. TpeTbAKOBCKasA ranepes

IxoH BoynT

MexayHapoaHas naHopama

Vanguardias

rusas

C deBpana no man 2006 roga B Mcnanum
NPOXOAUT OOLWIMPHAA BbICTaBKa PYyCCKOTO
aBaHrapga B Mysee TucceH-bopHemunca. B
Maapwuae 3KCno3unLuin TaKoro poga paHee He
cnydanocb. Tenepb e BbICTaBKa Noj Ha3Ba-
Huem “Vanguardias rusas” («Pycckue aBaH-
rapapl») Bobpana B ce6s paboTbl U3 focynap-
CTBEHHOWN TpeTbAKOBCKOW ranepeu, focyaap-
CTBEHHOro Pycckoro my3ed, npoBuHUMANb-
HbIX POCCMUCKUX My3€eB WU APYrux KOJeK-
LM, KaK 06LLeA0CTYMHbIX, TaK U YaCTHbIX.

3KCMNo3MuMn rnocyiefoBaTeslbHO
B NpOBOAMTCA MbIC/b O MEXAUCLMU-

NANHApHOM XapaKTepe pyCcCKOro
MOAepHM3Ma KaK XyA0XeCTBEHHOro
HanpasneHuA. Hapagy ¢ XnBOMMCHbIMK
paboTtamn, Kak, Hanpumep, «PbibHan
nosnsa» H.lonyaposoii (1909) n «Xnebo-
nek» M.JlapuoHoBa (1909), npuHaane-
*awumm camomy Myseto TucceH-bopHe-
Muca, BblbpaHHble ANA 3KCNO3ULUU
npeAMeTbl BKIOYAIOT CKYNbNTYpbI (B UX
yncne pBe KybucTuyeckue paboThbl
B.bapaHoBa-PoccuHe), 06pasubl KHUX-
HOM rpaduKn (MOXKHO HasBaTb paboThbl
3nb Jincuukoro n B.CtenaHoBoi), npu-
KNnajHoOro ucKyccTBa (Tak, BrepBble
npeacTaBieHbl BHUMaHUO nyb6anKu
3KCMOHaTbl U3 apXMBOB NeTPOrpajCcKoro
[leKkopaTMBHOroO MHCTUTYTa), KOMMepye-
CKOro Au3saiiHa (K npuMepy, KMHomniaka-
Tbl paboTbl 6paTbeB CTeHbepros), arnta-
LMOHHO-NponaraHAMcTCKMe MaTtepuansl
(B TOM uncne ynuuHblie abunwmn H.AnbT-
MaHa u nnakatbl [LKnyuuca), usgenua ns
dapdopa, TekcTUnb n QoTorpadum
(Hanpumep, B.MrHatoBuya wnnu A.Poga-
YyeHKo). [lepeuymcneHa, ecTecTBeHHO,
TONbKO HeboMbLan YacTb NpeAcTaB/eH-
HOI Ha BbICTaBKe MaHopaMbl pa3BUTUA
pyccKoro aBaHrapga.

[maBHbIN KypaTop BbICTaBKN -
Tomac JinopeHc, cneumanuct no wmcro-
pvn ncKyccTBa MmogepHusma B EBpone un
B AMepuKe. [lnAa Hero xapaKTepeH
MOCTOAHHBINA MHTEpecC K B3aUMOCBA3AM

Coodba LYIbMAH
lModHoc «[Mponemapuu
8cex cmpaH, coedu-
Hatmecb». 1925
Pocnncbk no dapdopy
57,5x57.5

rPM

Sofia SHULMAN
Tray “Workers of the
world, unite”. 1925
Oil on porcelain.
57.5 by 57.5 cm

State Russian Museum

«Pycckne aBaHrapabi»
B magpuackom Mysee
TncceH-bopHemuca

MeXay 3KcnepuMeHTanbHbIMU dopMa-
MU XY[LOXeCTBEHHOro CaMOBbIpaXeHUs
M NIeBbIMU NONUTUYECKMMU B3MNAAAMU.
Bo3rnaBvB MexayHapoAHYyl0 KOMaHAy
cneuymanuctoB, T.JinopeHc, TeM He
MeHee, nocneaoBaTeNlbHO NMPeTBOPAN B
XM3Hb COOCTBEHHYIO KOHLeNnuuio 3ToM
BbICTABKW; OH OCYyLLecTBMA 0T6Op NoYTK
Tpex COTeH 3KCMOHATOB, OTBEYaLUX
ero npejcraBneHuaM o Haubonee 3Ha-
YNTeNbHbIX AOCTUXEHUAX PYCCKOro
aBaHrapja, KoTopble eMy XoTenocb
MHTepnpeTMpoBaTb B Gosiee WMPOKOM
KOHTEKCTe, B MepBYi0 04epefb B KOHTEK-
CTe eBponencKon KynbTypbl. HakoHeu,
OH CTan peAaKTOpOM KaTajora BbICTaB-
KW, BKJTIOYAIOLLEro cTaTbu POCCUNCKUX U
3anafHbIX cneynanncTos.

