK MHOTOYHCIIEHHBIX BBICTABOK

B Poccuu 1 3a py©exoM, B TOM YHCIIe Tep-
COHAJIBHBIX BbICTaBOK B LlenTtpe [Tommuny
(1988, IMapmx), [ocynapcrenHoit Tpe-
ThsIKOBCKOH rajnepee (2006, Mocksa), Llen-
TpaJbHOM BBICTABOYHOM 3aj1e «MaHex»
(2014, Mockga). Jlaypear opzena J{pyx0s1
(2014). PaboTbl HaX0AATCS B COOpAaHUN
Lentpa [Momnuny, [apux; XynoxecTsen-
Horo Mmy3est Jlxeiin Bypxec 3ummepinu
VYuusepcurera Patrepc (codpanne Hoprona
u Houen Jlomk), Heto-Bpancsuk, CILA;
Myszes Jlronsura, Kensh; ['ocynapcTBeHHOM
TpetbsikoBckoii ranepen, Mocksa; ['ocy-
napctBeHHoro Pycckoro myses, Cankr-Tle-
TepOypr, u apyrux. XKuset u paboraer

B [Tapmxe.

Bnaommnp Beincbepr

(1924, Mockea, CCCP, HblHe Poccua —
1985, MockBa, HbiHe Poccua)

JKusonmcer, rpaduk, mexaror, TCOPETHK
uckyccrsa. Coir [puropus BeiicOepra,
OJIHOTO M3 OCHOBarenei Pycckoro neuxo-
AHAJINTHYECKOro OOIIECTBa, IePeBOUNKA
Ha PyCCKHH A3BIK TPY0B 3urmMyHaa dpeii-
na. B 1943-1948 3annmaincs B Ctyquu
un3o0pasurensHoro uckyccrsa npu BLCIIC,
B 1956 mocemnian 3aHATHS B MACTEPCKHX
Mnbn MamikoBa u Anekcanapa OcMepKuHa.
B 1961 6bu1 npunsT B Col03 XyI0KHHKOB
CCCP. B 1964-1984 npenonaBa »HBO-
much Ha Kypcax TeneBunenus MockBel,

B cTyauu MHCTHTYTa MOBBINICHNS KBa-
nmudukanun Corosa apxurekropoB CCCP,

a Tak’Ke B COOCTBEHHOIT MaCTEPCKOM.

C 1956 noCTOAHHBIN YyYaCTHUK PasIM4HbIX
MOCKOBCKHX BBICTaBOK. UiieH rpymnmsl «/le-
BATH» («BOCbMI»), Ha BEICTaBKaX KOTOPOH
B Mockse n JIeHUHrpaze SKCIIOHUPOBa-
Jch ero pa6otsl. Co3/1a1 OPUTHHAIBHYIO
TEOPHIO KOJIOPUCTHYECKOTO BOCIIPHATHS

U [IPUMEHEHHUA 11BETAa, OCHOBHBIC IPUHIIN-
IIBI KOTOPO# chopMyITHpPOBaI B JIOKIa/1e
«Kimaccuukanust 0CHOBHBIX BHJOB KOJIO-
PHCTUYECKOTO BOCTIPUATHS Ha CHMITO3HY-
M€ O CTPYKTYPHOMY U3YUEHHIO 3HAKOBBIX
cucteM B MHCTUTYTE claBIHOBEIEHU
Axanemunn nayk CCCP B 1962.

Mwuxawnn 'pobmaH
(1939, Mocksa, CCCP, HbiHe PoccuA)

JXKuonucer, rpaduk, aBTOp HHCTAIUIALNH
1 1epGOpPMaAHCOB, TI0IT, KOJUICKI[HOHEP, Te-
OpPETHK MCKYCCTBA, aBTOP TEPMUHA BTOPOM
aBaHrap/». Haunnan kak noat, B 1956 cran
wieHOM JIF0OIMHCKOTO JINTOObETHE-

HUs B MOCKBE, B [IOCIICYOIHE TO/BI
00paruIics Takxke K H300pa3sHTeIbHOMY
uckycctBy. B 1960-¢ ctanoBuTCS OHOM

U3 UCHTPAIBHBIX (GUTYP HEODHIHATb-

HOI1 Xy/10)K€CTBEHHOM >KM3HU MOCKBBI.

B 1961-1965 — NOCTOSIHHBIH yJaCTHUK
HEO(UIHAIBHBIX BEICTABOK XYI0KHHKOB
«BTOPOTO aBaHTap/a»; B 3TH TOABI COCTOS-
JINCh HECKOJIBKO MEPCOHAIBHBIX BHICTABOK
B Hay4HBIX MHCTHTyTax u B My3ee-KBap-
Tupe ®.M. JlocroeBckoro B Mockse.

B navane 1960-x chopMynmpoBai TeOpU0
«Marm4eckoro CHMBOJIN3Ma», MaHH(peECT
koToporo ObutT Harucan B 1967. Takxke
paboTait Kak KHIKHBIH rpadiK B MOCKOB-
CKMX M3[aTeIbCTBAX U JKypHale «3HaHue —
cunay». B 1971 smurpuposan B M3paunis.

B 1978 co3nan XynoKeCTBEHHYIO IPYIIITY
«JleBrapan», B aKIUAX KOTOPOIL IIBITANICS
BOIUIOTUTH TPUHIIHUITBI «MArn4ecKoro
peanusMay». ABTOP KPUTHYECKUX H Teope-
TUYECKHUX CTaTeH 10 UCKYCCTBY. Y YaCTHHK
MHOTHX BbICTaBOk B M3pauie, B Poccun,
Espornie u CIIIA, rie Takxe HEOTHOKPATHO
HIPOXOJIHIIH €0 NePCOHAIIBHBIC BEICTABKH,
B ToM unciie B [ocynapcTBeHHOM Pycckom
my3ee (1999, Cankr-IlerepOypr) u Mo-
CKOBCKOM My3€e COBPEMEHHOT'O HCKYCCTBA
(2013, Mockga). JKuset u paboraer

B Tenb-ABuBe.

Opnin 3noTHWKOB
(1930, Mocksa, CCCP, HbiHe PoccuA)

JXKuonucern, rpaguk, TeopeTHK
HCKYCCTBA, OJIMH U3 MHOHEPOB He-
¢uryparusnoro uckyccrsa 8 CCCP.

B 1950 oxoH4Yn1 MOCKOBCKYIO CPEIHIOI0
XyIIO’)KECTBEHHYIO 1KoIy. B 1954—

1955 — craxep B ['ocyrapcTBEHHOM
akazemMudeckoM Bonbiiom Teatpe. Pa-
6ortan npoexTuposiukoM Ha BIHX,
XYyI0)KHUKOM-HILITIOCTPATOPOM B pa3iInd-
HBIX MOCKOBCKHX H3/1aTeNIbCTBAX. B KoH-
e 1950-x — nauane 1960-x coBMecTHO

¢ XynoxxHuKoM Brnagumupom CrnensiHom
YCTpanBaJl CEaHChl «OJHOBPEMEHHOI
JKHMBOITUCH»; B 9TH K€ TOJIbI IIepenies

K a0CTpaKTHOI XKUBOIKCH, pa3padaThl-
BAET CUCTEMY «CUTHAJIbHOH XKHBOIUCH
U ceJal epBble CEPUU KCUTHAIIOBY.

B 1977 B UHCTUTYTE UCTOPUU HCKYCCTB
npu Munuctepcrse KynbTypsl CCCP co-
CTOSJIaCh NepBasi IEPCOHANBHAS BBICTaB-
ka 3noTHHKOBA. C TeX MOp OH IPUHUMAI
ydacTue BO MHOTHX BbICTaBKax B Poccun
1 3a py0OeKoM, Cpeau HUX — Hepco-
HaJIbHbIE BBICTaBKHU B ['0Cy1apcTBeHHOM
TpeTbsikoBckoii ranepee (2004, MockBa),
TocynapcTBenHoM Pycckom mysee (2009,
Cankr-IletepOypr) 1 MockoBCKOM My3ee
COBpeMeHHOTO0 HckyccTBa (2011, Mo-
ckBa). Pab0THI HAXOASTCS B COOPaHUAX
XynoxecTBeHHOro myses Jxeitn Byp-
xec 3ummepau YauBepcuteTa Parrepc
(cobpanne Hoprona u Honcu J{omx),
Hero-Bpancsuk, CIIIA; I'ocynapcTBeH-

Erik Bulatov

(b. 1933, Sverdlovsk, U.S.S.R., now
Yekaterinburg, Russia)

Painter, graphic artist, illustrator.

A leader of the Moscow conceptual-

ist school. Graduate of the Moscow
Art School. Student in the Faculty of
Graphic Art at the V.I. Surikov State
Art Institute (Moscow, 1952-1958).
Tllustrator at publishing houses Detgiz
and Malysh beginning in 1959; his
most famous books were collabora-
tions with Oleg Vassiliev. Moved to
New York in 1989 and to Paris in 1992.
Participated in numerous exhibitions
in Russia and abroad, including solo
exhibitions at the Centre Pompidou
(Paris, 1988), the State Tretyakov
Gallery (Moscow, 2006), and the Ma-
nege Central Exhibition Hall (Moscow,
2014). Recipient of Russia’s Order

of Friendship (2014). Bulatov’s work
can be found in the collections of the
Centre Pompidou, Paris; the Jane Voor-
hees Zimmerli Art Museum at Rutgers
University (Norton and Nancy Dodge
collection) in New Brunswick, New
Jersey, United States; the Museum
Ludwig, Cologne; the State Tretyakov
Gallery, Moscow; the State Russian
Museum, St. Petersburg; and else-
where. He lives and works in Paris.

Vladimir Weisberg

(b. 1924, Moscow, U.S.S.R., now
Russia; d. 1985, Moscow, now Russia)

Painter, graphic artist, educator, art
theorist. Son of Grigory Weisberg,
co-founder of the Russian Psycho-
analytic Society and a translator of
Sigmund Freud’s works into Russian.
Studied fine arts under the auspices of
the All-Union Central Council of Trade
Unions (VTsSPS) from 1943 to 1948,
and with Ilya Mashkov and Alexander
Osmyorkin in 1956. Accepted into

the Union of Artists in 1961. Between
1964 and 1984, taught painting for tel-
evision workers, as well as at the Un-
ion of Architects’ studio and at his own
studio. Frequently exhibited in Mos-
cow beginning in 1956. Member of the
Group of Eight, whose exhibitions in
Moscow and Leningrad featured his
work. Developed his own theory of
color perception and application that he
laid out an article, “Classification of the
Main Types of Coloristic Perception,”
delivered at a symposium on the study
of symbolic systems at the Institute of
Slavic Studies in Moscow in 1962.

Michail Grobman

(b. 1939, Moscow, U.S.S.R.,
now Russia)

Painter, graphic artist, author of il-
lustrations and performances, poet,
collector, art theorist. Began his career
as a poet, joining Moscow’s Lublino
Literary Society in 1956, and in the
ensuing years turned his attention to
visual arts. In the 1960s, Grobman
became a leading figure in the Mos-
cow unofficial art world. From 1961
to 1965, he was a frequent participant
in unofficial exhibitions of artists of
the “second Russian avant-garde” — a
term coined by Grobman. During
these years, he held several solo ex-
hibitions at scientific institutes and at
the Dostoevsky Museum in Moscow.
In the early 1960s, he developed

the theory of “magical symbolism,”
publishing a manifesto in 1967. He
also worked as a book illustrator for
Moscow publishers and the journal
“Znanie — sila” (“Knowledge is
Power”). Emigrated to Israel in 1971.
Founded the Leviathan group, devoted
to realizing the principles of “mag-
ical realism” through art actions, in
1978. Author of many works of art
theory and criticism. Grobman has
participated in numerous exhibitions
in Israel, Russia, Europe and the
United States. Solo exhibitions of his
work have been held at the State Rus-
sian Museum (St. Petersburg, 1999),
the Moscow Museum of Modern Art
(Moscow, 2013), and elsewhere. He
lives and works in Tel Aviv.

Yuri Zlotnikov

(b. 1930, Moscow, U.S.S.R.,
now Russia)

Painter, graphic artist, art theorist,
pioneering Soviet nonfigurative art-
ist. Graduated from the Moscow Art
School. Apprenticed at the Bolshoi
Theater from 1954 to 1955. Worked as
a designer at VDNKh and an illustra-
tor with various Moscow publishers.
In the late 1950s and early 1960s,
Zlotnikov and artist Vladimir Slepian
performed “simultaneous painting.”
At this time, Zlotnikov transitioned to
abstract painting, developing a system
of “signal painting” and executing

his first “signal” works. His first solo
exhibition was held at the Soviet Cul-
ture Ministry’s Institute of Art History
in 1977. Since then, he has taken part
in many exhibitions in Russia and
abroad, including solo exhibitions at
the State Tretyakov Gallery (Moscow,
2004), the State Russian Museum (St.
Petersburg, 2009), and the Moscow
Museum of Modern Art (Moscow,
2011). His works can be found in

the collections of the Jane Voorhees
Zimmerli Art Museum at Rutgers
University (Norton and Nancy Dodge
collection) in New Brunswick, New
Jersey, United States; the Pushkin

EBpeiickne Xylo;xHHKH B pycckoM aBaHrapze, 1910-1980
Jewish Artists of Russian Avant-Garde, 1910-1980



HOTO My3esi H300pa3uTeNIbHBIX HCKYCCTB
nM. A.C. Ilymkuna, Mocksa; ['ocy-
napcTBeHHOM TpeTbsakoBcKoi ranepeu,
MockBa, u n1pyrux. XKuset u padotaet

B Mockae.

Nnba KabakoB

(1933, AxenponeTposck, CCCP,
HblHe YKpanHa)

JKusonwcern, rpauik, aBTOp HHCTAIUIALMIHA,
0OBEKTOB U KHUT Xy/I0)KHHKA, TEOPETHK
ucKyccrsa. JIuiep coBeTCKOro Heo(HIu-
anbHOTO McKyceTBa 1960—-1970-x. Onun
13 co3zarelieil IKOJIbI MOCKOBCKOTO KOH-
LENTyalIu3Ma, aBTOp XKaHpa «TOTaJIbHasI
nHCTALIANID. B 1951 oxoHunn Mockos-
CKYIO CPE/THIOIO Xy[0)KECTBCHHYIO IIKOITY.
C 1951 o 1957 yuusncst Ha OTAENEHUH
rpaduxku MOCKOBCKOTO rocy1apcTBEHHOTO
aKaJIEMUYECKOTO XYO)KECTBEHHOTO HHCTH-
TyTta M. B.J. Cypukosa. C 1953 paboran

KaK WLUTIOCTPATOp ACTCKUX KHUT U XKYPHAJIOB.

Tocne nomyyenus crunenanu onma rep-
MAHCKO#1 CITy>KObI aKaIeMHIECKHX 0OMEHOB
(DAAD) B 1989 KabaxkoB nepeesxaet B bep-
JIMH, C 3TOTO BPEMEHH MOCTOSIHHO paboTaeT
3a npenenamu Poccun. C 1988 paboraer co-
BMECTHO C JkeHoit DMuumeid. KaBanep opaena
HUckyccts u mureparypsi (1995, @panis),
npemun Ockapa Kokorku (2002, ABctprsi)
u Vimnieparopckoii mpemun (2008, Snouus).
IprHMMaN yqacTHe BO MHOTUX BBICTaBKax
TI0 BCEMY MHUDY, CPEH KOTOPBIX: 43-51, 45-11,
47-51, 49-11, 50-51, 52-1 Benenuanckue OreH-
naie (1988, 1993, 1997, 2001, 2003, 2007);
DOCUMENTA IX (1992, Kaccens, ['epma-
Hust). PaGoThl HaxoasaTest B coOpaHusix My3est
COBPEMEHHOTO HCKyccTBa, Hbio-Hop;
ranepeu Teiit, Jlonnon; Lientpa [Tommuny,
Tapmx; ['ocynapcTBenHoi TpeThAKOBCKOIT
ranepeu, Mocksa; ['ocygapcTBeHHOTO DpMmu-
Taxa, Cankr-IlerepOypr, u npyrux. Kuser

u paboTaer B Hmo—ﬁopxe, CIIIA.

Butanun Komap
n AnekcaHgp Menamunpg,

Butanuin Komap
(1943, Mocksa, CCCP, HblHe PoccuA)

AnekcaHgp Menamng
(1945, Mocksa, CCCP, HblHe PoccuA)

JKnBomnucIipl, CKyJIBITOPBI, ABTOPI HHCTAI-
TSI, 0OBEKTOB, KOJUTaXei, nephopman-
coB. OCHOBOIIOIOKHHUKH COL-apTa, O{HOTO
U3 HAIPaBJICHUH HEO(UIINAILHOIO COBET-
ckoro uckyccrsa 1970-x. B 1967 oxonumin
MOCKOBCKOE BBICIIEE XyI0XKECTBEHHO-TIPO-
MbluIeHHOe yuymnuie (6. CTporaHoBckoe).
B 1965 ocymiecTBuin nepByro COBMECTHYIO
pab6oty. B 1977 amurpupoanu B 3panis,
rOJIOM TIO3KE Nepeexaliv B Hmo-ﬁopx‘ Pa-
6oramu coBmecTHO 710 2003. TIpounssenenus
JtydTa OBLIH TIOKa3aHbI HA MHOTHX BBICTaB-
kax B Poccun u 3a pyGexom, B TOM 4HCIIe:
«bynbno3epHas BoicTaBka» (1974, Mocksa);
documenta 8 (1987, Kaccenp), 47-51, 48-s
(ITaBunson Poccun) Benermanckue Ou-
ennaie (1997, 1999). Pabotsr HaxonsTcs

I s o CoBpemMeHHHKH Oy/1yIIero
Contemporaries of the Future

B coOpanmsix My3sest MerpononurteH, Hbto-
Mopk; My3sest cOBPeMEHHOT0 HCKYCCTBA,
HBIO—PIOPK; Mys3es Bukropun n Ansbepra,
Jlonnon; l'ocynapcTBenHol TpeThAKOBCKOM
ranepen, Mocksa, u n1pyrux. JKuByT u pa-
Goraror B Hero-Mopxe.

OmuTtpuia JlvoH

(1925, Kanyra, CCCP, HblHe PoccnAa —
1993, Mocksa, Poccua)

JKusonucer, rpaduk, negaror. B 1935 mo-
clie TparuyecKkoi rubenu oTia nepees-
JKaeT ¢ cembeit B MockBy. B 1937-1941
yunscs B MOCKOBCKOM Xy/105KeCTBEHHOM
mkose Ne 1, B 1942 noctynun Ha rpa-
¢uueckuii Gpaxynprer MOCKOBCKOTO
ApXUTEKTYpHOTo HHCTHTYTA. B 1943 6b11
MpH3BaH B apMuio, B 1952 nemobu-
JIM30BaJICA 10 PAHEHHIO, BEPHYJICS

B MockBy. B 1952-1957 yunics B Mo-
CKOBCKOM TIOJIMTpauuecKoM HHCTUTYTE.
B 19541955 BBIIONHUI CEPUIO PHCYHKOB
Ha TeMy XO0JIOKOCTa 1 MOHYMEHTAIlb-

HOE NaHHO, MOCBSIIEHHOE «JIeNy Bpa-
yeity. [IbITancs noay4uTs paboTy Kak
KHIDKHBIH rpaduk, 0HaKO ero ujeu
«CBOOOIHOTO PUCOBAHHS M aCCOIHA-
THBHOTO WLTIOCTPHPOBAHU» HE MOTIIN

B TO BPeMs OBITh IPUHSITHI B COBETCKOH
H3/1aTeNbCKOM npakTuke. B 1959 npunsin
ydactue B Mex1yHapoIHO! BHICTaBKe
KkHurH B Jle#niure, Obl HArpaxacH
Tlepsoit npemueit. B 1961-1963 coznan
TPHUIITHUX, NOCBAICHHBIN SIHymry Kopuaky.
C cepenunbl 1960-x Hayan 3aHUMATbCS

¢ y4eHHKaMU, IPeno/aBal PUCYHOK Ha
OCHOBE pa3paboTaHHO UM HOBOW TEOpPUHU
rpaduueckoro uckyccraa. B 1970-e cos-
JlaeT IMKJI IPOU3BeIeHNiT Ha Oubelickue
TeMbl. [lepBasi mepcoHabHas BEICTaBKa
cocrosinack B Mockse B 1990.

Onb Jlncuukum
(Tazapb Jincuukum;
Annasep Jlncmuknin)

(1890, 4. MounHok, CmoneHckan ry6.,
Poccuitickaa umnepus, HblHe 1. MoYnHOK,
CwmoneHckasn 06r1., Poccua — 1941, Mockga,
CCCP, HblHe Poccun)

JKusonucen, rpaduk, apXuTeKTOp, 1U-
3aitHep, Gororpad, TeOPETHK UCKYCCTBA.
B 1909 oxoHuun peanbHOE yUHIINIIE

B Cmonencke, B 1910-1914 yuuncs B I'ep-
MaHuy, B 1914-1918 yuuics B Puxkckom
MOJTUTEXHUYECKOM HHCTUTYTE, KOTOPBIi
ObL 9BakyHpoBaH B MockBy. UneH
EBpeiickoro o6miecTBa moompeHus
xynoxecTB 1 Kpyxkka eBpelcKuX nuca-
Tesel u Xy10:xKHUKOB B MockBe. B konne
1918 nepeexan B Kues, ObL1 uieHOM
XynoxecTBeHHOH cekunn Kynsryp-Jlurn,
COTPYAHMYAI C EBPEHCKUMU N3JaTeNb-
crBami. Jlerom 1919 no npurnamexuto
Mapxka [llarana u Bepst EpmonaeBoit
npuexan B Buteock, npenoaasan B Ilep-
BOM BBICIIEM XYJI0KECTBEHHOM yUHIIUIIE.
Connsnincs ¢ Kazumupom Manesuuem,
OBLII OZIHUM U3 CO3JaTeNeil TPYyIIbI €To
nocaenosareneit YHOBUC. B sTo xe
BpEMsI Ha4aJ CO3/1aBaTh MPOYHBHI (KIIPO-
€KThI YyCTAHOBJICHUS] HOBOT0»). OCEHbIO
1921 BepHyncst B MOCKBY, IpenoaaBa Bo

State Museum of Fine Arts, Moscow;
the State Tretyakov Gallery, Moscow;
and elsewhere. He lives and works in
Moscow.

llya Kabakov

(b. 1933, Dnepropetrovsk, U.S.S.R.,
now Ukraine)

Painter, graphic artist, author of instal-
lations and objects, writer, art theorist.
A leading figure in the Soviet unoffi-
cial art movement (1960s—1970s).
Co-founder of the school of Moscow
conceptualism. Developed the “total
installations” genre. Graduated from
the Moscow Art School in 1951.
Studied in the Faculty of Graphic Art
at the V.I. Surikov State Art Institute
(Moscow, 1951-1957). Began working
as an illustrator of children’s books and
magazines in 1953. After receiving the
German Academic Exchange Service’s
(DAAD) artists-in-residence fellow-
ship in 1989, Kabakov moved to Berlin
and has been based outside Russia ever
since. Kabakov has collaborated with
his wife, Emilia, since 1988. Cheva-
lier de I’Ordre des Arts et des Lettres
(France, 1995). Winner of the Oskar
Kokoschka prize (Austria, 2002) and
the Praemium Imperiale (Japan, 2008).
Participated in exhibitions around the
world, including the 43rd, 45th, 47th,
49th, 50th and 52nd Venice Biennales
(1988, 1993, 1997, 2001, 2003 and
2007), and DOCUMENTA IX (Kassel,
Germany, 1992). Kabakov’s work can
be found in the collections of the Mu-
seum of Modern Art, New York; the
Tate, London; the Centre Pompidou,
Paris; the State Tretyakov Gallery,
Moscow; the State Hermitage Muse-
um, St. Petersburg; and elsewhere. He
lives and works in New York.

Vitaly Komar and
Alexander Melamid

Vitaly Komar
(b. 1943, Moscow, U.S.S.R.,
now Russia)

Alexander Melamid

(b. 1945, Moscow, U.S.S.R.,
now Russia)

Painters, sculptors, authors of in-
stallations, objects, collages and
performances. Laid the foundations of
Sots Art, a style of unofficial Soviet
art in the 1970s. Graduated from the
Stroganov Moscow State University
of Arts in 1967. First collaborated in
1965. Emigrated to Israel in 1977 and
later to New York. Collaborated until
2003. The pair’s works have appeared
in numerous exhibitions in Russia
and abroad, including the “Bulldozer
Exhibition” (Moscow, 1974), docu-
menta 8 (Kassel, Germany, 1987), the

47th and 48th Venice Biennales (1997
and 1999). Their artworks can also be
found in the collections of the Metro-
politan Museum, New York; the Mu-
seum of Modern Art, New York; the
Victoria and Albert Museum, London;
the State Tretyakov Gallery, Moscow;
and elsewhere. They live and work in
New York.

Dmitry Lion
(b. 1925, Kaluga, U.S.S.R., now Russia;
d. 1993, Moscow, Russia)

Painter, graphic artist, educator. After
the tragic death of his father, a prom-
inent lawyer, in 1935, Lion and his
family moved to Moscow. Studied at
Moscow Art School No. 1 from 1937
to 1941, and in 1942 entered the Mos-
cow Architecture Institute’s Faculty

of Graphic Arts. Conscripted into the
army in 1943 and discharged in 1952
due to injury, after which he returned to
Moscow. Studied at the Moscow Pol-
ygraphic Institute from 1952 to 1957.
Executed a series of drawings and a
monumental panel painting inspired by
the Holocaust and the Doctors’ Plot, re-
spectively (1954—1955). Failed to find
work as a book illustrator, since his
adherence to “frechand drawing and
associative illustration” was unaccept-
able to Soviet publishers. Awarded first
prize at the Leipzig Book Fair in 1959.
Executed a triptych of Janusz Korczak
from 1961 to 1963. In the mid-1960s,
Lion began taking on drawing students,
whom he taught according to his new
theory of graphic art. Completed a
cycle of Biblical works in the 1970s.
His first solo exhibition took place in
Moscow in 1990.

El Lissitzky
(Lazar Lissitzky;
Eleazar Lissitzky)

(b. 1890, Pochinok, Smolensk province,
Russian Empire, now Smolensk region,
Russia; d. 1941, Moscow, U.S.S.R,,
now Russia)

Painter, graphic artist, architect, de-
signer, photographer, art theorist. Grad-
uated from Smolensk Realschule in
1909. Studied in Germany from 1910
to 1914, and at the Riga Polytechnical
Institute (1914-1918), which was
evacuated to Moscow. Member of the
Jewish Society for the Encouragement
of the Arts and the Moscow Circle of
Jewish Writers and Artists. Moved to
Kiev in 1918, where he actively col-
laborated with Jewish publishers and
was a member of the Art Section of the
Kultur-Lige. At the invitation of Marc
Chagall and Vera Ermolaeva, Lissitzky
moved to Vitebsk in the summer of
1919 and joined the faculty of the First
Higher Art School. He became close

BXVYTEMACe, 6b11 uneHom MHCTHTYTA
xynoxkectBeHHO# KynbTypsl (MHXVYK).
B 1922-1925 xun B bepnune, urpas
aKTHBHYIO POJIb B CPEJie €BPOINEHCKOro
XYZOKeCTBEHHOro aBaHrapaa. Omy-
OJINKOBAJ PSIJi CBOMX KHHUT, CTaBIIUX
BaXHBIMHU BeXaMH B HCTOPHHU €BPOIEH-
CKOTO0 aBaHrapna. YuactBoBai B [lepBoii
PYCCKOii Xy10’KEeCTBEHHOW BBICTaBKE

B rajepee Ban JIlumena B 1922 u B Bounb-
IO XyJI0’)KECTBEHHOH BBICTaBKE

B 1923 (06e — B bepnune), ni1st kKoTopoit
CKOHCTPYHPOBaJ KOMHATY MIPOYHOB.

B 1923-1925 nepcoHanbHbIe BBICTaBKU
JIucuikoro cocrostauch B 'aHHOBEpE,
bepaune u Ipesnene. B 1925 Bepuyics
B CCCP. B 1930-¢ paboran B o6nacti
nu3aiiHa 1 0OPMIICHHS BBICTABOK U BbI-
cTaBo4HbIX NaBUILOHOB B CCCP u I'ep-
MaHHUH U OCYIIECTBUI PsAJl HOBATOPCKHUX
KHHXXHBIX IPOEKTOB.

WprnHa HaxoBsa
(1955, MockBa, CCCP, HbiHe Poccus)

JKusomnucer, rpaduk, aBTop 00BEKTOB,
HMHCTAJUISILIUIA ¥ BHICOMHCTAUISLINN, TIpe-
0JIaBaTelb, BAXKHbIN yJaCTHHK Kpyra
MOCKOBCKOI0 KoHIenTyanusma. [Tnonep
HCKyCCTBa MHCTALIINNK B Poccnn.

B 1978 oxonunina daxyisTeT XynoKecTBeH-
HO-TEXHHYECKOTO ODOPMIICHHS [IEYaTHOM
npoxyKuuu MocKOBCKOro monurpaduye-
ckoro uHctutyta. C 1986 — unen Coro3za
xynoxuukoB CCCP. B 1992 nepeexana

B CIIIA. Ee nepcoHanbHbIe BHICTABKH, Cpe-
I IPOYHX, IPoXomi B ['ocynapcTBeHHON
TpetbsikoBckoii ranepee (2005, Mocksa)

1 MOCKOBCKOM My3€€e COBPEMEHHOTO HC-
kyccrBa (2011, Mocksa). Jlaypear npemun
Kannunckoro B Homunaumu «IIpoext roga»
(2013). B 2015 — skcrionenT ITaBriboHa
Poccun Ha 56-it Benennanckoii OueHHaie.
PaboTbI HaxozmsATCs B cOOpaHusx Xymoxe-
cTBeHHOTO My3es [Ixeiin Bypxec 3ummepiu
VYuusepcurera Parrepe (coopanne Hoprona
n Honen Tomxk), Heto-Bpancsuk, CIIIA;
TocynapcrenHoii TpeThakoBCKOH ranepeu,
Mocksa; MOCKOBCKOTO My3est COBPEMEHHO-
ro HCcKyccTBa, Mocksa; ['ocynapcTBeHHOTO
LIEHTPa COBPEMEHHOTO HCKyCcCcTBa, MOCKBa,
u apyrux. JKuser u paboraer B Hero-/Ixep-
cu, CIIIA, u Mockse.

ConomoH HnkpuTuH
(1898, YepHuros, Poccuiickaa nmnepums,
HbiHe YkpauHa — 1965, Mocksa, CCCP,
HblHe PoccuA)

JKusomnucer, rpaduk, crienorpad, pexuccep,
TeopeTHk uckyceTsa. B 1909-1914 yumncs

B K1eBCKOM Xy/10XKECTBEHHOM YUHJIHILE,

a TaKKe B YACTHOI CTyMn AJleKcaHpa
Mypamiko. B 1914-1916 3anumancs y Jleo-
Huza [Tacrepraka B Mockse 1 Asiekcanpa
Slxosnesa B [lerporpazne. B 1917 Bepuyncs

B Kues, B 1918 cran wieHoM XyI0/KeCTBEH-
Hoit ceximu Kynbsryp-JIury, 3anumancs
€amMo00pa3oBaHHEM, U3ydall MBPUT U HJIHIL,
BBITIOJTHII PsiJ IPOU3BEICHNUI Ha eBpeiicKyIo
Temy. Tloceman 3aHsTHsL B CTYAHH AJICKCaH-
npsl Dkerep. B 1920 nepeexan B Mockay,
noctyrmui Bo BXYTEMAC B knace Bacunust

Kangunckoro. B 1922 coBmecTHO ¢ Anek-
carapoM Temutepom u Kimnmenrom Penpro
€O3/1aJ1 XyJOXKECTBCHHYIO IPyIIy «DJIeKTPO-
oprannsmy». B 1922 cosnan ITIpoeknroHHBbIH
Tearp, s KOTOPOTrO OCYIIECTBIII IOCTAHOB-
Ku bec AHarosmst Mapuenroga u cBoei
CcOOCTBEHHOI1 bechI-ononen «BoiiHa 1 Mupy.
B 1925-1929 paboran B My3ee ®HBOIHC-
HOM KyJIbTYpblL, B 1926-1931 ObL1 usieHOM
Pa3IYHBIX Xy/IOXKECTBEHHBIX 00bEIMHEHHUN:
OOm1ecTBa XyI0)KHUKOB-CTAHKOBUCTOB
(OCT), U306puransl, Acconuarmy HOBBIX
apxurektopoB (ACHOBA). B 1932-1934 pa-
60Ta pyKOBOIUTENEM OT/IENa H300pa3HTelIb-
HOro HcKyccTBa [TonMTexHIYECKOro My3esi,

B 19361941 npunnman yuactue B ohopm-
JICHNH BBICTABOYHBIX ITABUIILOHOB B MOCKBe.
B 19421945 pabotan B oTaene HaIsJHOK
aruTaluy OJHOU U3 YacTel JeHCTBYIOMIEeH
apmun. B 1956 cocrosinack nepcoHaabHas
BbicTaBKka Hukputina B Mockae.

Masen MNennepwTenH
(1966, Mocksa, CCCP, HbiHe Poccua)

JKusornmucerr, rpaduk, aBTop 0ObEKTOB,
MHCTAJUIALNH, TEOPETHK UCKYCCTBA, TUTE-
parop, pan-ucnonHuTens. Ilpencrasurens
BTOPOIi BOJTHBI MOCKOBCKOTO KOHIICHITYa-
ym3ma. ChIH XynoxHHKa Bukropa ITnBoBa-
posa. B 1985-1987 yunncs B Akagemun
M3SAMIHBIX UCKyccTB B [Ipare. OcHoBatenb
(coBmectHO ¢ Cepreem AHydpreBsIM

u Opuem JleitnepmaHoM) Xy/10/KeCTBEH-
Hoii rpynmsl «MHcnexuus “MenuiHcKast
repmeHeBTHKa» (1987). Okcrionent Ila-
BuiboHa Poccun Ha 53-1i Benennanckoit
OueHHalne, a TaKKe €€ OCHOBHOTO IPOEKTa
(2009). Y4acTHMK MHOTOYHCIIEHHBIX
BBICTaBOK B Poccun u 3a py6exom, B TOM
yucie: 26-s1 buennane B Can-Ilayiy (2004);
3-1 MockoBckasi OueHHaje COBPEMEHHOTO
nckyccrsa (2009); tpuennane «beprenckas
accambnes» (2013, bepren, Hopserus);
Manudecta 10 (2014, Cankr-IlerepOypr).
Jlaypear npemun Kanausckoro B HoMu-
Hauun «IIpoext roxa» (2014). PaGoTs!
HaxozsTcs B coOpannmsix Llenrpa [Tom-
iy, [lapmk; XynokecTBeHHOTO My3est
Bazens; I'paBropHoro kabunera, bepnum;
TocynapcrBennoii TpeTbsikoBCckol ranepeu,
Mockaa; I'ocynapcrBennoro Pycckoro
my3est, Cankt-TlerepOypr, u apyrux. Xuser
u paboraer B Mockae.

BukTop lNuBoBapos
(1937, Mocksa, CCCP, HblHe PoccuA)

JKusonucer, rpaduk, HILTIOCTPATOP, dcCe-
uct. OiuH U3 co3jaTeneii MKoIbl MOCKOB-
CKOTo KoHIlenTyanusma. B 1957 oxomunn
MOCKOBCKOE Xy/I0)KECTBEHHO-TIPOMBIIL-
nenHoe yuununie uM. M.W. Kanununna,

B 1962 — MockoBckuii monurpadudecKuit
uHCTUTYT. TTocie ero OKOHYaHHUsI HECKONb-
KO JIET MOCBSITHII KHI)KHOM HIITIOCTPALH,
IPEkK/Ie BCETo JeTCKUM KHUraMm. B 1982 ye-
xan B IIpary. Y4acTHUK MHOTOYHMCIICHHBIX
BBICTABOK 110 BCEMY MHPY, B TOM YHCIIE
nepcoHanbHbIX B [ocynapcTBenHoi Tpe-
TBKOBCKO# ranepee (2004, Mocksa);
TocynapcTBeHHOM Pycckom Mysee

(2004, Canrxkr-IletepOypr); Mockos-

with Kazimir Malevich and co-found-
ed UNOVIS, a group of Malevich’s
followers. Began producing “prouns”
(an acronym in Russian for “Project for
the Affirmation of the New”). Returned
to Moscow in the autumn of 1921,
began teaching at VKhUTEMAS,

and was a member of the Institute for
Artistic Culture (INKhUK). From 1922
to 1925, Lissitzky lived in Berlin and
played an active role in the European
avant-garde movement. Participated

in the First Russian Art Exhibition at
the Van Diemen Galerie in 1922 and

in the Great Berlin Art Exhibition in
1923 (both in Berlin), where he built

a “Proun Room.” Solo exhibitions of
Lissitzky’s work were held in Hanover,
Berlin, and Dresden between 1923 and
1925. Published a series of books that
became milestones in the history of the
European avant-garde. Returned to the
Soviet Union in 1925. In the 1930s,

he designed exhibitions in the Soviet
Union and Germany, and executed a
series of innovative book projects.

Irina Nakhova

(b. 1955, Moscow, U.S.S.R., now
Russia)

Painter, graphic artist, author of
objects, installations and video instal-
lations, teacher. Important member

of the Moscow conceptualist circle.
Graduated from the Moscow Pol-
ygraphic Institute Faculty of Arts and
Technical Design of Printed Materials
(1978). Joined the Union of Artists

of the U.S.S.R. in 1986. Moved to

the United States in 1992. Solo exhi-
bitions: the State Tretyakov Gallery
(Moscow, 2005), Moscow Museum
of Modern Art (2011), and others.
Winner of the Kandinsky Prize (2013).
Selected to represent Russia at the 56th
Venice Biennale in 2015. Nakhova’s
work can be found in the collections
of the following institutions: the Jane
Voorhees Zimmerli Art Museum at
Rutgers University (Norton and Nancy
Dodge collection) in New Brunswick,
New Jersey, United States; the State
Tretyakov Gallery, Moscow; the Na-
tional Centre for Contemporary Arts,
Moscow; and elsewhere. She lives and
works in New Jersey, United States,
and Moscow.

Solomon Nikritin

(b. 1898, Chernigov, Russian Empire,
now Ukraine; d. 1965, Moscow,
U.S.S.R., now Russia)

Painter, graphic artist, set designer,
director, art theorist. Studied at the
Kiev Art School and under Oleksandr
Murashko from 1909 to 1914. Studied
with Leonid Pasternak in Moscow
and Alexander Yakovlev in Petrograd
from 1914 to 1916. Returned to Kiev
in 1917, where he studied Hebrew and
Yiddish, and completed a series Jew-
ish-themed works. He became a mem-

ber of the Kultur-Lige’s Art Section in
1918. Trained under Aleksandra Ekster.
Moved to Moscow in 1920 and entered
VKhUTEMAS, where he studied

with Wassily Kandinsky. Co-founded
(with Alexander Tyshler and Kliment
Redko) the Electroorganism art group
in 1922. That same year, he founded
the Projection Theater to stage plays
by Anatoly Marienhof and his own
epic play “War and Peace”. Worked

at the Museum of Art Culture from
1925 to 1929. Member of various art
groups from 1926 to 1931: the Society
of Easel Artists (OST), the Izobrigade,
and the Association of New Architects
(ASNOVA). Head of the department
of fine arts at the Polytechnic Museum
from 1932 to 1934. Helped design
exhibition pavilions in Moscow from
1936 to 1941. Visual propagandist for
the Soviet Army from 1942 to 1945.
A solo exhibition of Nikritin’s work
took place in Moscow in 1956.

Pavel Pepperstein

(b. 1966, Moscow, U.S.S.R., now
Russia)

Painter, graphic artist, author of in-
stallations, art critic, rapper. Second
wave Moscow conceptualist. Son of
artist Viktor Pivovarov. Studied at

the Academy of Fine Arts in Prague
from 1985 to 1987. Co-founder (with
Sergei Anufriev and Yuri Leiderman)
of the art group Inspection Medical
Hermeneutics (1987). Represented
Russia at the 53rd Venice Biennale
(2009), where he was also a featured
artist in the main exhibition. His work
has appeared in numerous exhibitions
in Russia and abroad, including the
26th Sao Paulo Biennial (2004), the
3rd Moscow Biennale of Contempo-
rary Art (2009), the Bergen Assembly
triennial (Bergen, Norway, 2013), and
Manifesta 10 (St. Petersburg, 2014).
Winner of the Kandinsky Prize (2014).
Pepperstein’s work can be found in the
collections of the Centre Pompidou,
Paris; the Kunstmuseum Basel; the
Kupferstichkabinett, Berlin; the State
Tretyakov Gallery, Moscow; the State
Russian Museum, St. Petersburg;

and elsewhere. He lives and works in
Moscow.

Viktor Pivovarov

(b. 1937, Moscow, U.S.S.R., now
Russia)

Painter, graphic artist, illustrator,
essayist. Co-founder of the school of
Moscow conceptualism. Graduate of
the M. 1. Kalinin School of Applied
Arts (Moscow, 1957) and the Moscow
Polygraphic Institute (1962). Worked
as a book illustrator, of children’s
books primarily, for several years
after graduation. Moved to Prague in
1982. Participant in numerous exhi-
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CKOM MYy3€€ COBPEMEHHOTO HCKYCCTBa
(2006, 2011, Mocksa). Jlaypear npemun
xypHana Revolver Revue (1999, Uexus).
PaboTbl HAXOMATCS B COOpaHusIX Xy/0-
sKecTBeHHOro Myses [lkeitn Bypxec 3um-
mepnu Yuusepcutera Patrepe (cobpanue
Hoprona u Haucu J{omx), Hero-bpancBuk,
CIIA; HaumonanbsHo# ranepen, [1para;
I'paBropHoro kabuuera, bepnun; Tocy-
JapcTBeHHOH TpeThakoBCKoOM ranepeu,
Mocksa; TocynapeTBennoro mysest H3o6pa-
3uTeNbHBIX HCKyccTB uM. A.C. [Tymkuna,
Mocksa; 'ocynapcrBennoro Pycckoro
my3est, Cankt-IlerepOypr, u apyrux. JXuser
u paboraer B Ilpare.