Pesynbratom fABunocb copepxa-
TeNbHOE U 3amnoMuHatouleecs 06o3pe-
HWe, KOTOpOoe He TOJIbKO BOCXMLLAeT 3pu-
Tenen SHepPreTMKOM W XKWU3HEHHON
cunoit, byKBasibHO BbIpbIBaOLWMMUCA U3
npou3BefeHui, NpUHaANeXalWnx nepu-
OAly POCCUINACKOrO XyAO0XeCTBEHHOro
«peHeccaHca», HO W BbI3blBaeT pa3Mbl-
LWEHUA Haj TaKMMKU OCTPbIMU BOMpoca-
MW, KOTOpble oOMNpeAensAilTCA CKopee
posibio TBOPYECKOW IMYHOCTK, YeM rpyn-
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MOBLUMHbI, U HaZ HepesKo NpoBo3rna-
LIAaeMoi CBA3bI0 MEXAY XYAOXKEeCTBeH-
HbIM KOHCTPYKTMBM3MOM U OKTAGpbL-
CKOW peBoniouuen, unu Hag dopmanb-
HbIMW MPU3HaKaMU pyccKoin abcTpakT-
HO XKUBOMUCK, NN, HAKOHEL, Haj 3a4a-
CTYI0 TParMyecknM UCXOA0M CTONIKHOBe-
HWA pajnKanbHOM 3CTETUYECKON CTPYK-
Typbl U TeM, Y4TO AOMKHO ObITb OTHECEHO
K cO6CTBEHHO NponaraHae.

C uenbio npuBneYb K pycCKOMY
aBaHrapay BHUMaHue 6onee LIMPOKOro
Kpyra ntogein u obcyautb pa3Hoobpas-
Hble acnekTbl, CBA3aHHbIE C 3TUM XyAo-
KeCTBeHHbIM ABWXeHueM, TJlnopeHc un
ero Konjierv nposenn MexayHapoAHbI
MeXAUCUMNANHAPHbIA cuMno3nyMm. Bery-
nuTenbHoe cnoBo ObLIO NPOU3HECEHO
lMnbepmo ConaHoW, rnaBHbIM XpaHUTe-
nem Mysea Tuccen-bopHemuca. [anee
nocneposann coobuieHns (c nocneayto-
wuM obcyxaeHneMm) o npeabicTopumn
pycckoro aBaHrapga (T.JlnopeHc), o pyc-
CKOM aBaHrapzie B eBpONeriCKOM KOHTEeK-
cte (EkatepuHa CenesHeBa), 06 oTpaxe-
HUW TPaAMLMIA HapOLHOro UCKyCCTBa B
TBOpYecTBe MacTepoB aBaHrapaa (Esre-
HuA lNeTpoBa), 0 BU3yaNbHO-ONTUYECKNX
cBOMCTBax WX npouwsBepeHuin ([JxoH
Boynt), 0 nnactuke TaHua mopepH (Hu-
Konetta Mwucnep), o dyTypucTMyeckon
no3suu (LWen WaiteH) n 06 ncropuorpa-
(1M AaHHOro HanpaBs/ieHMA WUCKyccTBa
(LLnmoH Boriko). MaTtepuanbl cumMnosny-
Ma 6yayT ony6/1MKOBaHbI.

B npouecce noaroToBKM K neyatu
3TUX MaTepuanoB cocTosnacb beceaa o
BbiCTaBKe Mexzay Tomacom JinopeHcom
(TJ1.), Hukonetrtoir Mucnep (H.M.) un
MxxoHom boyntom (Ix.B.) - HeuTo Bpoge
VHTEPBbIO C TPEMA y4acTHUKaMU, B Xofe
KOTOpOro Bonpochl 6bifv afpecoBaHbl B
ocHoBHOM TJlnopeHcy. Hwmxe cnepyer
3anucb coctosBwerocss obmeHa MHe-
HUAMN.

Kasumup MAJIEBUY » Kazimir MALEVICH »

be3 HazsaHusA. 1916 Untitled. 1916
Xonct, macno. 53,5x53 Oil on canvas
Konnekuus Merru [yrreHxainm. 53.5 by 53 cm

BeHeuusn
(®oHa Conomona P.
[yrrenxaiima. Hbto-Mopk)

Peggy Guggenheim Collection,
Venice

(Solomon Guggenheim
Foundation, New York)
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John E. Bowit

“Vanguardias rusas”

at the Museo Thyssen-Bornemisza,

Madrid, Spain, 2006

The Museo Thyssen-Bornemisza, Madrid opened a major exhibition of the

Russian avant-garde at the beginning of 2006 (February-May), the first of
its kind in the Spanish capital. Entitled “Vanguardias rusas” and based
on works from the Tretyakov Gallery, the Russian Museum, Russian
regional museums and other public and private collections, the exhibi-
tion emphasized the interdisciplinary nature of Russian Modernism.
Apart from major paintings, including, incidentally, Goncharova’s “Fish-
ing” (1909) and Larionov’s “Baker” (1909) from the Museo Thyssen itself,
the selection encompassed sculpture (including two Cubist pieces by
Baranov-Rossine), book design (by Lissitzky and Stepanova), applied arts
(including examples from the archive of the Decorative Institute, Len-
ingrad, shown here for the first time), commercial design (such as movie
posters by the Stenberg brothers), agit-propaganda (such as street art by
Al'tman and posters by Klutsis), porcelain, textile designs and photogra-
phy (including work by Ignatovich and Rodchenko), to mention just a frac-

tion of this panoramic repertoire.

he chief curator of “Vanguardias
Trusas" was Tomas Llorens, a histori-

an of European and American
Modern-ism, who cultivates a special
interest in the relationship between
experimental artistic expression and the
political left. Together with a team of
infernational scholars, but pursuing his
own conception and interpretation of the
accomplishments of the Russian avant-
garde, especially in its European context,
Llorens assembled the exhibition of
almost 300 pieces and edited the cata-
logue (containing essays by Russian and
Western specialists). The result is a rich
and memorable survey which prompts
the viewer not only to marvel still at the
energy and vitality of Russia’s visual ren-
aissance, but also to ponder on more
pointed questions such as the creative
individualities (rather than group affilia-
fions) of the artists represented, on the
manifest connection between Construc-
fivism and the October Revolution, on the
independent, formal qualities of Russian
abstract painting and on the often tragic

tension between radical aesthetic struc-
ture and patent propaganda.

In order to present the achieve-
ments of the Russian avant-garde fo a
broader community, Llorens and his col-
leagues also organized an international
and interdisciplinary symposium which
touched on numerous issues. Intfroduced
by Guillermo Solana, Chief Curator at the
Museo Thyssen-Bornemisza, the debate
focused on the prehistory of “Vanguardias
rusas” (Llorens), the French connection
(Ekaterina Selezneva), the indigenous
tfradition (Evgeniia Petrova), optics (John
E. Bowlt), modern dance (Nicoletta
Misler), Futurist poetry (Sjeng Scheijen)
and historiography (Szymon Bojko). The
proceedings of the symposium will be
published.

During the event, Tomas Llorens,
Nicoletta Misler and John E. Bowlt con-
ducted a conversation - a kind of tri-par-
tite interview with leading questions
addressed to Llorens - concerning the
exhibition. The record of this interchange
is published here.
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MNasen MAHCYPOB
®opmyna wusonucu
1927

[ocka, macno
67x13

Fanepes [MypxuHcKoii, Liyr

Pavel MANSUROV
Painterly formula. 1927
0Oil on board

67 by 13 cm

Gmurzynska Zug Gallery

Anekcanap »
POAYEHKO
KpacHoe u xemmoe
1918(?)

Xoncrt, macno. 90x62
rPM

Alexander »
RODCHENKO
Red and yellow.
1918(?)

Oil on canvas
90 by 62 cm

State Russian Museum

NM: There have been many exhibi-
tions of the Russian avant-garde recently,
especially in Europe and the US. Right
now, for example, there is a major exhibi-
tion of 20th century stage design at MART
in Rovereto with an impressive Russian
contribution and, as you know, much of the
Europalia in Belgium this winter was
devoted to modern Russian art, including
a highly commendable showing of the
avant-garde. In spite of such rivalry, how-
ever, “Vanguardias rusas”, and | like the
plural, is especially rich and comprehen-
sive with its focus on Cubo-Futurism,
Suprematism and Constructivism and we
are especially glad to see works from less
familiar depositories such as the Instituto
Valenciano de Arte Moderno, Generalitat
Valenciana (IVAM), Astrakhan and Nizhny
Novgorod. I'm also very struck by the sec-
tion devoted to the works produced by the
Decorative Institute in Leningrad in the
early 1920s (from the State Russian Muse-
um), like the agit-trays designed by Frents,
Kletenberg and their colleagues. | had not
seen these before.

JB: Yes, | agree, “Vanguardias rusas”
contains a number of unfamiliar works
and also a few mysteries, including the
bizarre, anonymous tray with the stamped-
ing cow! On the other hand, | suppose that
the chronology of the avant-garde present-
ed at “Vanguardias rusas” does not differ
too strongly from the traditional assump-
tion. Had there been space, | know that
Tomas would have included a Symbolist
section, of course, as a precedent which
already indicated fundamental formal and
thematic ideas which the avant-gardists
were to develop later. In any case, exhibi-
tions of this kind are always voyages of dis-
covery, even for enthusiasts such as Nico-
letta and me who have been studying the
subject for many years. Incidentally,
Tomas, Nicoletta came to the avant-garde
via a political sympathy in the 1970s and |
came to it via Symbolist poetry in the late
1960s, but how do you explain your inter-
est in the Russian avant-garde?

TL: | began studying the art of the
20th century during the 1960s. This was
the time when the Russian avant-garde
was being rediscovered. It was an emerg-
ing field of study and very fashionable. |
was especially faken by the notion of the
avant-garde itself - i.e. What is avant-garde
and what does the term mean? At that
time what was called the Russian avant-
garde seemed to be the most complete
paradigm in the history of the 20th centu-
ry for such a notion and it intrigued me -
and sfill does.

JB: | suppose that, in toying with
these issues, your fond dream had always
been to organize a visual demonstration of
your ideas, i.e. an exhibition. | know that
both Nicoletta and | are fascinated by this
passage between intellectual concept and

Mwuxann MATHOLLWH
JsuxeHue 8
npocmpatHcmee
1917-1918(?), 1922(?)
Xonct, Macno

124 x 168
rPM

Mikhail MATUSHIN
Movement in space
1917-1918(?), 1922(?)
Qil on canvas

124 by 168 cm

State Russian Museum

International Panorama

material presentation and we all know
how an exhibition of real works in a three-
dimensional space both extends and
sometimes distorts the theoretical con-
cepts with which we begin. Tomas, what
were and are your concepts of the exhibi-
fion and its installation here in the Museo
Thyssen-Bornemisza?

TL: As you know, | am not a special-
ist in Russian art and my approach to the
subject is that of an outsider. On the
other hand, this exhibition, by its very
nature, possesses a very wide scope and,
basically, is meant to provide a general
overview of the field to our public. What |
have tried to do, however, has been fo
consider other surveys made at analo-
gous exhibitions in the past and to try
and correct - or edit - cerfain of their
aspects. If | may mention the main points
where my reading of the Russian avant-
garde seems to differ from other assump-
fions, | would emphasize three. First, the
Russian avant-garde is usually regarded
as the result of an interplay between
Western influences (mainly Paris) and the
national conscience of Russian élites.
Traditionally - the first pole has been
emphasized, but | have tried to amend
that view by underlining the second,
national element, which, of course,
implies a stronger accent on the so-called
primitive. Second, traditional accounts of
the Russian avant-garde afford substan-
fial importance fo group activities and
doctrinal declarations and try to estab-
lish an intelligible schema of linear devel-
opment amongst these things. But | think
that this can lead to all kinds of historio-
graphical problems and | have tried to
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MesayHapoaHas naHopama