Ockap PabuH

(1928, Mocksa, CCCP, HbiHe PoccuA)

XKusonucer, rpaduk. Kitouesast purypa
HEO(HUIIHATBHOTO COBETCKOTO HCKYCCTBA.

B navane 1940-x o0yuaincs B XyI0XKeCTBEH-
Hoit ctynuu Erenust KponusHuikoro,

B 1945-1947 xun B Pure, o6y4aucs Tam

B AKkajeMuu XygoxecTs. B 1947 Bepryics
B MoCKBY, ObUT IPHHST Ha BTOPOi Kypc
MOCKOBCKOTO TOCYIapCTBEHHOTO XYI0XKe-
cTBeHHOro uucrutyra uM. B.. Cypukosa,
oTKyza ObL1 HckiodeH B 1949 3a «dop-
manusmy. JKenuics Ha gouepu Kpo-
nuBHUILKOrO, Banentune. [Tocemmncs

B TIOZIMOCKOBHOM Hocenke JInaHo3oBo,

110 1957 pabotan AeCSTHUKOM Ha jKeIe3HOM
JIOpore U MacTepoM Ha CTPOHMTENLCTBE
«CessozcTposi». C konna 1950-x ero jom
CTaHOBHTCS OJJHHM U3 BayKHEHIIINX [IEHTPOB
Heo(QUIUAIbHON XyI0XKECTBCHHOH JKH3HH
MOoCKBBI, TII€ PETYIAPHO COOUPAOTCS
MOJIOJIbIE XYHOKHUKH U JTUTEPATOPBHI, CO-
CTaBJISIBIINE T. H. «JIMAaHO30BCKYIO IPYTIITY».
Wuunmarop v yyactHuK «bynbo3epHoit
BBICTAaBKW», PA30THAHHOI BiIacTsaMu 15 cen-
T510pst 1974 na mycTeipe B bensiese B Mo-
ckse. B 1978 Boiexan ¢ cembeit u3 CCCP

B0 DpaHIHIO, T/Ie U ObLI JUIICH COBETCKOTO
rpaxaaHcTBa. C koHna 1970-x — yyacTHUK
Pa3IMYHBIX IPYIIOBLIX BICTaBOK. ITepco-
HaJIbHBIE SKCIO3HIUHU €ro padoT MPOIILTH

B Pa3HBIX My3€dX MUpa, B TOM 4UCIIe

B ['ocynapcrBennoli TpeThsIKOBCKOIT raje-
pee (2008, Mocksa). XKuset u paboraet

B [Tapuxe.

Mwuxaun PoruvHckuin

(1931, Mockea, CCCP, HblHe Poccna —
2004, Mapwx, OpaHumA)

JKuponucen, rpaduk, TeaTpanbHbIi
XyJI0XKHHUK, TEOPETHK HCKYCCTBA.

B 1946-1950 yunncst B MocKoBCKOM
TOPOJCKOM XyIO’KECTBEHHOM YUHIIHIIE,

B 1950-1951 — B MoCKOBCKOM 007aCTHOM
Xy/10/KECTBEHHO-IEIaTOTNYECKOM YUHITUIIE
namstu 1905 rona no crenuanbHOCTH
«XYIOXHUK TeaTpa». B 1954-1960 pa-
6oTai XynoKHUKOM B Tearpax CeBepo-
nBUHCKa, JIbichBEL, [IckoBa u 3naroycra.

B 1963-1969 npenonasan B MOCKOBCKO#
TOPOZCKOH Xy/I0)KECTBEHHOH 11KojIe. B Ha-
gajie 1960-x Hauan n306paxarh MPoCTbIe
OyHUYHbIE BEIH, IPESAMETHI ObITa WIN
JleTalll HHTEphepa COBETCKUX KBapTHD,

I s z CoBpemMeHHHKH Oy/1yIIero
Contemporaries of the Future

TpHUaBas UM MOHYMEHTAJIbHBIH 00/IHK,
BKJII0Yas B JKMBOITMCHBIE POU3BEICHUS
peanbHble 00beKTHL. B 1970-x BMecTe

C IPYNIOi GIU3KUX eMy XYIOKHHKOB Opra-
HH30BaJl Psijl KBAPTUPHBIX BHICTaBOK B Mo-
ckBe. B 1978 smurpuposan Bo ®paniio,
sxun B [lapike, rie OMTyYHI MacTEPCKYIO.

Mwnxawnn Powanb

(Powanb-®epnopos)
(1956, Mocksa, CCCP,
HbiHe PoccnAa — 2007, MockBa, Poccun)

Kusormmceri, aBTOp 00BEKTOB U HHCTAJI-
sisinuid. [Tnonep xenmnenuHra u neppop-
maHca B CCCP. AKTHBHEII y4acTHHK
HEOo(DHIUNATBHOI XyJ0XKECTBEHHOM KH3HU
1970-1980-x. B 1979 oxoHumn dakyabrer
XYZI0)KECTBEHHO-TEXHHIECKOTO 0(hopmiIe-
HMS [IE4aTHOM MPOAYKIMU MOCKOBCKOTO
noyurpaduIecKoro MHCTUTYTA.

C 1975 mo 1979 6bu1 yaacTHHKOM (CO-
BMecTHO ¢ ['enHaguem JJoHckum u Bukro-
pom CKepcrucoM) Xy10’KeCTBEHHOU TPYTIITBI
«JloHckoit — Pormans — Ckepeuncy, 6omee
n3BecTHOH Kak «['He3no». IIponsBenenus
9KCHOHUPOBAINCH Ha BHICTABKAX MO BCEMY
MHpY, B TOM 4ncie Ha buennane nuccunen-
ToB (1977, Beneuus). PaGotel HaxonsTcst

B coOpanuu XyI0XKeCTBEHHOTO My3est
Jlxeiin Bypxec 3ummepnu YHuBepcuTeTa
Parrepc (codpanne Hoprona u Hancu
Jomx), Heto-bpancsuk, CIIA; Tocynap-
cTBeHHOMH TpeTbskoBckoli ranepen, Mocksa,
U IPYTHX.

JleB PybuHWTENH
(1947, Mockea, CCCP, HblHe Poccus)

TTooT, aBTOp NEPQHOPMAHCOB, TyOIHIUCT.
OnuH U3 OCHOBOIIONIOKHHKOB 1 JINJIEPOB
MOCKOBCKO# KOHI[CIITYaJIbHOM LIKOJIBI.

B 1971 oxonuun ¢unonornueckuii paxyib-
TeT MOCKOBCKOTO FOCYAapCTBEHHOTO 3204~
HOTO I1€/[arOrH4eCKOro HHCTUTYTA, 3aTeM
JloiIroe BpeMsi padoTai OubaroTekapem.

C 1974 naunnaet co3/1aBaTh «KapToTe-

KI» — HOITHIECKUE LIUKIIBI, COCAMHSIONINE
B ce0e IEMEHTHI 033HH, MPO3bI, APAMBI

u neppopmanca. ITepBbie «KapTOTEKM»
myOnuKyoTcs B KoHIe 1970-x B xypHane
HEO(UIIHAILHOTO PYCCKOTO HCKYCCTBA
«A-51», n3nasaemoro B ITapmxe; ¢ 1989 my-
omukyercs B Poccun. C 1975 BbicTymaer

C pedeBbIMU HephopMaHCaMU. YHaCTHHK
MEXIYHAPOIHBIX IIOITHIECKUX (peCTHBA-
neit B ere6opre, Can-®panuucko, Musase,
TTapmxe, Dccene, amOypre. C cepenuHbl
1990-x corpyaHH4aeT Kak 0003peBareib

M KOJYMHHCT C PA3JIHYHBIMH II€IaTHBIMHI

W uHTepHeT-u3nanusIMu: «Mrormy, «ITomut-
Oropo», «ExxeHenenbHbIH xKypHam», «CTeH-
razera.He™» U «I'panu.Py». C 2000 Bxo-
T B Tpuo «IIIBeitnapus» (CoBMECTHO

¢ Cepreem 3aruuem u Mapueii UyiikoBoit),
npoBozsiniee neppopmancel. Jlaypear
npemun Auzapes beroro B HoMuHaImu
«'ymanutaphusbie uccienoBanus» (1999);
npemun «JIubeptu» (2003); mureparypHoit
npemun «<HOC» (2012). XKuser u paboraer
B Mockse.

bitions around the world, including
solo exhibitions at the State Tretyakov
Gallery (Moscow, 2004), the State
Russian Museum (St. Petersburg,
2004), and the Moscow Museum of
Modern Art (2006 and 2011). Winner
of the Revolver Revue magazine prize
(Czech Republic, 1999). Pivovarov’s
works can be found in the collections
of the Jane Voorhees Zimmerli Art
Museum at Rutgers University (Nor-
ton and Nancy Dodge collection) in
New Brunswick, New Jersey, United
States; the National Gallery, Prague;
the Kupferstichkabinett, Berlin; the
State Tretyakov Gallery, Moscow; the
Pushkin State Museum of Fine Arts,
Moscow; the State Russian Museum,
St. Petersburg; and elsewhere. He lives
and works in Prague.

Oscar Rabin

(b. 1928, Moscow, U.S.S.R.,
now Russia)

Painter, graphic artist. Key figure in

the unofficial Soviet art movement.
Studied with Yevgeny Kropivnitsky in
the early 1940s and at the Academy of
Arts in Riga from 1945 to 1947. Re-
turned to Moscow in 1947 and entered
the V. I. Surikov State Art Institute,
which expelled him for “formalism” in
1949. Married Kropivnitsky’s daughter,
Valentina. Settled in the Moscow region
village of Lianozovo, where he worked
as a railroad foreman and on the con-
struction of the Northern Water Treat-
ment Plant. Beginning in the late 1950s,
his home became an important meeting
place for unofficial artists and writers,
who made up the so-called Lianozovo
group. Organized and participated in the
Bulldozer Exhibition in a vacant lot in
Belyayevo, which was violently broken
up by Soviet authorities on September
15, 1974. Rabin and his family moved
to France in 1978, and where he was
stripped of his Soviet citizenship. Since
the late 1970s, Rabin has participated
in many group exhibitions. Solo ex-
hibitions of his work have been held
throughout the world, including at the
State Tretyakov Gallery (Moscow) in
2008. He lives and works in Paris.

Mikhail Roginsky
(b. 1931, Moscow, U.S.S.R.,
now Russia; d. Paris, France)

Painter, graphic artist, theater artist, art
theorist. Attended the Moscow City
Art School (1946-1950) and studied
theater design at the 1905 Memorial
Pedagogical Arts School in the Mos-
cow Region (1950-1951). Worked as

a set designer in Severodvinsk, Lysva,
Pskov, and Zlatoust from 1954 to 1960.
Taught at the Moscow City Arts School
from 1963 to 1969. In the early 1960s,
he began to paint portraits of everyday

objects. In the 1970s, he and a close
group of artists organized a series of
apartment exhibitions in Moscow.
Moved to France in 1978, settling in
Paris and receiving a studio.

Mikhail Roshal

(Roshal-Fedorov)

(b. 1956, Moscow, U.S.S.R., now
Russia; d. 2007, Moscow, Russia)

Painter, author of objects and installa-
tions. Pioneer of happenings and per-
formances in the Soviet Union. Active
participant in unofficial art circles in
the 1970s-1980s. Graduated from the
Moscow Polygraphic Institute’s Faculty
of Arts and Technical Design of Printed
Materials in 1979. Participant (with
Gennady Donskoy and Victor Skersis)
of the art group Donskoy — Roshal —
Skersis, better known as The Nest
(1975-1979). Roshal’s works have been
exhibited around the world, including
at the Venice “Biennale of Dissent” in
1977. His works can be found in the
collections of the Jane Voorhees Zim-
merli Art Museum at Rutgers University
(Norton and Nancy Dodge collection)
in New Brunswick, New Jersey, United
States; the State Tretyakov Gallery,
Moscow; and elsewhere.

Lev Rubinstein

(b. 1947, Moscow, U.S.S.R.,
now Russia)

Poet, publicist, performance artist.
One of the founders and leaders of the
Moscow conceptualist school. Grad-
uated from the Faculty of Philology

at the Moscow Pedagogical Institute
for Correspondence Studies in 1971
and spent many years working as a
librarian. In 1974, he created his first
“index-card” poems — poetic cycles
containing elements of poetry, prose,
drama and performance. His first
index-card poems were published in
Paris in the late 1970s by the journal
of unofficial Russian art A-Ya. They
have been published in Russia since
1989. His first spoken-word perfor-
mance took place in 1975. Rubinstein
has taken part in international poetry
festivals in Gothenburg, San Francisco,
Milan, Paris, Essen and Hamburg.
Since the mid-1990s, he has been a
columnist for various print and Internet
publications, including Itogi, Politburo,
Yezhenedelny Zhurnal, Stengazeta.net
and Grani.Ru. A member of the “Swit-
zerland” performance trio (with Sergei
Zagny and Maria Chuikova) since
2000. Winner of the Andrei Bely Prize
(1999) for humanities research, as well
as the Liberty Prize (2003) and the
NOS Annual Literature Prize (2012).
He lives and works in Moscow.

Bopuc Typeuknin
(1928, BopoHex, CCCP, HblHe Poccua —
1997, MockBa, PoccuA)

Kusomnucer, rpaduk. B 1939 3annmarcs

B XYA0XKECTBEHHOH CTyquu JloMa KyJIbTypBI
B Boponexe. B 1941-1943 6511 B 5Bakya-
uun B Yoe. B 1946 yumics B [lenszenckom
xynoxecTBeHHOM yunnuine um. K.A. Ca-
Buikoro. B 1947 nepeesxaer B MockBy

M TIEPEBOJINTCS HA TeaTPaNIbHbIN (aKynbTeT
MOCKOBCKOTO F'OPOJICKOTO Xy/I0XKECTBEHHO-
ro yuymnma. B konne 1940-x nosHakoMmi-
¢l ¢ XynokHHKOM Brnagumupom BeiicOep-
TOM, OTKPBLI JUIsl ce0s1 eBpOIeiiCKOe NCKYyC-
cTBO MoziepHHu3Ma koH1a XIX — Havana
XX BekoB. B 1953-1959 yuuncs B Mo-
CKOBCKOM HOJIMTPaIeCKOM HHCTHTYTE.

B cepenune 1950-x navan coznaBats ab-
cTpakTHbIe KomMno3uimu. B 1963—-1964, ne
ocTaBisis abCTPAKIKHY, HAval AeIaTh
¢uryparnBHble pabOTHI Tyanbo — «Oam-
Hepbl U IPYTUe YacTH aBTOMOOMIIS,
«(UrypsI», MHOTOGHIypHBIE KOMITO3ULIUH
60bIIOro pa3Mepa. DKCIEPUMEHTHPYS

C Pa3IHYHBIME TPaUICCKIMH TEXHUKA-
MH U MaTepHallaMH, BBIIIOTHUI CEPUI0
«Crpykrypsi». B cepenune 1970-x coznaer
CEepHIO «BEIIEBBIX KAPTUH» U acCaMOIISIKEH.
C 1975 no 1983 ne pabdoran u3-3a Oone3Hy,
B 1984 Bo3BpaImaeTcs K XyJI0XKECTBCHHON
JIEATENbHOCTH, yJacTBYeT B Pa3INUHBIX
BhIcTaBKax. [lepcoHanpHas BRICTaBKa
Typeukoro coctosinachk B 1988 B Tpourike

B BBICTaBOUHOM 3aJie FIHCTUTYyTa aTOMHOM
sHepruu uM. 1.B. Kypuarosa.

AnekcaHgp Tbiwnep

(1898, MenuTononb, TaBpuyeckan ry6.,
Poccuiickaa nmnepuma, HolHe 3anopoxckan
065., YkpanHa — 1980, Mocksa, CCCP,
HbiHe PoccuA)

JKusonucen, rpaduk, TeaTpaibHbIA XyT0K-
HuK. B 1912—1917 yunincs B Kuesckom xy-
JI0)KECTBEHHOM yumiuiie, B 1917-1918 3a-
HHUMAJICS B CTY/IMH AJIeKCaHapbl DKCTep,
ObLT WIEHOM XYI0XKECTBEHHON CEKINN
Kynsryp-Jluru. B 1919-1920 cyxun

B Kpacnoii apmum, 3atem BepHyscs B Kues.
B 1921 nepeesxaer B Mocksy. B 1925 cran
yieHoM OOIIeCTBa XyI0/KHUKOB-CTAHKO-
BuctoB (OCT). C xonma 1920-x paboran
KaK TeaTpabHbIN XyJOXKHUK, 0)OpPMHIT

PSII CHEKTAaKJIeH B pa3IMYHbIX TeaTpax,

B YaCTHOCTH, B eBpeiickux Tearpax Mo-
ckBbI U MuHCKa. B 1935 BBINOTHUIT 3CKU3bI
JIGKOpALIHii ¥ KOCTIOMOB JUISl IIOCTAaHOBKH
«Koposs Jlupa» B Mockosckom 'OCETe.
Taxoke B 1930-¢ MIUTIOCTPHPOBAT KHUTH

M XKyPHAJIBI JUTSl PYCCKHX U €BPEHCKUX H3-
JIaTeIbCTB. Y4aCTBOBAI B MHOTOYHCICHHBIX
BBICTaBKaX COBETCKOro uckyccrsa B CCCP
U 3a pyOeKOM, B TOM YHCIIE B BHICTABKaX

B ITaBmiibone CCCP na 16-id, 17-i1 u 41-i
(mocMmepTHO) Benenuanckux OneHHane
(1928, 1930, 1984). Jlaypear CramuHckoi
npemuu (1946). B 1941-1949 6bu1 mias-
HbIM XynoxHuKoM MockoBckoro 'OCETa.
B 1940-1960-¢ paboTai npenMyIiecTBeH-
HO KaK TeaTpasibHbI XyJI0’KHHK H B TO XK€
BpEeMs IIPOTOJIKAI 3aHUMATHCS )KHBOIHCHIO,
rpaduKoii ¥ cO31a PSIA CKYIBITYP.

PobepT danbk

(1886, Mocksa, Poccuiickana nmnepus,
HblHe PoccuAa — 1958, Mockea, CCCP,
HbiHe PoccunA)

T'pacduk, sxxuBONHUCEL, TeaTPaIbHbIN
XyIOKHHUK, Ttezaror. B 1904-1905 3annu-
MaJcs B KJIaCCaX PHCOBAHUS U KUBOIUCH
Koncrantuna FOona u MBana J{ynuna,

a TaKkke B YacTHOHU ctyauu Mnpn Marko-
Ba. B 1905-1912 yuuicst B MockoBckOM
YUYHUIIUIIEC )KUBOMKCH, BassHUA U 3014€CTBA.
B 1910-1916 6511 wienom obmectsa «byo-
HOBBIH BaneT», B 1917 yuacTBoBal B BEI-
CTaBKax 00beIHHEeHHs « MHp HCKyCCTBay.
B nepBbIe rofibl oCIe PEBOIIOLNH paboTai
B MocKoBckoM Otzene uckycctB Hapkom-
npoca. B 1918-1928 611 npodeccopom
sxuBorucu BXYTEMACa-BXYTENHa

B Mockse. B 1921 6bu1 Ha3HaYeH XpaHUTe-
neM My3est COBpEMEHHOTO HCKyccTBa B Bu-
TeOcKe. YUacTHHK BBICTaBOK B [TaBHiiboHE
CCCP na 14-it u 16-i1 Benenuanckux
ouennane (1924, 1928). B 1922-1924 6bu1
wIeHOM Xy#oXKeCTBeHHOH cexuun Kyib-
Typ-JIuru B Mockse. B 1925 u 1927 odop-
mun criekrakian B Mockosckom 'OCETe.

B 1928-1937 naxoauicst B TBOPUECKOU
komanupoBke Bo @pannuu. C KoHIA
1940-x 1 10 camoii cMepTH moaBepraics
HaIaJKaM COBETCKOH KPUTHKH 3a «(popMa-
JIH3M» U «AIIOIUTUYHOCTE) M OBLI JIHIICH
BO3MOXKHOCTU aKTUBHOTO Y4acTHUs B ITy-
ONUYHOMN XyIOKECTBEHHOM JKU3HH. B 911
TOZIBI BOKPYT HEro CIOKHICS HedopMab-
HbII KPY’KOK IoYuTaresell u y4eHuKoB, KO-
TOPBIX TPUBJICKAIH «IIOTYAUCCHACHTCKUID)
craryc danbKa, ero neJarorndeckuil 1ap

1 BBICOKHH ypoBeHb HCKyccTBa. Ero TBOp-
YeCTBO 3HAYUTEINIHHO MOBIHUATIO Ha MHOTHX
COBETCKMX XyJI0)KHUKOB-HOHKOH(OPMHUCTOB,
BUJICBLIUX B HEM OJIHOTO U3 MOCIEIHUX
XpaHHTeNel HIealoB KIACCHYECKOro Pyc-
CKOTO aBaHTapja.

Oner Llenkos
(1934, Mocksa, CCCP, HblHe PoccuA)

XKusonucen, rpaduk. B 1949-1953 yunics
B MOCKOBCKO# cpeiHel Xy10/KeCTBEHHOI
mkone, B 1954 — B MUHCKOM Xymoxe-
CTBEHHOM MHCTHTYTE, OTKY/Ia OBLI HCKITIO-
4eH 3a «hopmanmzm». B 1955 mocrymmn

B VIHCTHTYT )KMBONHUCH, CKYJIBITYPBI H ap-
xuTekTypsl uM. M.E. Peniuna B Jlenunrpane
U CHOBA UCKJIFOUEH 10 TOH ke MPHYMHE.

B cepenune 1950-X NO3HAKOMMIICS C XY-
JoxHIKoM Bragumupom CremnsHoM, KOTo-
phlit B 1956 ycTpoui BEICTaBKy €ro paboT

B cBoeii kBapTupe B Mockse. Bo Bropoii
nonoBuHe 1960-X epcoHaIbHBIE BHICTABKU
IlenkoBa COCTOSUTUCH B PA3IMYHBIX TEX-
HMYECKHX MHCTHTYTaX MOCKBEI, a TaKKe

B Jlome apxutekropa (1970). B 1975 npu-
HSUI y4acTUe B TIEPBOU pa3perieHHOi
BBICTABKE HEO(DUIIHATLHOTO CKYCCTBA

B CCCP B naBuibone «ITuenoBojacTo»

na BJTHX. C atoro BpemeHH ero paboTsl
MOCTOSHHO SKCIIOHMPOBAIINCH HA BbI-
CTaBKaX Xy/I0)KHUKOB-HOHKOH()OPMHUCTOB.
B 1977 smurpuposan u3 CCCP, akTHBHO
Y4acTBOBAJI B Xy/I0/KECTBEHHOM XKH3HU pyC-
ckoit smurparmu B CIIIA u Espone. XKuser
u paboraer B ITaprke.

Boris Turetsky

(b. 1928, Voronezh, U.S.S.R.,
now Russia; d. 1997, Moscow, Russia)

Painter, graphic artist. Studied art at
the House of Culture in Voronezh in
1939. Evacuated to Ufa, where he lived
from 1941 to 1943. Entered the K.A.
Savitsky Art School in Penza in 1946.
Moved to Moscow in 1947 and trans-
ferred to the Moscow City Art School’s
theater department. Became acquainted
with artist Vladimir Weisberg in the
late 1940s. Discovered modern Eu-
ropean art of the late 19th and early
20th centuries. Studied at the Moscow
Polygraphic Institute from 1953 to
1959. Began producing abstract com-
positions in the mid-1950s. Without
abandoning abstract art, he began
making large, representational gouache
paintings such as “Bumpers and Other
Automobile Parts” and “Figures,” as
well as large, multi-figure composi-
tions. Experimenting with different
techniques and materials, he executed
a series of works entitled “Structures.”
In the mid-1970s, he made a series of
“object pictures” and assemblages. He
didn’t work from 1975 to 1983 due

to illness, returning to art in 1984. He
participated in various exhibitions. A
solo exhibition of his work was held in
1988 at the I.V. Kurchatov Institute of
Atomic Energy in the Moscow region
town of Troitsk.

Alexander Tyshler

(b. 1898, Melitopol, Taurida province,
Russian Empire, now Zaporizhskia
region, Ukraine; d. 1980, Moscow,
U.S.S.R., now Russia)

Painter, graphic artist, theater artist.
Studied at the Kiev Art School from
1912 to 1917 and with Aleksandra Ek-
ster from 1917 to 1918. Member of the
Kultur-Lige’s Art Section. Served in
the Red Army from 1919 to 1920, then
returned to Kiev. Moved to Moscow in
1921. Member of the Society of Easel
Artists (OST) since 1925. Beginning in
the late 1920s, he worked as a theater
artist, including at Jewish theaters in
Moscow and Minsk. Designed decora-
tions and costumes for a production of
King Lear at the Moscow State Yiddish
Theater (GOSET) in 1935. Also in the
1930s, Tyshler illustrated books and
magazines for Russian and Jewish
publishers. Participated in numerous
exhibitions of Soviet art in the Soviet
Union and abroad, including in the
Soviet Pavilion at the 16th, 17th, and
41st (posthumously) Venice Biennales
(1928, 1930, 1984). Winner of the
Stalin Prize (1946). Lead artist at the
Moscow State Yiddish Theater from
1941 to 1949. In the 1940s-1960s,
Tyshler worked primarily as a theater
artist but continued to paint, draw and
sculpt.

Robert Falk

(b. 1886, Moscow, Russian Empire,
now Russia; d. 1958, Moscow,
U.S.S.R., now Russia)

Graphic artist, painter, theater artist,
teacher. Studied drawing and painting
with Konstantin Yuon, Ivan Dudin,
and Ilya Mashkov from 1904 to 1905.
Studied at the Moscow School of
Painting, Sculpture and Architecture
from 1905 to 1912. Member of the
Jack of Diamonds art group from 1910
to 1916. Participated in exhibitions
organized by the World of Art move-
ment (1917). During the first years
after the revolution, Falk worked in
the Moscow Department of Fine Arts
of the People’s Commissariat for Ed-
ucation (Narkompros). From 1918 to
1928, he was a professor of painting
at VKhUTEMAS-VKhUTEIN in
Moscow. In 1921, he was appointed
curator of the Museum of Modern

Art in Vitebsk. His works appeared

in the Soviet Pavilion at the 14th and
16th Venice Biennales (1924 and
1928). Member of the Kultur-Lige’s
Art Section in Moscow from 1922 to
1924. Falk lived in France from 1928
to 1937. From the late 1940s until

his death, he was criticized by Soviet
critics for “formalism” and “political
indifference” and barred from partic-
ipating in the public life of the Soviet
art world. In these years, an informal
circle of admirers and pupils formed
around Falk, attracted by his semi-dis-
sident status, his gifts as a teacher, and
the high quality of his art. His work
was deeply influential to many noncon-
formist Soviet artists, who saw in him
one of last custodians of the ideals of
the Russian avant-garde.

Oleg Tselkov

(b. 1934, Moscow, U.S.S.R.,
now Russia)

Painter, graphic artist. Studied at

the Moscow Art School from 1949

to 1953, and in 1954 at the Minsk

Art Institute, which expelled him for
“formalism.” Entered the I.E. Repin
Institute of Arts in Leningrad in 1955
and was again expelled for the same
reason. In the mid-1950s, he became
acquainted with artist Vladimir Slepi-
an, who in 1956 held an exhibition of
Tselkov’s works in his apartment. In
the late 1960s, Tselkov held solo exhi-
bitions in technical institutes through-
out Moscow and in the House of the
Architect (1970). Participated in the
first sanctioned exhibition of unofficial
art in the Soviet Union, which took
place in the Pchelovodstvo (Beekeep-
ing) Pavilion at VDNKh in 1975. Since
then, his works have frequently ap-
peared at exhibitions of nonconformist
art. Emigrated from the Soviet Union
in 1977. Actively participated in the
artistic life of the Russian diaspora in
the United States and Europe. He lives
and works in Paris.

EBpeiickne Xylo;xHHKH B pycckoM aBaHrapze, 1910-1980
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Nnba YawHuk

(1902, MoumH, Butebekaa ry6., Poccuiickana
umnepuA, HolHe Jlyasa, JlateBua — 1929,
NennHrpap, CCCP, HblHe PoccuA)

JXKuponucer, rpaduk, XyA0KHUK-0HOPMH-
Tellb, XyJ0XKHUK JIEKOPATHBHO-TIPHKIIATHOTO
nckyccrsa. B 1919-1922 yuuncs B Bu-
TEOCKOM XyH0K€CTBEHHO-TIPAKTHYECKOM
HMHCTUTYTE, CHaYajIa B MaCTEPCKOM CBO-
GoxHoi xuBonuck Mapka Illaraia, 3arem

y Oub Jlucunkoro u Kasumnpa Manesuua.
CraJt olHIM U3 CaMBIX aKTHBHBIX MOCIIE-
JoBatenel cynpemarusma, ¢ 1920 — anen
XygoxecTBeHHOro oobenunenus Y HOBUC.
IpuHuMan ydacTue B IOATOTOBKE albMaHa-
xa «YHOBUC», u BMecTe co JIbBom Xuje-
KeJIeM M3/aJ1 KypHai «Aspoy. B 1922 Bme-
cre ¢ Kasumupom Manesnuem yexan B [le-
Tporpaj. Paboran xygoxHHKOM-0opMHE-
TeneM Ha [ocynapcTBeHHOM (aphopoBoM
3aBoze (1922-1924), B ['ocynapcTBeHHOM
HMHCTUTYTE Xyl0KECTBEHHOH KYIBTYpbI
(TMHXVYK, 1923-1926). YuacTBoBai

BO Bcex BbIcTaBKax rpymmnsl YHOBUC

B Buredcke (1920) u Mockse (1920, 1921,
1922), B BricTaBKe KapTUH NETPOTPaJCKHX
XyAOXXHUKOB Bcex Harpasiienuit (1923, Ile-
TPOrpaj), BLICTABKE TPYIIIbI XYT0KHUKOB
«O0benuHeHne» B icToprdyeckoM My3ee

B MockBe u MesxTyHapOIHOM BBICTaBKe
JIEKOpaTHBHOTO UCKyccTBa B [Tapinke

(06e — 1925). PaboThI 5KCIIOHUPOBAIUCH
Ha 42-ii Benennanckoit ouexnane (1986).

Mapk Laran

(1887, mecT. JInosHo non Butebekom,
Poccuitckaa umnepumsa, HolHe
Benopyccna —1985, Cen-lMNonb-fae-Bawce,
®DpaHumA)

JXKusonucer, rpaduk, cueHorpad, CKyIibIi-
TOp, 03T. IToMy4nsI TpaUIIHOHHOE €B-
peiickoe obpasoBanue. B 1906 nepeexan

B ITerepOypr, B 1907-1910 3anumancs

B PrcoBanbHOI mkone OfmmecTsa noomut-
penns xynoxects. B 1911 yexan B [Tapux,
MOCEJTHIICS B HEODHINATBHOM LIEHTPE
MEKIYHAPOIHOU XyI0XKEeCTBEHHOM Oore-
MbI «Yieit» Ha MonnapHace. COmu3uics

¢ IMa6uo ITukacco u APYruMHU BeAYIIMMI
TIpE/ICTaBUTENISIMH €BPOIICHCKOTO aBaHTap-
na. B 1914 yexan B bepinuH, rae cocrosach
€ro repBast IepCOHANbHAs BHICTABKa B rase-
pee Der Sturm. B ToM jxe roxy Bo3BpaTHics
B Butebck, cobupasich OTOM BEPHYTHCS

B EBporty, ojiHako n3-3a BOMHBI HE CMOT
OCYIIECTBUTH 3TH ILTaHEL B ceHTsIOpe

1915 yexan B Ilerporpax, B 1916 cran
unenom EBpeiickoro obmecTsa noompenus
xynoxecTB. B 1918 6buT KOMaHANPOBAH

B Butebck, rae B 1919 oprannzosai Ilep-
BOE BBICIIIEE XYJI0)KECTBEHHOE YUHIIHILE,
KyJia IIPUIIACHII IPEIOaBaTh, B 4aCTHOCTH,
Kasumupa Manesnua. 113-3a konduukra

C HUM YIIeJ C HOCTa JUPEKTOpa YUHINIIA.
B 1920 nepeexan B MOCKBY, CTaJ YWICHOM
XynoxecTBeHHOM cekuun Kynsryp-JIu-

', y4aCTBOBAJI B €€ BHICTaBKE BECHOU

1922 Bmecte ¢ laBunom LlItependeprom

n Haranom Ansrmanom. B 1921 pacnucan
3aHABEC M BBITOIHII ITAHHO JUISl 3PUTEITb-
Horo 3aia Epeiickoro KamepHoro Tearpa

1 0(OPMHUIT OIMH U3 TIEPBBIX €r0 CIIEKTa-
kieit B Mockse. IIpenoaaBai >kMBONuch

U PHCYHOK B €BPEICKOM CHPOTCKOM JIOMe

I s 4 CoBpemMeHHHKH Oy/1yIIero
Contemporaries of the Future

B MaJiaXxoBKe, HIITIOCTPUPOBAJI eBpeickue
M3/IaHN, B YACTHOCTH, KHUTY CTHXOB
Jasuna [odmreitna Ha manm «Tpoiiep»
(«ITeuanby), koTopas OblTa H3aaHa B Kuese
B 1922. B ToM 3xe roxy Bbiexan u3 Poc-
cuu cHavyana B JIutsy, 3arem B Bepiun.

B 1923 nepeexan Bo @panuuio, rae y Hero
HaJaJlach JI0Jrasi M yCIeIIHas Kapbepa.

B 1977 6b11 ynocroeH BeicmIeil Harpaast
®pannnn — bonbioro kpecta [TouetHoro
JIETHOHA, B TOM K€ TOy OblIa yCTpOeHa
BBICTaBKa ero pabor B JIyspe.

Mwuxaun LWWesapumaH

(1926, Mockea, CCCP, HbiHe Poccma —
1997, MockBa, Poccun)

XKusormcer, rpaduk, au3aitHep, TeOpeTHK
HCKycCTBa, nexaror. B 1950-1956 yunncs
B BrIcIeM Xyn0xeCTBEHHO-TIIPOMBIII-
JIeHHOM yuunuiie B Mockse. B konie
1950-x — nHavane 1960-x Hayan Gpopmu-
poBaTh COOCTBEHHYIO «HEPATHUECKYIO
KOHIIETIIIMIO», B COOTBETCTBUH C KOTOPOH
OBLIM CO3/1aHBI IEPBbIE IPOU3BEACHUS.

C 1966 Bosrasisu CrenuanbHOE Xy-
JI0)KECTBEHHO-KOHCTPYKTOPCKOE GI0po
MuHuncrepcTBa Jerkoil MPOMBIIIIEHHOCTH
PCOCP, npusiiek k paboTe psia XyHT0xKHH-
KOB, CTaBILIMX €0 y4eHHKaMHU U MOC/Ie10Ba-
TemsiMu. PaspaboTalt HOBYyIO rpadudeckyio
CHCTEMY TOBapHBIX 3HaKOB. B 1960-e Taxxe
paboTas KaK MIaKaTUCT, y4acTBOBAI

B Pa3IHYHbIX BBICTABKAX IUIAKATa U rpa-
¢uueckoii pekitamel B CCCP u B EBpore,
BBIITOJIHWJI 1IBA MOHYMEHTAJIBHBIX [TAHHO
JU1s1 MOCKOBCKOTO HHXKEHEPHO-(pU3NIECKO-
ro uHCTHTYyTA (COBMECTHO ¢ ['prropruem
Jaymanom). B 1970-e npuoGpen craryc
OJIHOTO M3 LIEHTPAJIbHBIX XYA0KHHUKOB
MOCKOBCKOTO HEO(HIIMAIBHOTO HCKYCCTBA.
B 1974-1979 oprannzoai «uepaTH4ecKyIo
LIKOJIY» B MAacTepPCKOi XyI0oxKHHKa AHATO-
smmst Yaruckoro B CoxonbHuKaX. [TepBast
nepcoHaspHas BeictaBka [1IBapimana
cocrosttack B [ocynapcTBeHHOH TpeThskoB-
cKoii raniepee B Mockse B 1994,

Hwuccon WudopuH

(1892, Knes, PoccuiickaA umnepus, HblHe
VkpanHa — 1961, Mocksa, CCCP, HblHe
PoccuA)

Tpaduk, sxuBomHCeL, TeaTpaabHbIH
XyJIOKHUK, Xyl0)KECTBEHHBIH KPHTHK.

B 1902-1911 yunincs B KueBckom kommep-
yeckoM yumnuine, B 1911-1916 — B Kues-
CKOM KOMMEpPYECKOM HHCTHTYTE, OHOBpE-
MEHHO HOCeIas 3aHATHS B XYI0XKECTBECH-
HOU ctynuu Anekcanapa Mypako. [Tepexn
IlepBoii MUPOBOIi BOITHOMN MO3HAKOMUIICS

¢ eBpelickuMu uTepaTopamu «Kuepckoi
IPYIIbD), Ybsl HEOIOTHs HOBOH eBpelickoii
KyJIBTYPBI U HCKYCCTBA OKa3aJia Ha HETO
CHJIbHOE BIHsHUE. BbIT OJIH30K C XyHOXKHH-
KaMU PyCCKOTO aBaHTapaa AJeKCaHAPOM
BoromasosbiM 1 Anekcanapoii Dxcrep, B
1914 skcnoHMpoBa CBOM pabOTHI Ha opra-
Hu30BaHHOH uMu B Kuee BbicTaBke «Kouib-
o». B TOM ke Toxy MpUHSIT y4acTHe B HOJ-
TOTOBKE YKPAUHCKOTO TypPHE MOCKOBCKHX
dyrypucroB — Bragumupa MasikoBckoro,
Jasuna Bypmioka n Bacunus Kamenckoro.

llya Chashnik

(b. 1902, Lutzin, Vitebsk province,
Russian Empire, now Ludza, Latvia;
d. 1929, Leningrad, U.S.S.R., now
Russia)

Painter, graphic artist, designer, applied
artist. From 1919 to 1922, he attended
the Vitebsk Practical Art Institute,
studying painting with Marc Chagall
and later El Lissitzky and Kazimir
Malevich. Became one of the most
active followers of Suprematism;
joined the UNOVIS group in 1920.
Contributed to the UNOVIS Almanac
and, with Lev Khidekel, published the
journal Aero. Moved to Petrograd with
Kazimir Malevich in 1922. Designer
at the State Porcelain Factory (1922—
1924) and the State Institute of Artistic
Culture (GINKhUK, 1923-1926).
Participated in every exhibition of

the UNOVIS group in Vitebsk (1920)
and Moscow (1920, 1921, 1922), as
well as the Exhibition of Paintings by
Petrograd Artists of All Movements
(Petrograd, 1923), and exhibitions of
the Ob’edinenie art group at the State
Historical Museum in Moscow and the
International Exposition of Decorative
Arts in Paris (both in 1925). His works
also appeared at the 42nd Venice Bien-
nale (1986).

Marc Chagall

(b. 1887, Vitebsk, Russian Empire, now
Belarus; d. 1985, Saint-Paul-de-Vence,
France)

Painter, graphic artist, set designer,
sculptor, poet. Received a traditional
Jewish education. Moved to St. Peters-
burg in 1906, and from 1907 to 1910
studied at the Imperial Society for the
Promotion of the Arts. Moved to Paris
in 1911 and settled in the La Ruche,
an artist colony in Montparnasse that
attracted bohemians from around

the world. Became close with Pablo
Picasso and other leading European
avant-garde artists. Moved to Berlin in
1914 and held his first solo exhibition
at Galerie Der Sturm. Later that year,
he returned to Vitebsk. He planned to
return to Europe but was unable to do
so due to the outbreak of World War

1. Moved to Petrograd in September
1915 and became a member of the
Jewish Society for the Encouragement
of the Arts in 1916. Moved to Vitebsk
in 1918, where he was appointed
commissar for art. Founded the First
Higher Art School and invited Kazimir
Malevich to join the faculty. Disagree-
ments with the suprematists resulted in
his resignation. Moved to Moscow in
1920 and joined the Kultur-Lige’s Art
Section, participating in a Kulture-Lige
exhibition in 1922 with David Shter-
enberg and Nathan Altman. Designed
the curtain and executed murals for
the auditorium of the Jewish Chamber
Theater; Chagall also designed one

of its first performances in Moscow.
Taught painting and drawing at a Jew-

ish orphanage in Malakhov and illus-
trated Jewish publications, including a
Troyer (“Sorrow”), a book of Yiddish
poems by Dovid Hofshteyn published
in Kiev in 1922. In 1920, he moved
from Moscow to Lithuania to Berlin.
In 1923, he moved to France and began
a long and successful career. Chagall
was awarded the Grand Cross of the
Legion d’ Honneur, France’s highest
civilian award, and honored with a
retrospective exhibition at the Louvre
in 1977.

Mikhail Shvartsman

(b. 1926, Moscow, U.S.S.R., now
Russia; d. 1997, Moscow, Russia)

Painter, graphic artist, designer, art
theorist, educator. Studied at the
Higher School of Art and Industry in
Moscow from 1950 to 1956. In the late
1950s and early 1960s, developed his
“hieratic concept” and created his first
artworks that adhered to it. Appointed
head designer of the graphics division
of the Russian Ministry of Light Indus-
try’s Special Bureau of Art and Con-
struction in 1966, and subsequently
hired several artists who would become
his students and followers. Developed
a new graphic system of trademarks. In
the 1960s, Shvartsman also designed
posters and participated in exhibitions
of posters and advertisements in the
Soviet Union and Europe, executing
three monumental panels (with Grigory
Dauman) for the Moscow Institute of
Engineering and Physics. In 1970s, he
was recognized as a central figure in
the Moscow unofficial art movement.
From 1974 to 1979, he organized the
“hieratic school” of painting at Anatoly
Chaschinsky’s studio in Sokolniki. His
first solo exhibition was held at the
State Tretyakov Gallery in Moscow

in 1994.