H.M. B HepaBHee BpemA cocToanoch
HeMaso BbICTaBOK PYyCCKOro aBaHrappa,
npexzae Bcero B EBpone n B CLUA. MNpsamo
ceilyac, K npumepy, npoxoaut Gonbluas
BbICTaBKa TeaTpasbHOro ausaiHa XX cro-
netua B My3ee COBpPEMEHHOr0 MCKycCTBa
(MART - Museo d'Arte Moderna e Contem-
poranea di Trento) B ceBepouTanbAHCKOM
ropoge Posepeto (Rovereto), n poccuin-
CKOe yyacTue B 3TOW 3KCMO3ULUN BbIMSA-
OUT BrofHe BnevyamiAlwmM. Kak nssect-
HO, 1 NPOXOAALLMIA 3TOW 31Mol B Bptlocce-
ne ¢ectnsans «EBponanua» B 3HaunTeNb-
HOM CTeNeHW MNOCBALEH COBPEMEHHOMY
POCCUINCKOMY WCKYCCTBY, BK/IHOHYas O4YeHb
[IOCTOMHYIO 3KCMO3MLUMI0 aBaHrapAHoro
nckycctea. I Bce e, HeB3upasa Ha 3TO
cBoeobpa3Hoe COMepHMYECTBO, BbICTaBKa
«Pycckve aBaHrapgb» — MHe HpaBuTcA
BbI6OP MHOXECTBEHHOTO YMCNa B AaHHOM
cnyyae - OKasanacb HeoObIKHOBEHHO
60oraToi1 1 MoMHOW; BbICTaBE€HHbIEe 3KCMO-
HaTbl GbIAM POXAEHBI B OCHOBHOM B pyciie
TaKUX TEUEHWI, Kak Kyb6odyTypusm, cynpe-
MaTU3M U KOHCTPYKTMBM3M, a ocobyio
pafocCTb OCTaB/AET 3HAKOMCTBO C NPOM3-
BeAEeHNAMU U3 CPaBHUTENIbBHO Manous-
BECTHbIX XpaHWNWLL Takux, Kak Banen-
CUIMCKNIA MHCTUTYT COBPEMEHHOI0 UCKYC-
crBa (IVAM - Instituto Valenciano de Arte
Moderno), mysen ActpaxaHu n HukHero
HoBropoga. Ha MeHsi Gonbluoe Brnevatne-
HVe npou3Ben U pasfjen C 3KCMoHaTamu,
BbINoNHeHHbIMK B Havane 1920-x roaos B
neTporpasckoM [lekopaTuBHOM MHCTUTYTe
(HbIHe xpaHATcA B Pycckom Mysee), Hanpu-

Mep aruTnoAHOCHI, CO3JaHHble TaKUMu
mMacTepamu, Kak Pygonbd ®PpeHy wnu
Aptyp KneteHbepr, n nx konneramu. PaHb-
e MHe He JOBOAWIOCH BUAETb 3TUX Mpo-
N3BeAEHWNI NPUKIaAHOIo NCKYCCTBaA.

bk b. A TakKe cornaceH c Tem, Yto
“Vanguardias rusas” BKntouyaeTr Hemasnoe
4YNCNO HEe3HAKOMbIX MNPOU3BeJEeHUN U
HapAjdy C HUMM - MOAJIMHHbIE YyAeca,
[lOCTaTOYHO Ha3BaTb XOTA Obl NpUYyAnU-
BblIl NOAHOC Hen3BecTHOro aBTopa c Hery-
wen Bo Becb onop koposoi! C apyron
CTOPOHbI, MHe CJAeTCs, YTO XPOHONOrnA
aBaHrappa, Kak OHa npejcraBfieHa Ha
BbICTaBKe, He pacxXxoAuTCA CKOJbKO-
HMBYAb CUNBHO C TPAAULMOHHBIM NMOAXO-
nom. fl 3Hato, yTo, ecnn Gbl NO3BOAANO
BbICTABOYHOE MpOCTpaHCTBO, Tomac
BK/OUYMA Obl B 3KCMO3MUMIO elle U pas-
[ien, NOCBSALLEHHbIA CMMBONIMCTAM, — Npo-
CTO KaK HarmoMWHaHWe O HanpasieHUu
MCKYCCTBa, NpejLlecTBylOLLEM aBaHrapay
N B TO XXe BPeMA BblBUHYBLUEM LieNbliA
pAn pyHAaMeHTanbHbIX COAepXKaTebHbIX
1 dopManbHbIX WAel, pa3BuBaTb KOTO-
pble BO BCei MOJHOTE BbINano Ha A0
aBaHrapauctoB. Kak 6bl To HU 6bino,
TaKoro poja BbICTaBKMW Bcerja nNpuHoOCAT
OTKPbITUA Aa)ke TaKMM 3HTy3MacTaMm, Kak
HukoneTTta nnu s, y)xe MHOrO 1eT 13yyato-
WM pycckuin aBaHrapa. Kcratu, Tomac,
MHe NOHATHO, KaknM 06pa3oM npoasuicA
WHTepeC K aBaHrapfHOMy MWCKYCCTBY Y
HukonetTbl -~ Havyano ObUI0 NONOXKEHO ee
NOANTUYECKMMM cuMnaTuaMK, chopmu-
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Muxann JAPMUOHOB
/Jpaka 8 masepHe. 1911
Xoncr, macno. 72x95
Konnekuma Myses
Tuccen-Bopremucca

Mikhail LARIONOV
Quarrel in a tavern.
1911

Oil on canvas.

72 by 95 cm

Thyssen-Bornemisza
Collections

Hatanbs TOHYAPOBA
KpecmbsiHe,
cobuparowjue A610Ku
1911

Xoncr, Mmacno
104x97,5

rr

Natalia GONCHAROVA
Peasants picking
apples. 1911

Oil on canvas

104 by 97.5 cm
State Tretyakov Gallery

poBaBwumuca B 1970-e roabl. YTo e
KacaeTca MeHA, TO aBaHrapg npusnexk
Moe BHMUMaHMe B KoHLe 1960-x rogos Kak
pe3ynbTaT MOero yBieyeHWs Mo33uen
cnMBOAM3Ma. A BOT KaK Obl Bbl nosicHunm
NPOUCXOXAEHNEe CBOEro MHTepeca K pyc-
CKOMy aBaHrapay?

TJI. A wHavan wm3yyaTb ucTopuio
nckycctea XX Beka B 1960-e rogpl: Kak
pa3 Toraa 6bin 3aHOBO OTKPbIT PYCCKUiA
aBaHrapgd. Torga TONbKO BO3HUKIIO - U
cpasy CTasno Ype3Bbl4aiHO MOAHbIM — 3TO
HanpaB/ieHVe nccnefoBaTeNnbcKoin pabo-
Tbl. MeHs, NOMHUTCA, 3aB/ieKN0 caMo
MOHATUE: YTO ecTb aBaHrapa? Y7o o3Ha-
yaet 70T TepMUH? B To BpemsA Hanbonee
NONHOLLEHHON napagurMon B MCTOpUMU
nckycctea XX cronetus, B NMoAHON Mepe
oTBeyvaloLle AaHHOMY TepMUHy, OKasa-
N0Cb TO, YTO MONYYUNO HamMeHoBaHUe
«pycckui aBaHrapa». Ml ato Ha3BaHue, u
TO, YTO CTOMT 3@ HUM, MeHA Cpa3y 3auH-
TpUrosano, Aa 1 0 CUX Nop UHTPUTYeT.

Ikb. Ocmentocb NpeanonoXuTb,
yto Bbl, pa3Bnekascb TakuMm obpazowm,
BCeraa iefiesiiv oNTUMUCTUYECKYIO MeuTy
nofyynTb Korga-Hubyab BO3MOXKHOCTb
opraHvM3oBaTb BbICTaBKy W BrMoJiHe
HarnsgHo, B BU3yalbHOM MnaHe npeacTa-
BUTb Ny6nuke ceoun ngen. Ml Ha Hukoner-
TY, U Ha MeHA, NpU3HalCb, Npou3Besn
Hemanoe BreyatTneHne Baw pacckas o
TOM, KaK HeKkoe uHTepecyouwee Bac
VHTENNIeKTyaNbHoe noHATMe obpeno
MaTepuanbHoe npejcraBneHune. Bmecre ¢
TeM HaM MpeKpacHO M3BeCTHO, YTO Npo-
Liecc 3KCNOHMPOBAHWA peasbHbIX NPou3-
BeAEHMI BO BrosiHe 0ObIAEHHOM Tpex-
MepHOM MpocCTpaHcTBe crnocobeH Kak
pacwmpuTb, Tak U, GbiBaeT, UCKa3UTb Te

TeopeTMYecKMe MOHATUA, C KOTOPbIX BCe
HaunHanocb. Ckaxute, Tomac, ecnm Bep-
HyTbCA K 3Kcno3suuum B Mysee Tuccen-
BopHeMuca, To KakoBoW Gblna U KaKoi
cTafa KOHLenuua BbICTaBKW, @ 3a0HO U
ee MaTepuanbHoe BonsoleHne?

TJ1. Kak Bam npekpacHo 13BecTHo, A
He ABMAIOCH CMeLMannMcToM No UCKYCCTBY
Poccuu, Tak 4To Mo noaxop — 3To HeMUHY-
eMo B3[/1Af, CO CTOPOHbL. [lpyroi Hemano-
BaXHbIAi MOMEHT COCTOWT B TOM, 4TO JiaH-
HaA BbICTaBKa Mo CaMoW CBOeln npupojae
npu3BaHa ObITb MHOTOrpaHHOW, OXBaTbl-
BaTb CaMble pa3Hble CTOPOHbI Xyf0Xe-
CTBEHHOI peanbHOCTU 1 NPeANoXNTb BHU-
MaHuio My6AVKN MMEHHO TaKyto LIMPOKYHO
naHopamy. Bo BcAkoM cnyyae, A nonbitan-
CA NMPOACHUTL 151 cebA, Kak 6blnn opraHu-
30BaHbl aHaNoOrMyYHble 3KCNO3ULUK, COCTO-
ABLUMECA B MPOLLIOM, U OnpejeneHHble NxX
acrneKTbl A MOMbITANCA CKOPPEKTMPOBaTb
WAW, eCNn XOTWTe, OTpeAaKTMpoBsath. Ecnn
OTMETUTb Te KOHKPETHbIE MYHKTbI, B KOTO-
pbIX MO€ MpoYTeHVe PyCCKOro aBaHrapaa B
TOM WAW MHOW Mepe OTANYHO OT npepjsio-
KEHHbIX paHee BepcwiA, To A Bbl ocTaHo-
BWJICA Ha ClIeAyIoLLMX TPeX MOMEHTax.

a) B pocratouHoi Mepe yTBepau-
nacb TPaauLMA, COMMacHO KOTOpOM pyc-
CKWU aBaHrapj ecTb pesynbTaT B3auMo-
LeNCTBUA MEXAY HEKOTOPbIMM 3anajHbl-
MU (Npexze BCero napycKnMmn) MMnynb-
CcaMy 1 HauMOHaNIbHbIM CaMOCO3HaHNEeM
POCCUIACKMX XyA0XeCTBeHHbIX 3nuT. [pu-
4yeM OCHOBHOW yrnop, KaK npasuio, genan-
CA Ha 3HaYeHVM NepBOro N3 0TMEYEHHbIX
MHoto nontocoB. Hy a A noctapanca usba-
BMUTbCA OT 3TOr0 KpeHa M NOAYEPKHYTb
3HaYMMOCTb HALMOHAbHOIO 3/1eMeHTa, a
370, pa3ymeeTcs, BieyeT 3a co6oi JeMOoH-
CTpPaLMio CBA3M XYA0XKECTBEHHOro aBaH-
rapaa c Tak HasblBaeMbIM MPUMUTUBHbLIM
NCKYCCTBOM.