Nisson Shifrin

(b. 1892, Kiev, Russian Empire, now
Ukraine; d. 1961, Moscow, U.S.S.R.,
now Russia)

Graphic artist, painter, theater artist,
art critic. Studied at the Kiev School
of Commerce from 1902 to 1911 and
the Kiev Institute of Commerce from
1911 to 1916, while also attending
classes at the studio of Oleksandr
Murashko. Before World War I, Shi-
frin became acquainted with Jewish
writers from the Kiev Group and was
deeply influenced by their calls for a
new Jewish culture and art. Became
close with Russian avant-garde artists
Alexander Bogomazov and Aleksandra
Ekster, and in 1914 exhibited his work
at the “Ring” exhibition, which they
organized. Took part in the Moscow
futurists’ tour of Ukraine, featuring
Vladimir Mayakovsky, David Burliuk
and Vasily Kamensky. Studied with
Aleksandra Ekster and worked as a set

B 1918 3annmaics B cTyaun AjeKcaH phl
DKerep, 0GOPMILSIT CIEKTAKIN B KHEBCKHX
Tearpax, ObUT WieHOM XyI0KeCTBEHHOI
cexiuu Kyneryp-Jluru. B 1922 nepeexan

B Mocksy. PaGotai kak KHWKHBIH MILTIO-
CTpaTop ¥ Kak CLEHOrpad B pa3anuHbIX MO-
ckoBckHx Tearpax. C cepenunbl 1920-x —
yier O6IIecTBa XyI0KHHKOB-CTAHKOBHCTOB
(OCT). YyacTthuk BeictaBku B [TaBunbone
CCCP Ha 14-ii Benennanckoii 6uennane
(1924). C 1935 u 10 KOHIA KU3HHA — [JIaB-
Hblit Xynoxuuk Tearpa CoBerckoit ApmMun
B Mockse. B 1930-¢, kpome Toro, opopMui
PSIA CHEKTaKIIeH B eBPEiiCKHX Tearpax
MuHcka, XappkoBa u bupobumkana. ABTop
crareii 1o BorpocaMm cieHorpaduu 1 u3o-
Opa3UTENLHOTO HCKYCCTBA.

Cappa LWop

(1897, Oy6Ho, Poccuiickas nmnepusa, HolHe
VkpavHa — 1981, Mocksa, CCCP, HblHe
PoccuA)

Tpaduk, sxuBonMCcel, TeaTpasIbHbIIH Xy10/kK-
nuk. B 1911-1916 yumnace B Knepckom
XyJOXECTBEHHOM yuruiie. B uncie npy-
THX MOJIOJBIX €BPEHCKHX XyIOXKHHKOB-MO-
JIEPHUCTOB 3aBsI3aJ1a TOT/A K€ KOHTAKThI

¢ xuBIIMMH B Kuese iuaepamu pycckoro
Xy/L0’)KECTBEHHOT'0 aBaHrapsia AJieKcaHapoi
Oxcrep n Anekcanapom boromasoBbiM.

B 1914 npunsina yuactuie B opraHu30BaHHOMN
umu BbicTaBke «Kombioy. B ToMm xe romy ye-
xana B [lerporpan, roe mocrynuia B Akaje-
M0 XynoxectB. B 1919 Bepuynach B Kues,
U cTajia COTPYJHMYATh ¢ Xy/I0’KECTBEHHON
cexuueit Kynsryp-JIurn. B 1919-1923
odopMIIsLIa CHEKTAKIN B KHEBCKHUX TeaTpax
o TearpanbHoil crymun Kyneryp-Jluru, wi-
JIFOCTPUPOBAJa KHUTY Ha UJIHII U Ha YKpa-
uHCKOM si3bike. B 1923 nepeexana B MockBy
1 HEKOTOPOE BPeMs 3aHMMal1ach B rpaduye-
ckoit crynun Anekcest Kpasuenko. C cepe-
JHEL 1920-X wieH o0mecTsa «4 HCKyccTBa»
¥ TIOCTOSHHBINA yYaCTHHUK €r0 BBICTABOK.

C xomia 1920-x paGorana mpenMyIecTBeH-
HO Kak KHIDKHBIN rpaduk. C konma 1940-x

u 10 cepeunbl 1950-x B pesynbTare Kpu-
THKH, KOTOPOH OHA TTOJIBEPIIIACH BO BPEMsI
AQHTHCEMUTCKOH KaMITaHUH 110 «Oopboe ¢
KOCMOIIOTTUTH3MOM», ObIJTa JTUIIIEHA BO3MOXK-
HOCTH y4acTHsl B OHIHATBHON Xy/I0XKe-
CTBEHHOI1 JKM3HU U padoTaia KaK XyI0KHUK
10 U3TOTOBJIEHUIO HATIISIHBIX TIOCOOMH JUIst
mkot. B 1960-1970 nponomkarna 3aHIMaTh-
st TpaMKOH M KHI>KHOM MJLTIOCTpAIHeH,
TaKKe BEPHY/IACh K KUBOIHCH.

Aayapg WrenHbepr
(1938, Mockea, CCCP, HbiHe PoccnAa —
2012, Mapwx, ®paHumA)

Tpadux, sxuBonucen. CbIH 103Ta, IEPEBOJI-
yuKa ¥ Xypoxnuka Apkanus Hleitn6epra.
CHcTeMaTHYECKOro XyI0KECTBEHHOTO
00pa30BaHus HE MOIYYMII, yIUIICS PUCOBA-
HHIO 1 )KUBOIIHCH TI0J] PYKOBOICTBOM OTIIA.
3aKoHYMII CEMUIIETHIOKO 1IKOTy B Tapyce,
paboTa CTOpOXeM, 3eMJICKOIIOM, B PbI00JI0-
Belkoii aprenu. B 1962 nepeexan B Mocksy,
BOIIEJ B KPYT' MOJIOZIBIX Xy/I0)KHUKOB-aBaH-
rapauctoB. B 1965 Bmecte ¢ Muxanom

T'pobmanom 1 Bragumupom STHKUICBCKUM
Y4JacTBOBAJI B OAHOIHEBHOI BbICTaBKe B MH-
CTHTYTe aTOMHO#1 sHepruu um. M.B. Kypua-
ToBa B Mockae. B 1968 coBmectHO ¢ Bia-
JUMHUPOM SIKOBJIEBBIM OpraHu3oBaJl OHO-
JIHEBHYIO BBICTABKY B MOJ'lOHe)KHOﬁ CCeKIMH
Cotro3a xyoxxHHKOB. B 1978 cocrositace
coBMecTHas ¢ Briagumupom SHKIeBCKHM
BeIicTaBKa. B 1980-e yuacTBOBas B BbI-
craBkax Komurera Xy10)KHUKOB-rpadHKOB
Ha Mauoit I'pysunckoii ymuue. C 1988 Gosb-
1Iy10 YaCTh BPEMEHH >kui1 1 paborain B ITa-
pmxe, yacTo npuesxas B Mocksy u Tapycy.
B 1992 nponura nepcoHanbHas BEICTaBKa

B ['ocynapcrBenHoii TpeThskoBCKoii ranepee
B Mockae. Ckonyasncs B [Tapmxke, moxopo-
HEH Ha ropojickoM Kiazaowuine B Tapyce.

Hasupg LWTepeHbepr
(1881, XXutommp, Poccuiickaa nmnepus,
HblHe YkpavHa — 1948, Mocksa, CCCP,
HblHe PoccunaA)

JXKusonucern, rpaduk, XyI0kKHHK TeaTpa,
nenaror. B 1905 yuniics B wactHoit xyno-
xKecTBeHHOH crynun B Onecce, paborain
accucteHToM dororpada, BCTYITHI B €B-
peHCcKyIo COIMATUCTHYECKY IO TapTHIO
«bynn». B 1906 u3-3a yrpo3sl HOJIUTH-
YeCKMX pernpeccuii sMurpuposai B Beny.
B 1907-1917 xwun B [Tapuxe, yauucs

B llIKoJe M3AMHBIX HCKYyCCTB M AKaje-
muu Buttu. B 1912-1914 skcnionupoan
Mpou3BeaeHNs Ha BhIcTaBKax CaloHOB

u HezaBucumbix canoHos B [Tapuxke.
Hesanonro no nayana Ilepsoit MupoBoii
Bo¥iHBI IpHexan B Kues, riae npoua

ero BeicTaBKa. OKOHYATEIBHO BEPHYIICS

B Poccuro mocne peomonuu 1917 rona.
B 1918-1920 6s11 3aBenyromum OTaena
N30 Hapoxnoro komuccapuara npo-
csenienus. B 1920-1930-e npenoxasan
xuBonuck B0 BXYTEMACe-BXVTE-
HHe. B 1922 yuacTBOBaX B BEICTaBKE
Kynbryp-Jluru (BMmecte ¢ Haranom AnbT-
MaHoM 1 Mapkom Ilaranom). B 1925 6bin
MIPUINAIIEH Ha JIOJKHOCTB NpeJceaaTens
npasiennst O61IecTBa Xy10KHUKOB-CTaH-
xoBuctos (OCT), 3anumai ee 10 1930,
y4acTBOBAJ B 4eThIpeX BhICTaBKax O0-
mrectBa (1925-1928). B 1928 odopmun
crekTakib «YenoBek Bo3LyXa» Mo Mbece
lonom-Aneiixema B Mockosckom 'OCE-
Te. B 1930-¢ 3anuMascs My3eiHbIM Jie-
JIOM, OpTaHH3aIMel COBETCKUX BBICTABOK
3a pybexoM; paboTaa B KHIDKHOI rpa-
tduke, B 1932 BBIMOTHUI WILTIOCTPALIMA

k «Pacckazam» Hcaaxa baGens; yuacTBo-
BaJl BO MHOTUX BBICTaBKaX COBETCKOIO HC-
kycctBa B CCCP, EBporne u CIIIA, B ToM
gycie B BeicTaBkax B [TaBuisone CCCP
Ha 14-ii, 16-ii, 17-i, 18-ii BeHenuanckux
6uennane (1924, 1928, 1930, 1932).

designer for theaters in Kiev (1918).
Member of the Kultur-Lige’s Art
Section. In 1922, Shifrin moved to
Moscow, where he worked as a book
illustrator and set designer. He became
a member of the Society of Easel Art-
ists (OST) in the mid-1920s. Shifrin’s
work appeared in the Soviet Pavilion at
the 14th Venice Biennale (1924). From
1935 to the end of his life, Shifrin was
art director at the Soviet Army Theater
in Moscow. (1949 and 1951). Also
during the 1930s, Shifrin designed
several performances at Jewish theaters
in Minsk, Kharkov, and Birobidzhan.
Authored articles on scenography and
visual arts.

Sarah Shor

(b. 1897, Dubno, Russian Empire, now
Ukraine; d. 1981, Moscow, U.S.S.R.,
now Russia)

Graphic artist, painter, theater artist.
Studied at the Kiev Art School from
1911 to 1916. Like many other young
Jewish modernists, Shor connected
with Alexander Bogomazov and
Aleksandra Ekster, leading Russian
avant-garde artists living in Kiev. In
1914, she helped organize the “Ring”
exhibition. Later that year, she moved
to Petrograd and enrolled in the Acad-
emy of Arts. Returned to Kiev in 1919
and began collaborating with the Art
Section of the Kultur-Lige. From 1919
to 1923, she designed performances
for Kiev theaters and the Kultur-Lige’s
theater studio, and illustrated Yiddish-
and Ukrainian-language books. In
1919, she returned to Kiev, where she
worked as a set designer and illustrator
of Yiddish- and Ukrainian-language
books. She moved to Moscow in 1923
and entered the graphics studio of
Aleksei Kravchenko. In the mid-1920s,
she joined the 4 Art group, becoming
an active participant in their exhibi-
tions. She began to focus on book
illustrations in the late 1920s. From the
late 1940s to the mid-1950s, in con-
nection with the anti-Semitic war on
“cosmopolitanism,” Shor was barred
from participating in official artistic
life. She turned to illustrating teaching
aids for schoolchildren. In the 1960s
and 1970s, she worked as a graphic
artist and book illustrator, and returned
to painting.

Eduard Steinberg

(b. 1938, Moscow, U.S.S.R., now
Russia; d. 2012, Paris, France)

Graphic artist, painter. Son of the

poet, translator and artist Arkady
Steinberg. Did not receive a systematic
art education; his father taught him

to draw and paint. After graduating
from middle school in Tarusa (Kaluga
region), Steinberg worked as a guard,
a laborer and a fisherman. In 1962, he

moved to Moscow and joined a circle
of young avant-garde artists. In 1965,
with Mikhail Grobman and Vladimir
Yankilevsky, he participated in a one-
day exhibition at the 1.V. Kurchatov
Institute of Atomic Energy. Organized
a one-day exhibition in the youth
section of the Union of Artists with
Vladimir Yakovlev in 1968. His works
appeared at a two-man exhibition (with
Vladimir Yankilevsky) in 1978. Partic-
ipated in exhibitions by the Committee
of Graphic Artists on Malaya Gruzin-
skaya Ulitsa in the 1980s. After 1988,
he spent most of his time living and
working in Paris, frequently visiting
Moscow and Tarusa. A solo exhibi-
tion of his work was held at the State
Tretyakov Gallery in Moscow in 1992.
Steinberg died in Paris and was buried
in the Tarusa town cemetery.

David Shterenberg

(b. 1881, Zhitomir, Russian Empire, now
Ukraine; d. 1948, Moscow, U.S.S.R.)

Painter, graphic artist, theater artist,
pedagogue. In 1905, Shterenberg stud-
ied at a private art studio in Odessa,
worked as an assistant photographer
and joined the Jewish socialist party
“Bund.” Under threat of political
repression, Shterenberg emigrated

to Vienna in 1906. From 1907 to
1917, he lived in Paris and trained

at the Académie Vitti. He exhibited
regularly at the Salon d’Automne
from 1912 to 1914. Arrived in Kiev,
where an exhibition of his was taking
place, shortly before the start of World
War 1. Returned to Russia for good
after the 1917 revolution. Head of the
Department of Fine Arts (IZO) of the
People’s Commissariat for Education
(Narkompros), 1918-1920. Professor
in the painting faculty of VKhUTE-
MAS-VKhUTEIN, 1920-1930.
Collaborated with Nathan Altman and
Marc Chagall on a Kultur-Lige exhibi-
tion in 1922. Chairman of the Society
of Easel Artists (OST) from 1925 to
1930; participated in four exhibitions
by the society (1925-1928). Pro-
duction designer for a production of
Menachem Mendel, a play by Sholem
Aleichem, at GOSET (Moscow) in
1928. In the 1930s, Shterenberg de-
voted himself to museum work and
organizing Soviet exhibitions abroad.
He also worked as a book illustrator,
executing illustrations for Isaac Babel’s
stories in 1932. Participated in numer-
ous exhibitions of Soviet art in the
Soviet Union, Europe and the United
States, including exhibitions at the
Soviet Pavilion at the 14th, 16th, 17th
and 18th Venice Biennale (1924, 1928,
1930, 1932).
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ConomoH KOpoBuH

(1892, nocenok BeleHkosunun, Butebekaa
ry6epHua, PoccuiickaA umnepus, HblHe
Benopyccua — 1954, leHnnrpaan, CCCP,
HblHe PoccuA)

I'paduxk, sxuBomnucer, Gpotorpad, necaeno-
BaTeIlb EBPEHCKOTO HAPOJHOTO UCKYCCTBA.
B 19061910 yuuncs B I1Ikone pucoBanust
u sxuBonuck Herysl ITona B Butebeke.

B 1910 nepeexan B IletepOypr, yumcs

B PrcoBansHO# mkose O0mecTsa mooi-
penus xynoxects, B 1911-1913 3anumancs
B YACTHBIX MeTepOyprekux cryausx Muxa-
nna Bepriuteiina 1 Mctucnaea J[o0yxuH-
ckoro. B 1912-1914 npunuman yyactue

B 9THOrPaMUCCKHUX SKCIEIHUIMAX 110 YepTe
0CEIIOCTH, OpraHH30BaHHBIX EBpeiickium
HCTOPUKO-ITHOIPAPUUECKIM OOIIECTBOM.
VyacTBOBaJ B MOATOTOBKE anbooma «EB-
peiickas XyJ0)KeCTBEHHAs CTapHHa» U Opra-
Hu3auuu EBpeiickoro myses B ITerporpane.
B 1916 cran unenom EBpeiickoro obmecrsa
TIOOIIPEHNUS XyIOXKECTB, IKCIIOHUPOBAII
MPOM3BEICHNS Ha BhICTaBKax OOmecTBa

B [lerporpane 1 Mockse (1916, 1917).

B 1918 BepHysics B ButeGcek, urpait BUIHYIO
POJIb B €BPEHCKHUX KyJIBTYpPHBIX OpraHu3a-
LUSIX TOpOJia, B 9acTHOCTH, B O0IIecTse
nmenn 1.-J1. [lepena. B 1923 nepeexan

B [lerporpan, 1o 1928 paGoran yueHsiMm
ceKpeTapeM M XpaHuTenaeM My3ses EBpeiicko-
TO HCTOPHKO-9THOrPahUIeckoro ooIecTsa.
J10 KOHLIA U3HU 3aHUMAJICS IPEUMy1Ie-
CTBEHHO KHMKHOM M CTAaHKOBOH rpauKoii,
BBITIOTHIJI WILTFOCTPALMH JUI MHOTHX KHUT
PYCCKUX U COBETCKUX MHCATENeH, a TaKKe
KIIACCUKOB €BPEHCKON JIMTEPaTyPBbI.

Bnagnmnp Akosnes
(TenTenobaym)

(1934, BanaxHa, MopbkoBckuit kpai, CCCP,
HblHe Hwxeropoackasa o6n., Poceuna —
1998, Mocksa, Poccun)

XKusonucern, rpaduk. B 1949-1954 pa-
6oran perymepom u Qororpadom

B n3garenscrae «MckyccrBoy. ITox
BIIEYATIICHUEM OT 3HAKOMCTBA C TIPOH3-
BEJICHHAMHI COBPEMEHHBIX €BPONEHCKIX

U aMEPUKAHCKUX Xy/J0KHHKOB, KOTOPbIE
yBuien Ha BbicTaBke B Ilapke KynbTyphl

n orxbixa uM. M. Topekoro B 1957 Bo Bpe-
Ms1 DecTHBAIA MOJIOAEKHU U CTYICHTOB

B MoCKBe, HauaJI 3aHUMAThCs KUBOIHCHIO.
ViKe nepBble XyI0KECTBEHHbBIE OMBITHI
HPHMHECIIN EMY U3BECTHOCTh M NPH3HAHUE
B KPYyTYy XY10KHHUKOB «BTOPOIr'0 pyCCKOro
aBaHrap/a». IlepBblii myOInuHbIH MoKa3
ero pabot cocrosuics B 1959 Ha BEICTaBKe
B KBapTHpe KoMno3utopa Auzapes Boin-
koHckoro. B 1976 npunst B MockoBckuit

TOPOJICKOH KOMHTET Xy/I0XKHUKOB-Tpa(HKOB.

Ha nporstkennu 1960-1990-x nocTostHHbIH
YYaCTHHK Pa3JIMYHbBIX BHICTaBOK B MOCKBe
u Esporie. B 1995 nepconanbHast BbICTaBKa
ObL1a opranu3zoBaHa B [ocynapcTBeHHOM
TpeTbsikoBcKoii ranepee B Mockse. B koHIe
1980-x y SIkoBneBa 06oCTpsieTCS JABHSIS
60J1e3Hb V13, ¥ OH CTPEMHUTENIBHO TepsieT
3peHHe, UTO yCyryOmseT ero Tsnkeaoe
ncuxudeckoe cocrosuue. [locneanue roger
JKU3HHU MOJIONITY HAXOJUIICS B OOTBHHMIIE JULS
JlyLLIEBHOOONBHBIX, yMep B MOCKBE, B ICH-
XOHEBPOJIOTHYECKOM HHTEpHATE.
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Bnagumunp

AHknneBckn
(1938, Mockea, CCCP, HblHe Poccus)

XKusomnmcer, rpaduk, scceuct. ITepprie
YPOKH KHBOITHCH IIOTy4HII y oTia, bopuca
STHKUIIEBCKOTO, XYIOXKHHKA U An3aliHe-

pa. B 1950-1956 yumncs B8 MocKoBCKoit
cpeiHel XyI0)KEeCTBEHHOH IKOJIE TTPU
MOCKOBCKOM roCy/1apCTBEHHOM XyJI0/Ke-
cTBeHHOM nHCTUTyTe MM. B.W. Cypukosa,
B 1957-1962 — B MOCKOBCKOM TIOJIHTPa-
¢uueckom nucTUTyTe. B KOHIE 1950-Xx —
Hagane 1960-x 3Hakomutcs ¢ Mbeit
Kabaxosim, Dnyapaom LlTeitnGeprom

U IPYTUMH MOJIOJBIMH Xy0KHUKAMH
«BTOPOTO PYCCKOTO aBaHrap/a», a TaKxkKe

C eBPOIEICKIMH XyI0KECTBEHHBIMU
KPHUTHKaMH U KOJUIEKIIMOHEPaMH, IIpH-
exxkapmumu B CCCP. B 1961 B monckax
VHIUBHyalbHOTO XYJ0XKECTBEHHOTO S3bI-
Ka, c(hopMyTHPOBAIT HACIO KTPHITHXA KaK
MOJIENIM MUPO3JIaHHUsD», Ha OCHOBE KOTOPOit
co3/1al ceprio npousseneHuil. B 1962 skc-
TIOHHUPOBAJ PabOTHI HA BEICTaBKe 30-11eTHs
MOCXa B [IB3 «Manex», rie oHH ObLITH
moBepruyThI rpy6oii kputnke H.C. Xpy-
mesbIM. B 1975 npunsn yyactue B iepBoit
pa3pelIeHHON BIACcTIMH BBICTaBKe HeO(u-
[UAIBHOTO MCKYCCTBA B naBmiibone «ITue-
soBozcTBo» Ha B/IHX B Mockse. Yuact-
HHUK MHOTOYHCIICHHBIX IIEPCOHAIBHBIX

¥ TPYTIIOBBIX BBICTABOK I10 BCEMY MHUDY.
JKuser u paboraet B [Tapuxe.

«[He3po»
(1974-1979)

XynoxKeCTBEHHas! Ipymna. ABTOpPHI Tep-
(opMaHCOB, HHCTAILISAIUN U OOBEKTOB.
VYuactHuku rpynmsl: ['ennaanii Jlonckoit
(1956, Mocksa, CCCP), Muxaun Pomans
(1956, Mocksa, CCCP — 2007, Mocksa,
Poccust) u Bukrop Crepeuc (1956, Mocksa,
CCCP). [TepBoHayaIbHO B Ka4yeCcTBE Ha3Ba-
HYIS HCTIOB30BAINCH (PaMUIIMN yYaCTHUKOB
(Honckoit — Pomrans — Ckepcuc). Hasa-
Hue «['He310» 3aKpenHIoCh 3a rPyNmoi
1ocie OAHOMMEHHOTO nepopMaHca Ha
BBICTaBKE HEO(UIIHAIBHBIX XyJOKHUKOB

B naBuiiboHe «JloMm KynbsTypbi» Ha BJIHX
(1975), B X011€ KOTOPOTO XyIOKHUKH CHJIE-
JIK B OTPOMHOM rHe3Je. [pynmna 3akondnna
cBoe cyuiectBoBanue B 1979 rony. Pa6otst
HaXoATCs B KOJUIEKIHAX [ocynapcTBeHHOM
TpetbsikoBcKoit ranepen, Mocksa; ['ocynap-
CTBEHHOTO 1IEHTPa COBPEMEHHOT'O UCKYC-
cTBa, MOCKBa, M IPYTHUX.

Solomon Yudovin

(b. 1897, village of Beshenkovichi,
Vitebsk Guberniya, Russian Empire,
now Belarus; d. 1954, Leningrad,
U.S.S.R., now Russia)

Graphic artist, painter, photographer,
scholar of Jewish folk art. Studied at
Yehudah Pen’s school of drawing and
painting from 1906 to 1910 in Vitebsk.
Moved to St. Petersburg in 1910 and
initially studied drawing at the school
of the Society for Encouragement of
Art. From 1911 to 1913, he studied
with Mikhail Bernshtein and Mstislav
Dobuzhinsky. From 1912 to 1914, he
took part in ethnographic expeditions
to the Pale of Settlement organized

by the Jewish Historical and Ethno-
graphical Society. He contributed to
the album Jewish Folk Ornament and
helped establish the Jewish Museum
in Petrograd. In 1916, he became a
member of the Jewish Society for the
Encouragement of the Arts. Yudovin’s
work appeared in exhibitions organ-
ized by the society in Petrograd and
Moscow in 1916 and 1917. In 1918,
Yudovin returned to Vitebsk, where
he played a prominent role in Jewish
cultural life in the city, including as a
member of the I.-L. Peretz Society. He
moved to Petrograd in 1923, and until
1928 was the curator and academic
secretary of the Museum of the Jewish
Historical and Ethnographical Society.
For the rest of his life, Yudovin devot-
ed himself primarily to illustrations and
easel graphics, executing illustrations
for many books by Russian and Soviet
writers, as well as classics of Jewish
literature.

Vladimir Yakovlev

(Teitelbaum)

(b. 1934, Balakhna, Gorky region,
U.S.S.R., now Nizhny Novgorod region,
Russia; d. 1998, Moscow, Russia)

Painter, graphic artist. From 1949 to
1954, worked as a photographer and
retoucher for the publisher Iskusstvo.
Yakovlev took up painting after seeing
works of contemporary European and
American art at an exhibition in Gorky
Park during the Festival of Youth

and Students in 1957. His first efforts
brought him recognition and praise
from artists of the “second Russian
avant-garde.” The first public showing
of his work took place in 1959 at an
exhibition held in composer Andrei
Volkonsky’s apartment. In 1976, he
was accepted into the Moscow City
Committee of Graphic Artists. From
the 1960s to the 1990s, his works
appeared frequently at exhibitions in
Moscow and Europe. A solo show was
held at the State Tretyakov Gallery in
Moscow in 1995. In the late 1980s,
Yakovlev developed an eye disease and
gradually lost his vision, exacerbating
his fragile mental state. He spent the
last years of his life in mental institu-
tions and died in Moscow.

Vladimir Yankilevsky

(b. 1938, Moscow, U.S.S.R.,
now Russia)

Painter, graphic artist, essayist. Re-
ceived his first lessons in painting from
his father, Boris Yankilevsky, an artist
and designer. From 1950 to 1956, he
studied at the Moscow Art School
under the auspices of the V.I. Surikov
State Art Institute. From 1957 to 1962,
he studied at the Moscow Polygraphic
Institute. In the late 1950s and early
1960s, he became acquainted with Ilya
Kabakov, Eduard Steinberg, and other
young artists of the “second Russian
avant-garde,” as well as European art
critics and collectors visiting the Soviet
Union. While searching for his own
artistic voice in 1961, he developed

the idea of the “triptych as a model of
the universe,” which he used to create
a series of works. In 1962, his works
appeared in an exhibition in the Ma-
nege Central Exhibition Hall marking
the 30th anniversary of the Moscow
Region Union of Artists, where they
were savagely criticized by Nikita
Khrushchev. Took part in the first sanc-
tioned exhibition of unofficial art in the
Soviet Union, which took place in the
Pchelovodstvo (Beekeeping) Pavilion
at VDNKh in 1975. Participated in
numerous solo and group exhibitions
around the world. He lives and works
in Paris.

Gnezdo (“The Nest”)

(1975-1979)

Art group. Authors of performances,
installations and objects. Participants:
Gennady Donskoy (b. 1956, Moscow,
U.S.S.R.), Mikhail Roshal (b. 1956,
Moscow, U.S.S.R.; d. 2007, Moscow,
Russia) and Victor Skersis (b. 1956,
Moscow, U.S.S.R.). At first, the group
was named after its members (Don-
skoy — Roshal — Skersis). They
became known as The Nest after a
performance of the same name at an
exhibition of unofficial art held at
VDNKh’s Dom Kultury pavilion in
which the trio sat in a huge nest. Works
by the group, which disbanded in 1979,
can be found in the collection of the
State Tretyakov Gallery, Moscow; the
National Centre for Contemporary Art,
Moscow; and elsewhere.
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of exhibits

1 KOpuii AnboepT

B moeit paboTe HacTynun Kpusuc...
1983

XoncT, cMelwaHHaA TexHunka. 50x70.
CobpaHue aBTopa

2 IOpwuii Anboept
3arika-XyA0XHUK

1983

XoncT, macno. 100x100. CobpaHue
aBTopa

3 IOpuii AaboepT

A He O>xacnep [>kOHC

1997

XOoncT, cmellaHHaA TexHuka. 93x73.
CobpaHue EkatepuHbl 1 Bnagummpa
CeMeHMXMHBIX

4 IOpuii Aaboept

A He JInxTeHwTenH

2001

XoncT, akpun. 140x140. CobpaHue
EkaTepuHbl 1 Bnagummnpa
CeMeHMNXMHbIX

5 Haraun AibT™MaH
HaTiopmopT. LiBeToBbIe 06bEMBI

1 NIIOCKOCTYU

1918

XoncT, Mmacno, rmncoBas KpoLka.
59,5x43,5. locynapCTBEHHbIM
Pyccknin my3sei, CaHkT-MeTepbypr

6 Haran AnbT™MaH

O6noxka KHUrn «HaTtaH AnsTmaH.
EBpeiickan rpaduka». bepnuH:
MeTtpononuc, 1923

1923

Bymara, annnukauua, Tylwb, akBapenb,
6envna, rpapmTHbBIN KapaHaaLl.
48,5x40. locynapCTBEHHbIN My3ei
1306pas3nTenibHbIX UCKYCCTB MMEHU
A.C. MywkunHa, Mocksa
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7 Haran AjabT™MaH
MopTpeT Muxoanca

1927

XoncT, macno. 105x72.
[ocynapCTBEHHbIN LEeHTpasnbHbIN
TeaTpasbHbI My3el UMEHN

A.A. BaxpywwnHa, MockBa

8 Haran AsnbT™MaH
XanTtypuH

1920

Bapenbed, runc TOHNPOBAHHbIN.
63,9x48,2x5,5. YacTHoe cobpaHue

9 Dpuk Bynaros

Bua Mocksbl 13 Magpupa

1991

XoncT, macno. 200x161,5. CobpaHue
EkaTtepuHbl n Bnagnmnpa
CeMeHNXMHbIX

10 Dpuk Bynaros

Bxon — Bxoga HeT

1994-1995

XoncT, macno. 180x180. CobpaHue
LWansbl Bpeyca

11 Dpux Byaaros

He npucnoHATbCA

1984

Bymara, uBeTHOM

kapaHnpauw. 30,5x21 (nucT),
25,6x18,7 (n306paxxeHune). CobpaHue
Ekatepunbl 1 Bnagumnpa
CeMeHNXMHbIX

12 Dpux BynaroB
PesoniounAa — nepecTpoinka
1988

XoncT, macno. 205x205. Sepherot
Foundation (Liechtenstein)

1 Yuri Albert

A Crisis Has Been Reached in My
Work...

1983

Mixed media on canvas. 50x70.
Artist collection

2 Yuri Albert
Hare-Artist

1983

Oil on canvas. 100x100. Artist
collection

3 Yuri Albert

I’'m Not Jasper Johns

1997

Mixed media on canvas.
93x73. Ekaterina and Vladimir
Semenikhin collection

4 Yuri Albert

I’'m Not Lichtenstein

2001

Acrylic on canvas. 140x140.
Ekaterina and Vladimir
Semenikhin collection

5 Nathan Altman

Still Life. Colored Volumes and
Planes

1918

Oil, plaster chippings on canvas.
59.5x43.5. State Russian
Museum, St. Petersburg

6 Nathan Altman

Book cover for Nathan Altman.
Jewish graphics. Berlin: Petropolis,
1923

1923

China ink appliqué, watercolor,
white paint, graphite pencil on
paper. 48.5x40.

Pushkin State Museum of Fine
Arts, Moscow

7 Nathan Altman
Portrait of Mikhoels

1927

QOil on canvas. 105x72.

A.A. Bakhrushin State Central
Theater Museum, Moscow

8 Nathan Altman
Khalturin

1920

Bas relief, tinted plaster of Paris.
63.9x48.2x5.5. Private collection

9 Erik Bulatov

View of Moscow From Madrid
1991

Qil on canvas. 200x161.5.
Ekaterina and Vladimir
Semenikhin collection

10 Erik Bulatov
Entrance — No Entry
1994-1995

Qil on canvas. 180x180. Shalva
Breus collection

13 Dpuk Byaaros

Ockus K kapTuHe «Kak nayT obnaka,
Kak nayT gena»

1998

Bymara, uBeTHoM kapaHpall. 29,5x28
(nuneT), 20%20 (M306paxkeHune).
CobpaHue EkatepuHbl 1 Bnagummpa
CeMeHUXMHbIX

14 Dpux Byaaros

3Ackun3 K kapTnHe «MOCKOBCKOE OKHO»
1995

Bymara, uBeTHOM KapaHaaLw.
30,7x23,9 (nucT), 21,9x15,9
(n306paxeHune). CobpaHme
EkatepuHbl 1 Bnagumnpa
CeMeHNXMHbIX

15 Baagumup BeiicGepr
HaTiopMopT ¢ reomeTpu4eckMm
dpurypamm

1978

XoncT, macno. 54x57. Tsukanov Family
Foundation

16 Baagumup Beiicoepr
LLlecTb KONOHH W Apyrue npeameTsbl
1982

XoncT, macno. 58x56. Mysen
akTyanbHoro uckyccrsa ART4.RU,
Mocksa

17 Baragumup Beiicoepr
Abnokn

1956

XoncTt, macno. 49,5x100. Sepherot
Foundation (Liechtenstein)

18 I'pynna «I'He310»
>KenesHbin 3aHaBec

1976

>Keneso nucTosoe, MeTann, Macno.
102x100,5. locynapcTBeHHanA
TpeTbAkoBckanA ranepen, Mocksa

19 I'pynna «I'He310»
KauariTe KpacHbln Hacoc

1975

Opranut, macno, 2 Hacoca. 175x120.
Cob6paHue Bnagmmupa AHTOHMYYKa

20 Muxaua I'pooman
BocTouHbIl nensax

1962

KapToH, ryauub. 55x70. CobpaHne
aBTopa

21 Muxaua ['pooman
Mepycanmmckan KOHCTPYKUUA

1978

®daHepa, akpun. 172,5x57. CobpaHue
aBTopa

22 Muxaua ['pooman
MopTpeT eBpen

1960

Bymara, akBapens, ryauwb. 53x46,7.
CobpaHue aBTOpa

23 Muxaua I'pooman
CnoBo

1978

®daHepa, akpun. 173x57. CobpaHune
aBTopa

24 Muxaua I'pooman
CoTBOpeHne mupa 2

1969

bymara, aksapenb. 64x64. CobpaHune
aBTOpa

25 IOpuii 3710THIKOB
AbBCTpakTHaA KoMNo3uuna

1983

XoncT, macno. 89x119. CobpaHue
M. A. Kypuepa

26 KOpuii 370THIKOB
Bes Ha3BaHuA. V3 cepumn
«CurHanbHaA cuctema»
1957-1962

Bymara, ryaws, Temnepa. 87,5x63.
MocKoBCKUit My3e COBPEMEHHOTO
ncKyccTea

27 IOpwnii 310THUKOB
Bes Ha3BaHwuA. V3 cepum
«CurHanbHaa cuctema»
1957-1962

Bymara, ryawb, Temnepa. 87,5x63.
MockoBcKuin My3en COBPEMEHHOIO
MNcKyccTBa

28 Unns Kabdakos
[Hocka-o6bAcHeHne

1984

OepeBo, amanb. 118x100. CobpaHue
My3ef aKTyaslbHOro uckyccTaa
ART4.RU

29 Ninbsa Kadakos
3apaBcTByi, yTpo Hawen PoanHbi!
1978

TpunTtux. OpranuTt, Macno, amarnb.
260x570 (06wwnin pasmep).
YacTHoe cobpaHune

30 Butaumii Komap,
Anexcanap Mesamunu

Bynywwmin amepukaHckuia pnar

1980

TkaHb (cbnar), akpun. 85x146.

Tsukanov Family Foundation

31 Buraauii Komap,
Anexcanap Menamun

Yto penatb?

1983

XoncT, macno. 183x183.

YacTHoe cobpaHune

32 JImutpmii JIlnon

Bes Ha3BaHuA. N3 «bubneinckoro
unkna»

1960-e

Bymara, Tywb. 53x84.

YacTHoe cobpaHune

33 Imutpuii JInon

Bes HasBaHuA. V3 unkna «Cyab6bl
PYCCKMX NO3TOB»

Hauano 1960-x

Bymara, Tywsb. 42x70,5.

YacTHoe cobpaHune

34 Imutpuii JInon
Naoywme

KoHeu 1950-x

Bymara, Tyws, ryaws. 51x83.
YacTHoe cobpaHne

1 Erik Bulatov

Do Not Lean

1984

Colored pencil on paper.
30.5%x21 (sheet), 25.6x18.7
(image). Ekaterina and Vladimir
Semenikhin collection

12 Erik Bulatov
Revolution — Perestroika
1988

Oil on canvas. 205x205. Sepherot
Foundation (Liechtenstein)

13 Erik Bulatov

Sketch for the painting “As clouds
go, so things go”

1998

Colored pencil on paper. 29.5x28
(sheet), 20x20 (image). Ekaterina
and Vladimir Semenikhin
collection

14 Erik Bulatov

Sketch for the painting “Moscow
Window”

1995

Colored pencil on paper.
30.7x23.9 (sheet), 21.9x15.9
(image). Ekaterina and Vladimir
Semenikhin collection

15 Vladimir Weisberg
Still Life With Geometric Figures
1978

Oil on canvas. 54x57. Tsukanov
Family Foundation

16 Vladimir Weisberg
Six Columns and Other Objects
1982

QOil on canvas. 58x56. ART4.RU
Museum of Contemporary Art,
Moscow

17 Vladimir Weisberg
Apples

1956

Oil on canvas. 49.5x100. Sepherot
Foundation (Liechtenstein)

18 Gnezdo (The Nest)
Group

Iron Curtain

1976

Sheet iron, metal, oil. 102x100.5.

State Tretyakov Gallery, Moscow

19 Gnezdo (The Nest)
Group

Pump the Red Pump

1975

Fiberboard, oil, 2 pumps. 175x120.

Vladimir Antonichuk collection

20 Michail Grobman
Eastern Landscape

1962

Gouache on cardboard. 55x70.
Artist collection

21 Michail Grobman
Jerusalem Construction

1978

Acrylic on plywood. 172.5x57.
Artist collection

22 Michail Grobman
Portrait of a Jew

1960

Watercolor, gouache on paper.
53x46.7. Artist collection

23 Michail Grobman
Word

1978

Acrylic on plywood. 173x57.
Artist collection

24 Michail Grobman
Creation of the World 2

1969

Watercolor on paper. 64x64.
Artist collection

25 Yuri Zlotnikov
Abstract Composition
1983

Oil on canvas. 89x119.
M.A. Kurtser collection

26 Yuri Zlotnikov

Untitled. From the series

“Signalling System”

1957-1962

Gouache, tempera on paper.
87.5x63. Moscow Museum
of Modern Art

27 Yuri Zlotnikov

Untitled. From the series

“Signal System”

1957-1962

Gouache, tempera on paper.
87.5x63. Moscow Museum
of Modern Art

28 Ilya Kabakov
Explanation-Board

1984

Enamel on wood. 118x100.
ART4.RU Museum of
Contemporary Art, Moscow

29 Ilya Kabakov
Greetings, Morning of Our
Motherland!

1978

Triptych. Oil, enamel on fiberboard.
260x570 (overall size).

Private collection

80 Vitaly Komar,
Alexander Melamid

Future American Flag

1980

Acrylic on cloth (flag). 85x146.

Tsukanov Family Foundation

31 Vitaly Komar,
Alexander Melamid

What Is to Be Done?

1983

Oil on canvas. 183x183.

Private collection

32 Dmitry Lion
Untitled. From “Biblical Cycle”
1960s

China ink on paper. 53x84.
Private collection

I s s EBpeiickne Xylo;xHHKH B pycckoM aBaHrapze, 1910-1980
Jewish Artists of Russian Avant-Garde, 1910-1980



85 Imutpuii JInon
XaHyka

1960-e

Bymara, Tywb. 52x78.
YacTHoe cobpaHue

36 Imutpuii JInon
LLlecTBue. N3 «Brnbnerickoro unkna»
Hayano 1960-x

Bymara, Tywsb. 29,5x72,5.

YacTHoe cobpaHue

37 Db JIucuukui
KoHcTpyKTOp

1924

doToMoHTax. 29x24,5. CobpaHue
Anekca JlaxmaHa

38 Dub JIncunkmii
O6noxka KHurmn «Lloank
[onrononbckuin. leayLwKnHbl
npoknATbA». M.: 1919

1919

Bymara, nutorpaduma. 14,8x38.
Sepherot Foundation (Liechtenstein)

39 Dab JIncuukmii
MnakaT BbICTABKN KapTWH

M CKYNbNTYP XyAO0XHNKOB-EBPEEB,
opraHn3oBaHHoON MOCKOBCKUM
KPY>XKOM €BPEeNCKNX TMTepaTopos
N XYOO0XHVNKOB

1918

Bymara, nutorpaduma. 56,6x72,8.
My3zen NcTopumn EBpees B Poccumn

40 Dap JIncuuxmii
3cku3s K npoyHy 1E «fopop»
1919-1922

Bymara Ha kapToHe, Temnepa,
rpacduTHbIN kapaHaall. 13,5x16.
CobpaHune Anekca JlaxmaHa

41 Dan JIncnukni

MpoyH H333

1923

lyawb 1 Konnax n3 useTHon bymaru.
44,5x44.