6) Mo Apyroi yTBepAMBLLENCA Tpagu-
UMM B PYyCCKOM aBaHrapfe npuaasasiocb
nepBoOCTeNeHHOe 3HayeHwe rpynmnoBbIM
(hopMaM noBefeHNA U CNefoBaHUIO Npo-
BO3[MIALLIEHHbIM JleKnapaumamM n MaHude-
CTaM; CaMo e pa3BuTVe UCKYCCTBa YacTo
MbiTaloTcsA M306pa3nTb NPAMONMHENHO -
HeCKOJIbKO CXeMaTU4yeCKu, yMO3pUTENbHO.
Monarato, 4T0 3TO MOpOXAaeT BCAKOro
poaa uctopuorpaduyeckne npobnemsl, A
Ke MonbITancsA ANCTaHLMPOBATbLCA OT HUX,
a IMEHHO: NPeACTaBUTb UHAVBUAYaNbHbIN
BK/1aJ, B UCKYCCTBO KOHKPETHbIX XY0XHN-
KOB, KaK OHW ecTb, N HEeCKOJIbKO NpeHe-
6peyb BANAHMEM Ha UX TBOPYECTBO TaKUX
MOMEHTOB, KOTOpble CBA3aHbl C NPUHaj-
NEeXHOCTbIO K rpynnam u chejoBaHnem
naeonorvyeckmm nocrynatam. MNopo6Has
cTpaTermsa HeMMHyeMo BiieyeT 3a cobol n
onpasppbiBaeT Gonee nonHoe npeacTaBu-
TeNbCTBO, YeM 3TO C/ly4aNochb paHee B aHa-
JIOTMYHBIX 3KCMO3MLMAX, TAKMX MacTepoB,
Kak, Hanpumep, MN.OunoHoB.

B) Al caenan nonbITKy 6onee oTyeTIU-
BO MpeACTaBUTb BIMAHME, OKa3aHHOe Ha
Xy[L0XKeCTBEHHOe TBOPYeCTBO NMpoun3oLIes-
wert OKTAGpbCKON pesontoumein. B vact-

HOCTW, NOKa3aTb, KaKUM 06pa3oM peBosto-
UMSA CTUMyAMpoOBana yTonuyeckue npep-
CTaBNeHNA 0 HeoOX0AMMOCTM BUAOU3ME-
HWTb camy npupogy uckyccrBa. Ckopee
Bcero, Bbl, [IoH, He cornacutech BceLieno
C 3TMM MOMEHTOM, OAHaKO OH Bceraa
NpeAcTaBAANCA MHE XKN3HEHHO BaXKHbIM.

bxb. 3T0 Tak U ecTb, XOTA MeHs,
NMPU3HaTbCA, He BMOJIHe yCTpauBaeT clo-
)KMBLLEecA MOJIoXKeHne Bellel, Koraa B
0603peHnsAX pycCKOro aBaHrapia aBTo-
MaTUYecKu Aenaercs BbiBOJ, YTO OH Oblin
BbI3BaH K KU3HU CJIOXMBLUMMUCA 00LLe-
CTBEHHbIMWU W MNOAUTUYECKMMMK YCNO-
BuAMU. Ecnn 3agymatbes o cyabbe Takmx
«anoNIUTUYHBIX» XYLOXHUKOB, KaK, CKa-
*eM, B.KanauHckunn unmn WN.KnwoH, TO
NMoHeBOJIe YCOMHULLBLCA B YHUBEPCANIbHO-
cTM nojo6HbIX paccyxaeHuin. OaHako
B/laBaTbCA B 3TW HIOAHCbl — €10, MATKO
roBOpA, 04eHb 1 04eHb HeNnpocToe.

MNasen ®NJIOHOB
3anad u Bocmok
1912-1913

®parmeHT

Bymara, Macno, TemMnepa,

ryawb. 39,5x46
reFM

Pavel FILONOV

West and East
1912-1913
Detail

Oil, tempera, gouache
on paper. 39.5 by 46 cm

State Russian Museum

MexayHapogHas naHopama

H.M. [la, Bce 370 AencTBUTENbHO
BeCbMa 3anyTaHHO, OAHaKO CO CBOeWl CTo-
POHbI 51 6epychb BbIAENUTb MONMUTUYECKYIO
COCTaB/IAIOLLYIO B 3BOJIOLUN POCCUNCKO-
ro, Aa 1 noboro Apyroro aBaHrapAHOro
ABWxeHuA. B3atb, K npumepy, Ntanuio -
Ha HayanbHOW CTaguUM WTaNbAHCKUI
(hyTypv3M BMosHE MOT pa3BUBaTbLCA aBTO-
HOMHO OT Kakux-nmbo NoAUTUYECKMX
cuCTeM, a BOT B KOHLe KOHLOB, KaK 370
BCEM MpeKpacHO W3BEeCTHO, 3TO Hanpa-
BJIEHVE NPUHANOCH CaMbIM TeCHbIM 06pa-
30M COTPYAHMYATb C (PALIMCTCKUM pexu-
moMm. KcraTtw, yganocb nu Bam, Tomac,
06HapyXnTb fIBHble Mapanienn Mmexnay
TeM, 4YTO MPOUCXOAMNO B TeyeHue
1910-1930 rozoB B poccuiickoin U B
MCnaHcKom Kynetype?