CobpaHune Anekca JlaxmaHa

42 Dan JIucuuKuii

3cKM3 unncTpaunm K TEKCTyY
nacxasnbHow necHu «Kosouyka» («Xap-
lapba»)

1918

Bymara, akBapessb, ryallb, kapaHaall.
27,9x22,8. Sepherot Foundation
(Liechtenstein)

43 Upuna HaxoBa
McuxopaucnaHcep

1986

Ountunx. Xonct, macno. 150x150
(ka>xpan yacTb). CobpaHune aBTopa

44 Upuna HaxoBa
Packnapywka

1989

O6bekT, Macno, akpun. 58x72x202.
MoCKOBCKMi1 apxuB HOBOFO UCKYCCTBa
(My3eii MAHW)

I ’ o CoBpemMeHHHKH Oy/1yIIero
Contemporaries of the Future

45 Npuna HaxoBa

CrteHa Ne 1

1985

XoncT, macno. 200x200. CobpaHue
ExkaTtepwuHbl n Bnagnmmpa
CeMeHUXMHbIX

46 Cosiomon Hukpurun
ApXNTEKTOHMKA

1921

®aHepa, macno. 160,5x41.
locynapcTBeHHan TpeTbAKOBCKAA
ranepen, Mockea

47 Cosiomon Hukputun
Komnoauuua

1920

Bymara, Tywb, kapaHgall, ryatb.
28,4x36,7. CobpaHue Anekca
NaxmaHa

48 Cosiomon Hukputun
Mapwx

1900-e

Bymara, ryawb. 48,5x60,8. CobpaHue
Baguma n Ctennbl AMUHOBBIX

49 Coaomon Hukpurun
Yenosek B unnuHgpe

1927

XoncT, macno. 176,5x176,5.
locynapcTBeHHan TpeTbAKOBCKaA
ranepen, Mockea

50 I1aBex [lennepureiin
Bes Ha3BaHuA

1981

Bymara, donomactep. 37x24,5.
Konnekuna Bnagnmmnpa OByapeHko

51 ITages Ilennepmreiin
Bes HasBaHuA

1981

Bymara, cdonomactep. 32x24.
Konnekuna Bnagummpa OsyapeHko

52 I1agex [lennepreiin
Bes Ha3BaHuA

1982

Bymara, Tywb. 24,3x37. Konnekuua
Bnapmmupa OB4yapeHko

53 I1aBea [lennepmreiin
Bes HasBaHuA

1982

Bymara, dpnomactep. 37x24,7.
Konnekuna Bnagummpa OByapeHko

54 I1aBea [Mennepmreiin
Bes Ha3BaHuA

1990

KapToH, onomactep. 22,7x16,3.
Konnekunsa Bnagmmmupa OB4apeHko

55 IMaBesa [lennepmreiin
Bes Ha3BaHuA

1990

KapToH, cbnomacTep, kapaHpaty,
CMellaHHaA TexHuKa. 29,5x24.
Konnekuna Bnagnmmnpa OByapeHko

83 Dmitry Lion

Untitled. From the cycle “Lives of
Russian Poets”

Early 1960s

China ink on paper. 42x70.5.
Private collection

34 Dmitry Lion
Passers By

Late 1950s

China ink on paper, gouache.
51x83. Private collection

35 Dmitry Lion

Hanukkah

1960s

China ink on paper. 52x78. Private
collection

36 Dmitry Lion
Procession. From “Biblical Cycle”
Early 1960s

China ink on paper. 29.5x72.5.
Private collection

37 El Lissitzky
Constructor

1924

Photomontage. 29x24.5.
Alex Lachmann collection

38 El Lissitzky

Book cover for Tsodik Dolgopolsky.
Granddad’s Curse. Moscow, 1919
Lithograph on paper. 14.8x38.
Sepherot Foundation
(Liechtenstein)

89 El Lissitzky

Poster for an exhibition of pictures
and sculptures by Jewish artists,
organized by the Moscow Circle
of Jewish Writers and Artists

1918

Lithograph on paper. 56.6x72.8.
Museum of Jewish History

in Russia, Moscow

40 El Lissitzky

Sketch for proun 1E “City”
1919-1922

Paper on cardboard, tempera,
graphite pencil. 13.5x16.

Alex Lachmann collection

41 El Lissitzky

Proun N333

1923

Gouache and collage of colored
paper. 44,5x44.

Alex Lachmann collection

42 El Lissitzky

Sketch for an illustration to the text
of the Passover song “Little Goat”
(“Chad-Gadya”)

1918

Watercolor on paper, gouache,
pencil. 27.9x22.8. Sepherot
Foundation (Liechtenstein)

43 Irina Nakhova
Psychiatric Dispensary

1986

Diptych. Oil on canvas. 150x150
(each part). Artist collection

44 Irina Nakhova

Camp Bed

1989

Oil, acrylic on object. 58x72x202.
Moscow Archive of New Art
(MANI Museum)

45 Irina Nakhova

Wall Ne 1

1985

Oil on canvas. 200x200. Ekaterina
and Vladimir Semenikhin
collection

46 Solomon Nikritin
Architectonica

1921

Oil on plywood. 160.5x41. State
Tretyakov Gallery, Moscow

47 Solomon Nikritin
Composition

1920

China ink, pencil, gouache on
paper. 28.4x36.7. Alex Lachmann
collection

48 Solomon Nikritin
Paris

1900s

Gouache on paper. 48.5x60.8.
Vadim and Stella Aminov
collection

49 Solomon Nikritin
Man in Cylinder

1927

Oil on canvas. 176.5x176.5. State
Tretyakov Gallery, Moscow

50 Pavel Pepperstein
Untitled

1981

Felt-tip pen on paper. 37x24.5.
Vladimir Ovcharenko collection

51 Pavel Pepperstein
Untitled

1981

Felt-tip pen on paper. 32x24.
Vladimir Ovcharenko collection

52 Pavel Pepperstein
Untitled

1982

China ink on paper. 24.3x37.
Vladimir Ovcharenko collection

§3 Pavel Pepperstein
Untitled

1982

Felt-tip pen on paper. 37x24.7.

Vladimir Ovcharenko collection

54 Pavel Pepperstein
Untitled

1990

Felt-tip pen on cardboard.
22.7x16.3. Vladimir Ovcharenko
collection

56 IMaBes [Mennepmreiin

Bes HasBaHuA

1990

Bymara, chnomacTtep, kapaHaatu.
32,3x24,3. Konnekuuna Bnagnmnpa
OBuapeHko

57 Buxkrop IInBoBapos
Benas yTouka, 6enbiii cTapn4ok

1989

OpranuT, pepeBo, XXecTb, Macno.

36%29x16. MOCKOBCKMIA apXvB HOBOIO

nckycctea (Mysen MAHN)

58 Bukrop ITuBoBapos
Bbi6op

1976

OpranuT, HuTpoamans. 170,5x130.

CobpaHune EkatepuHbl 1 Bnagummpa

CeMeHUXMHbIX

59 Bukrop IlusoBapos

[oBOPWAM NOTOM, YTO 3TO OHU M3-3a
>XEeHLWWMHbI. M3 umkna «Keaptunpa 22»

1996

XoncT Ha opranvTe, Aepeso, aMarb.

100x83,5. CobpaHue EkaTepuHbl
1 Bnagmmmpa CeMeHMXUHbIX

60 Buxrtop IIuBoBapoB
Monetenwn, nonetenu...
(MoceAwaetca inbe Kabakosy)
1974

KapTtoH, amanb. 137x113. Tsukanov
Family Foundation

61 Ockap Padoun
Henpasga

1975

XoncT, macno. 86x109. Tsukanov
Family Foundation

62 Ockap Paoun

Py6nb

1966

XoncT, macno. 80x84,5. Tsukanov
Family Foundation

63 Ockap Paoun
XpucTtoc. JlnaHo3oso

1966

XoncT, macno. 80x110. CobpaHue
EkatepuHbl 1 Bnagumnpa
CeMeHNXMHbIX

64 Muxana Porunckunii
HaTiopMopT € KyBLIMHOM

1966

XoncT, macno. 69x58,5. CobpaHune
Ekateputbl 1 Bnagummnpa
CeMeHUXMHbIX

65 Muxaua Porunckmii
YTior

1966

XoncT, macno. 85x89. CobpaHue
M. A. Kypuepa

66 Muxauna Pomajib,
I'ennaauii Jonckoii

XONCT CTOMMOCTbBIO OANH pPy6b.

Manka MAHW Ne 2, koHBepT Ne 10

1981

BymarkHasa Kyntopa (oauH pybnb

obpasua 1961 roga), xoncT, aBTorpad.

5,4x10,3. CobpaHne EneHbl KynpuHoii-

NaxoBuny n Makcuma Jlaxosmya

67 JleB PyOounmreiin
KapTtoTeka «CobbITve 6e3
HauMeHoBaHuA». MNanka MAHW Ne 1,
koHBepT No 17

1980

21 KaTanoxHana KapTo4ka

C PYKOMUCHbIM TEKCTOM. 7,5%12,5
(kaxxpan vyacTb). CobpaHue EneHbl
KynpuHoi-Jlaxosuy n Makcvuma
JaxoBunya

68 JleB PyouHTeiin
CoobuweHue (1). Manka MAHN Ne 3,
KoHBepT Ne 23

1981

Bymara, MalWnHOMNNCHbIN TEKCT.
22x24,8. CobpaHue EneHbl KynpuHon-
Jlaxosny n Makcuma Jiaxosuya

69 JleB PyOunmreiin
CoobueHue (2). Manka MAHW Ne 3,
KoHBepT Ne 23

1981

Bymara, MalnHONNCHbIN TEKCT.
30,1x21,2. CobpaHue EneHbl
KynpuHoin-Jlaxosuy n Makcuma
JlaxoBunya

70 Bopuc Typeuxwuii
Bes Ha3BaHuA. V13 cepun
«CTpyKTypa + NPOCTPaHCTBO»
1957-1959

Bymara, Tywsb. 81,5x58. My3sen
aKTyaslbHOro NCKyccTBa
ART4.RU, MockBa

7 Bopuc Typeuxwuii
Bes Ha3BaHuA. V13 cepun
«CTpyKTypa + NpOCTPaHCTBO»
1957-1959

Bymara, Tywsb. 81,5x58. My3sei
aKTyanbHOro MCKyccTBa
ART4.RU, MockBa

72 Bopuc Typeuxmii
Bes Ha3BaHuA. U3 cepun
«CTpyKTypa + NpoCTPaHCTBO»
1957-1959

Bymara, Tywsb. 81,5x58. Mysei
aKTyanbHOro UCKyccTBa
ART4.RU, MockBa

73 bopuc Typeuxkui
lasoBaA nnuTa

1970

Bymara, Tywb. 166x113.
locynapcTBeHHaA TpeTbAKOBCKanA
ranepen, Mockea

74 Anexcanap Teimiep
Kavanka.

1927

XoncT, macno. 88,5x64,7. [ocynapCTBEHHbIN
My3ei n306pas3nTesnbHbIX UCKYCCTB
mmenun A.C. MywknHa, Mockea

55 Pavel Pepperstein
Untitled

1990

Felt-tip pen, pencil, mixed media
on cardboard. 29.5x24. Vladimir
Ovcharenko collection

56 Pavel Pepperstein
Untitled

1990

Felt-tip pen, pencil on paper.
32.3x24.3. Vladimir Ovcharenko
collection

57 Viktor Pivovarov
Little White Duck, Little White Old
Man

1989

Fiberboard, wood, tin-plate, oil.
36x29%x16. Moscow Archive of
New Art (MANI Museum)

58 Viktor Pivovarov
Choice

1976

Nitro enamel on fiberboard.
170.5x130. Ekaterina and Vladimir
Semenikhin collection

59 Viktor Pivovarov
They Said It Was Because

of a Woman. From the cycle
“Apartment 22”

1996

Enamel on canvas laid on fiberboard,
wood. 100x83.5. Ekaterina

and Vladimir Semenikhin collection

60 Viktor Pivovarov
Flying Away (Dedicated to llya
Kabakov)

1974

Enamel on cardboard. 137x113.
Tsukanov Family Foundation

61 Oscar Rabin
Untruth

1975

Oil on canvas. 86x109.
Tsukanov Family Foundation

62 Oscar Rabin
Ruble

1966

Oil on canvas. 80x84.5.
Tsukanov Family Foundation

63 Oscar Rabin
Christ. Lianozovo

1966

Oil on canvas. 80x110.
Ekaterina and Vladimir
Semenikhin collection

64 Mikhail Roginsky
Still Life With Pitcher

1966

Oil on canvas. 69x58.5.
Ekaterina and Vladimir
Semenikhin collection

65 Mikhail Roginsky
Iron

1966

Oil on canvas. 85x89.

M.A. Kurtser collection

171

66 Mikhail Roshal,
Gennady Donskoy

Canvas Priced One Ruble.

MANI folder # 2, envelope # 10

1981

Paper note (one ruble, 1961 issue),

canvas, autograph. 5.4x10.3.

Elena Kuprina-Lyakhovich

and Maxim Lyakhovich collection

67 Lev Rubinstein
Card index “Event Without Title”.
MANI folder # 1, envelope # 17
1980

21 index cards with handwritten
text. 7.5x12.5 (each item). Elena
Kuprina-Lyakhovich and Maxim
Lyakhovich collection

68 Lev Rubinstein
Message (1). MANI folder # 3,
envelope # 23

1981

Typewritten text on paper. 22x24.8.
Elena Kuprina-Lyakhovich

and Maxim Lyakhovich collection

69 Lev Rubinstein
Message (2). MANI folder # 3,
envelope # 23

1981

Typewritten text on paper.
30.1x21.2. Elena Kuprina-
Lyakhovich and Maxim Lyakhovich
collection

70 Boris Turetsky
Untitled. From the series
“Structure + Space”
1957-1959

China ink on paper. 81.5x58.
ART4.RU Museum of
Contemporary Art, Moscow

N Boris Turetsky
Untitled. From the series
“Structure + Space”
1957-1959

China ink on paper. 81.5x58.
ART4.RU Museum of
Contemporary Art, Moscow

72 Boris Turetsky
Untitled. From the series
“Structure + Space”
1957-1959

China ink on paper. 81.5x58.
ART4.RU Museum of
Contemporary Art, Moscow

738 Boris Turetsky

Gas Stove

1970

China ink on paper. 166x113.
State Tretyakov Gallery, Moscow

74 Alexander Tyshler
Rocking Chair. From the series

“A Midsummer Night’s Dream”
1927
Oil on canvas. 88.5x64.7. Pushkin
State Museum of Fine Arts,
Moscow

EBpeiickne Xylo;xHHKH B pycckoM aBaHrapze, 1910-1980
Jewish Artists of Russian Avant-Garde, 1910-1980



75 Anexcanap Teinuiep
MaxHo B ramake

1932

XoncT, macno. 84x102,5.
focynapCTBEHHbIV My3en
n306pasnTenbHbIX UCKYCCTB UMEHN
A.C. MywkwnHa, MockBa

76 Anexcanap Trinuiep
Mewzax ¢ durypamun. 13 cepumn
«[MpoBnHLMA»

1928

Bymara, akBapenb. 21,3x25,3.
locynapcTBEHHbIN My3eit
1306pasnTenibHbIX UCKYCCTB MMEHU
A.C. NMywkunHa, Mocksa

77 Anexcanap Teimiep
MopTpeT AHacTacun CTenaHoOBHbI
Teiwnep

1926

XoncT, macno. 78,6x69,8.
locynapCTBEHHbIV My3en
n306pasnTesnbHbIX UCKYCCTB UMEHU
A.C. NywkunHa, MockBa

78 Anexcanap Toiuiep
TeatpanbHana haHTasmA. N3 cepun
«MpoBunHLMA»

1928

Bymara, akBapenb. 25x21,5.
[ocynapCTBEHHbIV My3en
n306pasnTenbHbIX UCKYCCTB UMEHM
A.C. MywkwnHa, MockBa

79 Anexcanap Trinuiep
®danTasunA. 3 cepum «MpoBrHUMA»
1928

Bywmara, akBapens. 25,3x21,5.
[ocynapCTBEHHbIV My3en
1306pas3nTesibHbIX UCKYCCTB MMEHU
A.C. MywkwnHa, MockBa

80 Anexcanap Treimiep
LiBeToAMHaMnyeckoe HanpaXeHne
1924

XoncT, macno. 136x88. CobpaHue
EkaTtepuHbl u Bnagnmnpa
CeMeHMXMHbIX

81 PoGept ®@anbk
ABTONOPTPET C 3aBA3AHHbIM YXOM
1921

XoncT, macno. 88x79.
locynapcteeHHan TpeTbAKOBCKaA
ranepen, Mocksa

82 PoGepT ®anbk
BesymHan HeBecTa

1929

XoncT, macno. 111x73. Sepherot
Foundation (Liechtenstein)

83 PoGept Danbk
>KeHckuii nopTpeT

1917

XoncT, macno. 102,5x113.
locynapCTBEHHbIV My3en
1306pas3nTesibHbIX UCKYCCTB
Pecny6nukn TatapctaH, KazaHb

84 Pobept ®Panbk
HaTiopmopT ¢ rony6koin

1952

XoncT, macno. 120,5x84. Sepherot
Foundation (Liechtenstein)
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85 PoGept Paubk

Tpouukuii cobop MOHACTbIPA

Cs. Ceprua, KpacHana bawHa, 3aropck

(Tpounue-Cepruesa naspa)

1921

XoncT, macno. 93x94. CobpaHune
Bnapumupa LlapeHkoBa

86 PoGepT Danbk
X03AnH 61cTpo

1929

XoncT, macno. 100x79. CobpaHue
MBeTbl 1 Tamasa MaHalepoBbIix

87 PoGepT Dasibk
[eBoyka B kpecnuue

1911

XoncT, macno. 72x53,8. CobpaHue
Baguma n Ctennbl AMUHOBBIX

88 Ourer llenxoB
ABTonopTpeTt

1976

Bymara, oopt. 29,6x21,5.
locynapcTBEHHbIN My3einHo-
BbICTaBOYHbIV LeHTp «POCU30»,
Mocksa

89 Ourer IlesnkoB
AkpobaTn4eckuii aTog
1976

Bymara, ogopt. 38,5x23.
locynapcTBEHHbIN My3einHo-
BbICTABOYHbIN LEHTP
«POCN30», MockBa

90 Ouer IlesnkoB

lony6aA macka

1968

XoncT Ha dhaHepe, macno, nak. 40x30.
Cobpanune EkaTepuHbl n Bnagumupa
CeMeHNXMHbIX

91 Outer LleaxoB

[OBoe

1985

XoncT, macTo. 130x195. MockoBCcKuin
My3€eil COBPEMEHHOIO UCKYCCTBa

92. Ouner IleakoB
Macka

1977

Bymara, oopT. 12,2x6,2.
[ocynapCTBEHHbI My3enHo-
BbICTaBOYHbIV LLEHTP
«POCN30», MockBa

93 Outer IleaxoB
Macka

1977

Bymara, odoprt. 28,2x11.
locynapCTBEHHbIN My3enHOo-
BbICTABOYHbIN LLEHTP
«POCN30», MockBa

94 Ouer Ileakosn
MopTpeT ABomx

1976

Bymara, ogopt. 33,8x20,4.
locynapcTBEHHbIN My3einHo-
BbICTaBOYHbIV LeHTp «POCU30»,
Mocksa

75 Alexander Tyshler
Makhno in a Hammock

1932

Qil on canvas. 84x102.5. Pushkin
State Museum of Fine Arts,
Moscow

76 Alexander Tyshler
Landscape With Figures. From the
series “Province”

1928

Watercolor on paper. 21.3x25.3.
Pushkin State Museum of Fine
Arts, Moscow

77 Alexander Tyshler
Portrait of Anastasia Stepanovna
Tyshler

1926

Oil on canvas. 78.6x69.8. Pushkin
State Museum of Fine Arts,
Moscow

78 Alexander Tyshler

Theatrical Fantasy. From the
series “Province”

1928

Watercolor on paper. 25x21.5.
Pushkin State Museum of Fine
Arts, Moscow

79 Alexander Tyshler

Fantasy. From the series
“Province”

1928

Watercolor on paper. 25.3x21.5.
Pushkin State Museum of Fine
Arts, Moscow

80 Alexander Tyshler
Color-Dynamic Intensity

1924

Oil on canvas. 136x88. Ekaterina
and Vladimir Semenikhin
collection

81 Robert Falk
Self-Portrait With Bandaged Ear
1921

Oil on canvas. 88x79. State
Tretyakov Gallery, Moscow

82 Robert Falk

Mad Bride

1929

Oil on canvas. 111x73. Sepherot
Foundation (Liechtenstein)

83 Robert Falk

Female portrait

1917

Oil on canvas. 102.5x113. State
Museum of Fine Arts of the
Republic of Tatarstan, Kazan

84 Robert Falk

Still Life With Dove

1952

Oil on canvas. 120.5x84. Sepherot
Foundation (Liechtenstein)

85 Robert Falk

Trinity Cathedral at the Monastery
of St. Sergius, Red Tower, Zagorsk
(Troitse-Sergieva Lavra)

1921

Oil on canvas. 93x94. Vladimir
Tsarenkov collection

86 Robert Falk

Bistro Owner

1929

Oil on canvas. 100x79. Iveta and
Tamaz Manasherov collection

87 Robert Falk

Girl in a Chair

1911

Oil on canvas. 72x53.8. Vadim
and Stella Aminov collection

88 Oleg Tselkov
Self-Portrait

1976

Etching. 29.6x21.5. ROSIZO State
Museum and Exhibition Center,
Moscow

89 Oleg Tselkov
Acrobatic Study

1976

Etching. 38.5x23. ROSIZO State
Museum and Exhibition Center,
Moscow

90 Oleg Tselkov

Blue Mask

1968

Oil, lacquer on canvas laid on
plywood. 40x30. Ekaterina and
Vladimir Semenikhin collection