TJI. Hy, HeKkoTopble napannenu
MOXHO YCMOTpeTb, OAHAKO YX 60sbHO
3aMeTHbl pasnunyua. B VMicnannm n Haumo-
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International Panorama

Unba YALWHUK
Tapenka. 1923
Papdop Painted porcelain

llya CHASHNIK
Plate. 1923

22 cm diameter
Private collection

[Mwnametp 22 cm

YacTHan Konnekuus

distance myself from them by de-empha-
sizing the role of groups and ideologies
and by emphasizing instead the individ-
ual work of individual artists. In turn, this
strateqy justified a stronger presence of
artists such as Filonov in the exhibition.
Third, | have tried to make the impact that
the October Revolution had on artistic
production more visible and fo signal how
the Revolution stimulated the demands
for a utopian change in the nature of art
itself. You, John, may not agree whole-
heartedly with this point, but | have always
found it to be vitally important.

JB: That's okay, although I'm always
worried by the way in which some
observers of the Russian avant-garde jump
automatically to the conclusion that it was
generated by social and political agendas.
When [ think of “apolitical” artists such as
Kandinsky and Kliun, | do wonder about
the solvency of such an argument. But it's
extremely complex, to say the least.

NM: Yes, it's an intricate issue, but |,
for one, recognize a political pattern in the
evolution of the Russian - and other -
avant-gardes, for example, in Italy. In its
first phase, Italian Futurism may not have
been linked organically to any particular
political system, but, as we all know, it
ended up as a rather close collaborator
with the Fascist regime. Incidentally, do
you, Tomas, distinguish any parallels
between what was happening in Russian
culture of the 1910s-30s and Spain?

TL: There were some parallels, but
the differences were enormous. Both the
national conscience and the call for mod-
ernization were much weaker in Spain;
and of course here there was no revolu-
tion, strictly speaking.

JB: I'd like to move away from politics,
because I'm so ill versed in that area, and
fo think more about “Vanguardias rusas”.
Tomas, why is the Museo Thyssen-Borne-

misza such an appropriate venue for this
exhibition? After all, Madrid has several
splendid museums, not least the Prado,
which might have been considered as ven-
ues, no?

TL: The Museo Thyssen-Bornemisza
has, as you know, a concentrated and sig-
nificant collection of the Russian avant-
garde, including wonderful paintings by
Goncharova, Larionov, Rodchenko,
Rozanova and Stepanova. The Museo also
possesses very rich holdings in 20th cen-
tury French, German, Spanish and Ameri-
can art, with good representations of
Picasso, Braque, Dali, Klee, Pollock and so
on. Consequently, in Spain the Thyssen-
Bornemisza collection provides a fine con-
text for examining international art of the
first part of the 20th century, including, of
course, Russia. | can't think of another
museum collection in Spain that combines
these merits.

NM: Well, in spite of John’s reticence,
I'd still like to pursue our political line. After
all, the final, Soviet section of “Van-
guardias rusas” contains highly charged
political imagery, | mean, for example, the
Klutsis posters showing Stalin, the five
year plans, etc. or the Rodchenko photo-
graphs of gymnastic displays. So, Tomas,
as curator of the exhibition, how did you
deal with the problem of political and
social confext?

TL: In the latter part of the exhibition,
i.e. the one that deals with art after 1917
and fo which you refer, | have tried to
emphasize the general impact of the Octo-
ber Revolution on the artists involved. This

Kasumup MAJTEBMNY
YepHbili kpecm. 1923
Xoncrt, Macno
106x106,5

rPM

Kazimir MALEVICH
Black cross. 1923
0Oil on canvas

106 by 106.5 cm

State Russian Museum

Bnaaumup CTEHBEPT
lMonumexHuyeckuli
accambnsx. 1920
Mnekcurnac, aepeso,
MeTann. 52x25x15
YacTHan Konnekuusa

Vladimir STENBERG
Polytechnical
Assemblage. 1920
Plexiglass, iron on
wood

52 by 25 by 15 cm

Private collection
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is why | placed Tatlin's “Monument to the
Third International”, | mean, the digital
reconstruction which the computer spe-
cialists at the Russian Museum created for
us, at the very centre of that section. The
subsections devoted fo photography and
the graphic arts show how strong the pres-
sure to change the nature of art itself was.
True, the artists of the Russian avant-garde
were caught in a logical contfradiction
here: on the one hand, the notion of the
avant-garde implied the autonomy (and,
therefore, the uselessness, in the Kantian
sense) of art itself as a spiritual activity; on
the other, the equation that they tried to
establish between a political (or revolu-
tionary) avant-garde and an artistic avant-
garde seemed fo demand the dissolution
of traditional art forms into useful activi-
ties at the service of the Revolution. In
other words, images had to cease being art
in order to become propaganda. | believe
that herein lies the key to the tragic fate
that befell the Russian avant-garde during
the 1930s.

JB: Well, with this in mind, what
would you change if you were to curate
another exhibition of the Russian avant-
garde? Would you try fo demonstrate this
contradiction even more trenchantly?

TL: [ do not know really. But | do think
that | would emphasize the role of individ-
ual artists even more. | would also like to
know more about the social and political
contfext of the Revolution. As an art histo-
rian, my knowledge of the subject is still
too scant and superficial.

NM: Alas, you are right, our knowl-
edge is always lacking. But we all agree,
surely, that exhibitions and concomitant
events of this kind help to fill gaps, confirm
or dispel certain assumptions and force us
to look at these extraordinary artworks
once again - only to raise more questions,
of course!

Ha/bHOe CaMOCO3HaHMe, U TAra K BCeBO3-
MOXHbIM M3MEHeHUAM MpOoABUANCL B
ropasgo MeHbluen ctenexu. [la n pesonio-
umm B Micnanuu, ctporo roops, He Gbinio.