91 Oleg Tselkov

Pair

1985

Oil on canvas. 130x195. Moscow
Museum of Modern Art

92 Oleg Tselkov

Mask

1977

Etching. 12.2x6.2. ROSIZO State
Museum and Exhibition Center,
Moscow

93 Oleg Tselkov

Mask

1977

Etching. 28.2x11. ROSIZO State
Museum and Exhibition Center,
Moscow

94 Oleg Tselkov

Portrait of Pair

1976

Etching. 33.8x20.4. ROSIZO State
Museum and Exhibition Center,
Moscow

95 Ilya Chashnik

White Cross on Red Background
1923

Pencil, watercolor on wire-laid
paper. 26,3x18,2. Sepherot
Foundation (Liechtenstein)

95 Unbs Yamnuk

Benbii KpecT Ha KpacHOM ¢hoHe

1923

Bymara Bepye, kapaHgall, akBapesb.
26,3x18,2. Sepherot Foundation
(Liechtenstein)

96 Niann Yamuuk
Benbii KpecT Ha YepHOM hoHe
1923-1924

Bymara yepTexHana (BaTmaH),
KapaHpaL, Tywb. 15x15. Sepherot
Foundation (Liechtenstein)

97 Unbsa Yamnuk
Komnosunuma

1923

Bymara, akBapesb, Tyllb, ryallb.
21,1x14,8. Sepherot Foundation
(Liechtenstein)

98 Miann Yamnuk

[MpoekT cynpemaTunyeckoro gekopa
1927

Bymara, rpadmnTHbI KapaHgal,
Tywb, akBapesnb. 25,7x19. Sepherot
Foundation (Liechtenstein)

99 Uins Yamnuk
CynpemaTuyeckan KOMNo3numa
1924

Bymara, akBapenb, kapaHga, Tylb.
25,5%35,4. Sepherot Foundation
(Liechtenstein)

100 Unbs Yamauk

3cKn3 opHameHTa

1927

Bymara, akBapesnb, KapaHaal, TyLb.
19,1x20,4. Sepherot Foundation
(Liechtenstein)

101 Mapk laran

AnTeka B Butebcke

1914

Bymara Ha kapToHe, ryalib, akBapesb,
macno. 36x49. CobpaHue Banepua
[ynakoBa n MapuHbl Kawypo

102 Mapk laran
MeTenbwmk

1913

Bymara, rpacpuTHbIN KapaHaaly,
Tywb. 27,2x23. Sepherot Foundation
(Liechtenstein)

103 Mapk Ilaran
MeTenbwuk

1914-1915

Bymara, macno. 49x37,5.
AcTpaxaHckan rocyfapcTBeHHasn
KapTUHHaA ranepeA UMeHn

M.M. JorapnHa

104 Mapxk laran

Hap Butebeckom

1914

Bymara, Temnepa, YyepHuna, nepo,
thmkcaTms. 20,2x25,5. Sepherot
Foundation (Liechtenstein)

105 Muxawna IlIBapuman
Mpumyna

1974

XoncT, macno. 100x75. YacTtHoe
cobpaHune

106 Muxana lIBapuman
Cepachum

1973

XoncT, macno. 105x105. Myasew
akTyanbHoro nckyccrtsa ART4.RU,
Mocksa

107 Huccon llIngpun
Ytenune Topsbl

1910-e

Bymara, kapaHgaw. 17,7x16,6.
Poccuitckuin rocynapcTBeHHbIN apxms
nuTeparypbl 1 uckycctea, Mockea

108 Huccon ludpun

Ockun3 06110XKKN XypHana
«lOHr-sang»

1923

Bymara, ryauwsb, Tywb. 32,6x25,4.
Poccuiicknin rocyaapCTBEHHbIV apXuB
nuTeparypbl 1 nckycctea, Mockea

109 Huccon udpun

Ockun3 naHHo ana locynapcTBEHHOro
31eKTPOMALINHOCTPOUTENBHOIO
MHCTUTYTa umeHn Karan-Llabwasna

B Mockse

Havano 1920-x

Bymara, ryaiub, Tywb, KapaHgat.
22x16,5. Poccuincknin
rocyfapCTBEHHbIV apXuB NnTepaTypbl
n uckycctea, Mocksa

110 Cappa Lllop

Komnosuuna «Bocxoa»

KoHey, 1910-x

Bymara, ryaiub. 44,2x39,8. CobpaHue
Anekca JlaxmaHa

111 Cappa Lllop

Komnoswnuma ¢ Yenoseveckomn
durypowm

KoHew 1910-x

XoncT, macno. 52,5x48. CobpaHue
Anekca JlaxmaHa

112 Dnyapn LlTeiindepr
Komnosnuyua

1970

XoncT, macno. 90,5x110. CobpaHue
EkatepuHbl n Bnagumupa
CeMeHMXMHbIX

113 Dnyapa LTeiinéepr
Komnosunuma

1978

XoncT, macno. 91x100. CobpaHune
EkaTepuHbl 1 Bnagumunpa
CeMEeHMXMHbIX

114 Dnyapa LlTeiinGepr
Komnoanuua

1978

XoncT, macno. 111x90. CobpaHue
EkaTtepuHbl u Bnagnmnpa
CeMeHMXMHBIX

115 Dnyapa L TeiinGepr
MoceAweHne Kabakosy

1975

XoncT, macno. 120x140. My3en
akTyanbHoro nckyccrsa ART4.RU,
Mocksa

96 Ilya Chashnik

White Cross on Black Background
1923-1924

Pencil, China ink on Whatman
drawing paper. 15x15. Sepherot
Foundation (Liechtenstein)

97 llya Chashnik
Composition

1923

China ink, gouache, watercolor
on paper. 21.1x14.8. Sepherot
Foundation (Liechtenstein)

98 Ilya Chashnik
Design for Suprematist Decor
1927

China ink, graphite pencil,
watercolor on paper. 25.7x19.
Sepherot Foundation
(Liechtenstein)

99 Ilya Chashnik
Suprematist Composition
1924

China ink, pencil, watercolor
on paper. 25.5x35.4. Sepherot
Foundation (Liechtenstein)

100 Ilya Chashnik
Sketch for Ornament

1927

China ink, pencil, watercolor
on paper. 19.1x20.4. Sepherot
Foundation (Liechtenstein)

101 Marc Chagall
Pharmacy in Vitebsk

1914

Gouache, watercolor, oil on paper
laid on cardboard. 36x49. Valery
Dudakov and Marina Kashuro
collection

102 Marc Chagall
Street Sweeper

1913

China ink, graphite pencil
on paper. 27,2x23. Sepherot
Foundation (Liechtenstein)

108 Marc Chagall
Street Sweeper

1914-1915

Oil on paper. 49x37.5.

P.M. Dogadin Astrakhan State
Picture Gallery

104 Marc Chagall
Over Vitebsk

1914

Tempera, ink, pen, fixative

on paper. 20.2x25.5. Sepherot
Foundation (Liechtenstein)

105 Mikhail
Shvartsman

Primula

1974

Oil on canvas. 100x75. Private

collection
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106 Mikhail
Shvartsman

Seraphim

1973

Qil on canvas. 105x105. ART4.RU

Museum of Contemporary Art,

Moscow

107 Nisson Shifrin
Torah Reading

1910s

Pencil on paper. 17.7x16.6.
Russian State Archive

of Literature and Art, Moscow

108 Nisson Shifrin

Cover sketch for the journal
“Jungwald”

1923

Gouache, China ink on paper.

32.6x25.4. Russian State Archive

of Literature and Art, Moscow

109 Nisson Shifrin

Sketch for panel picture at
Moscow’s Kagan-Shabshai
State Electrical Machine Building
Institute

Early 1920s

Gouache, China ink, pencil

on paper. 22x16.5. Russian State
Archive of Literature and Art,
Moscow

110 Sarah Shor
Composition “Sunrise”

Late 1910s

Gouache on paper. 44.2x39.8.
Alex Lachmann collection

1M Sarah Shor
Composition With Human Figure
Late 1910s

Oil on canvas. 52.5x48. Alex
Lachmann collection

112 Eduard Steinberg
Composition

1970

Qil on canvas. 90.5x110. Ekaterina
and Vladimir Semenikhin
collection

113 Eduard Steinberg
Composition

1978

Qil on canvas. 91x100. Ekaterina
and Vladimir Semenikhin
collection

114 Eduard Steinberg
Composition

1978

Qil on canvas. 111x90. Ekaterina
and Vladimir Semenikhin
collection

115 Eduard Steinberg
Dedication to Kabakov

1975

Oil on canvas. 120x140. ART4.RU
Museum of Contemporary Art,
Moscow
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116 JaBux lllTependepr
HaTiopmopT ¢ rpaHaTamu

1920

XoncT, macno. 63x52. CobpaHue
AHppena Epemuna

117 JaBun Htependepr
HaTiopMopT ¢ Tapenko n cangeTkon
1920

XoncT, macno. 72x54. CobpaHue
VBeTbl 1 Tamasa MaHalepoBbix

118 aBux lllTependepr
HaTiopMopT ¢ XxNne6om 1 KpyKKOoW
1919

XoncT, macno. 80x50. CobpaHue
AHppena Epemuna

119 aBun lllTependepr
Meuka

1914

XoncT, macno. 81x58.
locynapCTBEHHbIV My3en
n306pasnTesnbHbIX MCKYCCTB UMEHU
A.C. NMywkunHa, Mocksa

120 {aBup lllTependepr
[MopTpeT cecTpbl XyQoXKHMKA

Okono 1920

KapToH, macno. 74,5x47,5. CobpaHuve
Bnagmmupa LlapeHkoBa

121 Cosromon FOgoBHH
MoxopoHbI

1927

Bymara, ryaws. 39,5x52. Sepherot
Foundation (Liechtenstein)

122 Conomon FOnoBun
3Ockus 3actaBku ana «Anbboma
©eBPEeiCKON XyA0XeCTBEHHOMN
CTapuHbI»

1916

Bymara, Tywb, nepo, kapaHaadl.
38x29,5. CobpaHue lmnnena
(Mpuropwuna) Kasosckoro

123 Coaomon FOnoBuH
Ockn3 0610xKN «Anbboma eBpenckomn
XYLOXXECTBEHHOW CTapuHbl. i3paHve
eBpencKomn aTHorpathmnyecKom
akcneanumm 6apona 0. mHubypra»
1916

Bymara, ryauwb, Tyuib, nepo,
kapaHpauw. 29x21,5. CobpaHue
vnnena (TpuropmA) Kaszosckoro

124 Coaomon IOgoBun
OCKM3 06M0XKN KHUTW «AnekcaHap
Bnok. Ctuxun gna geten». Mockea —
MeTporpaa: N'N3

1924

Bymara, useTHan Tylub, nepo,
kapaHpaw. 30x21,8. CobpaHue
vnnena (Tpuropwmsa) Kazosckoro

125 Baagumup SxosjieB
A6CTpaKkTHaA KOMNO3nNLMA

1960

Bymara, ryawb. 29x42. CobpaHue
Mwuxaunna l'pobmaHa
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126 Baiagumup SIxoBieB
Komnoaunuma

1959

KapTtoH, macno. 36x31. CobpaHune
Mwnxanna lpobmana

127 Binagumup SIkoBiieB
KpacHbiin uBeTok
1960

Bymara, ryauwb, nactenb, kapaHaalu.
42x30. CobpaHne Muxanna lpobmaHa

128 Biaagumup SkoBieB
MoceALleHne espeto

1961

Bymara, kapaHpalu, nactens.
41,4%x29,6. CobpaHme Muxanna
lpobmana

129 Baagumup SIxosien
CVHMIA UBETOK

1968

Bymara, ryawb. 30,6x43. CobpaHune
Mwnxanna l'pobmana

130 Baagumup SikoBies
CkynbnTypa

1959

Bymara, kapanpauw. 41,5x30.
CobpaHune Muxauna lpobmaHa

131 Bragumup
SIHKnIeBCKUit

ManeHbkuii TpUNTUX

1962

Bymara Ha kapToHe, MacnAHaA

nactenb. 42x33, 42x60, 42x30.

CobpaHune EkaTtepuHbl 1 Bnagumupa

CeMeHUXUHbIX

132 Baagumup
SIHKHIIeBCKHH

Topc

1965

[epeso, meTann, macno. 156x98x32.
CobpaHune EkaTtepuHbl 1 Bnagumupa

CeMeHNXMHbIX

133 Baagumup
SIHKNJIeBCKUH

Mpopok

1967

[epeBo, meTann, opranuT, Macno.

149x90x10. CobpaHne EkaTepuHbl n

Bnapgumupa CemMeHNXMHbIX

134 Bragumup
SIHKNJIeBCKUH

MpocTpaHCcTBO NepexuBaHne

1961

XoncT, macno. 50x71. Mysen

akTyanbHoro nckyccrsa ART4.RU,

MockBa

116 David Shterenberg
Still Life With Pomegranates
1920

Oil on canvas. 63x52. Andrei
Eremin collection

117 David Shterenberg
Still Life With Plate and Napkin
1920

Oil on canvas. 72x54. lveta and
Tamaz Manasherov collection

118 David Shterenberg
Still Life With Bread and Mug
1919

Oil on canvas. 80x50. Andrei
Eremin collection

119 David Shterenberg
Stove

1914

Oil on canvas. 81x58. Pushkin
State Museum of Fine Arts,
Moscow

120 David Shterenberg
Portrait of the Artist’s Sister

Circa 1920

Oil on cardboard. 74.5x47.5.
Vladimir Tsarenkov collection

121 Solomon Yudovin
Funeral

1927

Gouache on paper. 39.5x52.
Sepherot Foundation
(Liechtenstein)

122 Solomon Yudovin
Headpiece sketch for Album of
Jewish Artistic Antiquity.

1916

China ink, pen, pencil on paper.
38x29.5. Hillel (Grigory) Kazovsky
collection

123 Solomon Yudovin
Cover sketch for Album of
Jewish Artistic Antiquity. Edition
Baron G.O. Gintsburg’s Jewish
Ethnographic Expedition

1916

Gouache, China ink, pen, pencil
on paper. 29x21.5. Hillel (Grigory)
Kazovsky collection

124 Solomon Yudovin
Book cover sketch for Alexander
Blok. Poems for children.
Moscow — Petrograd: GIZ

1924

Colored China ink, pen, pencil on
paper. 30x21.8. Hillel (Grigory)
Kazovsky collection

125 Vladimir Yakovlev
Abstract Composition

1960

Gouache on paper. 29x42. Michail
Grobman collection

126 Vladimir Yakovlev
Composition

1959

Oil on cardboard. 36x31. Michail
Grobman collection

127 Vladimir Yakovlev
Red Flower

1960

Gouache, pastels, pencil on paper.
42x30. Michail Grobman collection

128 Vladimir Yakovlev
Dedication to a Jew

1961

Pencil, pastels on paper.
41.4%x29.6. Michail Grobman
collection

129 Vladimir Yakovlev
Blue Flower

1968

Gouache on paper. 30.6x43.
Michail Grobman collection

130 Vladimir Yakovlev
Sculpture

1959

Pencil on paper. 41.5x30. Michail
Grobman collection

131 Vladimir
Yankilevsky

Small Triptych

1962

Paper on cardboard, oil pastels.

42x33, 42x60, 42x30. Ekaterina

and Vladimir Semenikhin

collection

132 Vladimir
Yankilevsky

Torso

1965

Wood, metal, oil. 156x98x32.

Ekaterina and Vladimir

Semenikhin collection

133 Vladimir
Yankilevsky

Prophet

1967

Wood, metal, fiberboard, oil.

149x90x10. Ekaterina and

Vladimir Semenikhin collection

134 Vladimir
Yankilevsky

Space Experience

1961

Oil on canvas. 50x71. ART4.RU

Museum of Contemporary Art,

Moscow
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OpraHusaTtopbl NpoekTa 6narogapaT
3a 0Kas3aHHYH NMOMOLLb B OpraHM3aumm BbiCTaBKU
1 NpenocTaBieHne 9KCMNoHaTOB:

AcCTpaxaHCKyIo rocyaapCTBEeHHYIO0
KapTUHHYIO ranepeto MMeHn

M.M. JoragnHa v nM4Ho

WpwHy MepoBy n TaTbaHy MakapoBy

Bcepoccuiickoe my3einHoe
obbeanHeHune «focypapcTeeHHan
TpeTbAKoOBCKaA ranepeA» 1 IM4HO
Mpwury Nebenesy, TaTtbAHy fopoakosy,
WpwuHy LWymaHoBy, TaTbAHy EpmakoBy,
TaTtbAHy 3entokunny, TaTbAHy JleBuHy,
TaTbaHy Wy6uHy, AHHy WannHy

v EneHy EpMmunxumHy

lanepeto «PnaXuHa» n nn4Ho
Bnapumupa OBuapeHko
1 Muxanna OB4YapeHko

locypapcTBeHHbIN My3en n3obpasu-
TenbHbIX NcKyccTB MMeHn A.C. MNyLwkrHa
1 nu4Ho MapwHy Jlowak, 3uHavnay
BoHamm, AHHy KameHckmx, AHHy Hyneukyto,
Onera AHToHOBa, HaTanbio [lepAbuHy
v Bapsapy [aBbigoBy

locynapCTBEHHbIN My3en
nN306pasnTenbHbIX UCKYCCTB
Pecnybnvnkun TatapctaH v nMyHoO
Posanuio Hopraneesy,

MapuHy KyTHoBY,

Onbry XXenosuukyto

locypapcTBeHHbIn Pycckuin mysen

v nu4Ho Bnagumupa lNycesa,
lpuropua fonposckoro,

Anucy Jlio6umosy 1 MapuHy UnbnHy

[ocynapCTBEHHbIN LEeHTPasbHbIN
TeaTpanbHbI My3ei UMeHN

A.A. BaxpylwmHa 1 nM4Ho OMnTpurA
PopvoHoBsa, NpuHy Ffamyna, Hapexay
CaBuyeHko 1 EneHy Mopcakosy

MockoBCKUIN apxvB HOBOIO NCKYCCTBA
(My3zeii MAHW)

MockoBcKuin My3ei COBPEMEHHOMO
ncKyccTBa 1 nnyHo Bacunna
Llepetenn, Anekcea Hosocenosa
v lOnuio MaTBeeBy

My3seWn akTyanbHOro nckyccraa
ART4.RU un nnuyHo Nropa MapkuHa

My3zein NcTopumn EBpees B Poccumn
v nnyHo Cepren YcTnHoBa
n TaTbAHy Pasymosy

My3eli coBpeMeHHOro nckyccrea
«[apax» n nnyHo AHToHa Benosa,
Cauwy O6yxoBy 1 AHacTacuto TapacoBy

Poccuiickunin rocynapcTBEHHbIN apxvB
nuTepaTtypbl U UICKYCCTBA M INYHO
TatbAHy fopAesy 1 Jlapucy VisaHosy

®depepanbHoe rocynapcTseHHoe
610[1>KETHOE YyUpeXxKAeHNe KynbTypbl
«[ocypapCcTBEHHbIN My3einHo-
BbICTaBOYHbIV LeHTp “POCU30O”»

v nnyHo 3enbcupy Tperynosy,
BukTopuio 3ybpasckyto,

Mapuio TepexoBy 1 TatbAHy Bonocatosy

®oHp kyneTypbl «<kEKATEPUHA»

1 nn4Ho EkatepuHy

1 Bnagumupa CeMeHUxmHbIX,
AnekcaHapy XapuTOHOBY,
AnekcaHnppy l'ycenHosy n lOnuio Bakc
BREUS Foundation n nu4Ho

LWanBy Bpeyca, TaTbAHy Caxokuto

n CeeTtnaHy boHpgapesy

Galerie Alex Lachmann n nn4yHo
Anekca JlaxmaHa

n Cto3aHH oH PomaToBcku

Sepherot Foundation (Liechtenstein)

1 nn4Ho a-pa Netepa Mapkcepa,
Kpuctoda Xybepa n Japbto AKCeHOBY

Tsukanov Family Foundation un nnyHo
Wropa LlykaHosa n Maputo KysuHy

PomaHa AbpamoBuya

Opua AnbbepTa

Bapuma n Ctenny AMUHOBBIX
Bnagumupa AHTOHMYYKa
Bnapgumupa Bepagepa
Onbry lepacumoBy

AHuTY MMoBartckyto

Mwnxaunna lpobmaHa
n Npuny Bpy6enb-fonybkunHy

Banepwua [ynakosa n MapuHy Kawypo
Anppen Epemuna

Eneny N3eHerrep

vnnena (Tpuropua) Kazosckoro
Muxaunna KameHckoro

Eneny Kynpuny-/1axosny
n Makcuma Jlaxosuya

Mapka Kypuepa

VBeTy n Tamasa MaHaliepoBbix
WpwnHy HaxoBy

Wropsa ManbmnHa

Bnapgumupa LlapeHkosa
AnekcaHngpy LLaTcknx

KomnaHnuio «AnbdacTpaxoBaHue»
n nnuHo AHapen Kyuy n Onuio MnpeHko

KomnaHnwuio FineArtWay
1 nn4Ho Nneto Bonbda
n Onany MouoHawsnnm

KomnaHuio Valise
1 nnyHo MNaena 3anknHa
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