Ibkb. A MHe Obl xoTenocb yinTu ot
NONNTUKMN, MHe B Hell HeylTHO - He
nydqwe nn BepHyTbeA K “Vanguardias
rusas"? Ckaxute, Tomac, noyemMy MecTom
NnpoBefeHUs BbICTaBKM CTal WMEHHO
Mysein Tuccen-bopHemnca? Beab B
Magapwuge ecTb v lMpago, 1 Hemano Apyrmx
BE/IMKOJENHbIX My3eiHbIX MI0WaAoK, B
CTeHax KOTopbiXx Morna Obl cocToATbCA
TaKas BbICTaBKa.

TJ1. Kak n3BectHo, B My3ee TucceH-
BopHeMuca cocpefoToyeHa 04YeHb XOpO-
Lan KoNIeKLMA NPon3BeseHnii pycCcKoro
aBaHrapja, BK/lo4alolwasn BennKonenHble
XuBonucHble paboTbl H.foHuyapoBso,
M.JTaproHoBa, A.PoayeHko, O.Po3aHoBo
n B.CrenaHoBoi. Kpome Toro, B Mysee
WNPOKO npeacTaneHo ¢paHuys3cKoe,
HeMeLlKoe, NCMNaHCKoe U aMepuKaHcKoe
nckycctBo XX Beka, BkAtouasa paboTbl
M.Mukacco, X.bpaka, Chann, MN.Knee,
[x.Monnoka n MHoOrmx Apyrmx MacTepos.
Tak uTO0 ecnu paccMoTpeTb KosleKuun
BCEX MCMaHCKMX My3eeB, TO HeNb3f He
NpUATK K BbIBOAY, 4TO MMeHHO B Mysee
Tuccen-bopHemunca npeacraBneH Haane-
XalMin KOHTEKCT ANA 3KCMNOHWPOBaHWA
060V HaLMOHaNbHOM LWKOSbI N306pasu-
TeNbHOMO MCKYCCTBa MepBOW MOS0BUHbI
XX Beka, B TOM 4ucne, pasymeeTcs, poc-
cuicKkoro uckyccrea. A He Gepycb Ha-
3BaTb Kakol-nnbo gpyroi mMysen B Mcna-
HWW, B NPUMEHEHMN K KOTOpPOMY CyMMa
nepeyncieHHbIX GpaKToOpoB, a UX BMOHe
MOXHO cuMTaTb MpeuMyLLecTBaMu, npu-
Besia Obl K TAKOMY Ke pe3ynbrary.

H.M. A BOT A, HeB3Mpas Ha Bo3paxe-
HuA [IKoHa, XoTena 6bl BHOBb BEPHYTbCSA
K MoauThyecKoMy KoHTeKcTy. Beab B
3aBepuwatowem “Vanguardias rusas” pas-

3nb JINCULKUIA
lpoyH N2 43.1922
[ocka, cMell. TexHUKa
66,8x49

rmr

El LISSITZKY

Proun 43.1922

Board. Mixed fechnique
66.8 by 49

State Tretyakov Gallery

Haym TABO

lonosa. Modens N2 3
1917

KaptoH
61x48.5%34,5
Konnekuwns SnHenu Ixyaa
®aitn Apr, JloHaoH

Naum GABO

Model for constructed
head n.3.1917
Carton. 61 by 48.5

by 34.5 cm

Annely Juda's Fine Art
Collection, London

EsreHnit BAUTEHBEPT
Scku3 nodHoca
«/leHUHCKuUl y20/10K»
1924

KapToH, Temnepa,
Konnax. 68x93

rem

Yevgeny VITENBERG
Tray design “Lenin’s lit-
tle corner”. 1924
Carton, tempera,
collage. 68 by 93 cm

State Russian Museum

Jene nNpeAcTaB/ieHO HeMao NOAUTUYECKN
aHraXupoBaHHbIX paboT CcoBeTCKoro
nepuoaa, Hanpumep nnakatbl [Knyuuca,
Ha KoTopbIx n3obpaxeH CTanuH, unm 4ro-
TO CBA3@HHOE C NATUAETHUMU NAaHaMmn 1
ToMy nogo6Hoe. Wnu xe cdoTtorpacdum
PoayeHKko ¢ rMMHacTiyeckuMn napapa-
mu. Tak Kak xe Bbl, Tomac, 6yayum Kypato-
pOM BbICTaBKW, peluaete npobnembl nonu-
TUYECKOro 1 COLMaNbHOro KoHTeKcTa?

TJ1. B 3aBepluatoLLeir 4acTn 3Kcno-
31uKMKn, 0 Kotopon Bbl cenvac 3arosopu-
I U KOTOpadA OTHOCUTCA K Mepuoay
nocne 1927 ropa, A nonbiTanca ocee-
TUTb B caMoM O0OLleM nnaHe BO3jel-
ctBue OKTAGPbCKOM peBoOMOLMM Ha
XYAOXHUKOB. VIMEHHO M03TOMY 5 pa3me-
CTWA B CaMOM LieHTpe COOTBeTCTBYiOLLe-
ro pasgena TatianHckum «MamatHuk Il
MHTepHaunoHana», TouyHee, ero AuUru-
TaNbHYI0 PEKOHCTPYKLMIO, BbIMOJHEH-
Hylo Ans Hac nporpammuctamu ms locy-
AapcteeHHoro Pycckoro myses. He6onb-
WOW pa3jen, MOCBALEHHbIA (oTorpa-
¢tvn v rpaduke, HarNAZHO LEMOHCTPUPY-
€T, HAaCKO/IbKO CUJIbHbIM Obll MPECCUHT,
Hanpas/ieHHbI/i Ha U3MeHeHue NpUpoAbl
nuckycctea B uenom. Kpome wyTok, aes-
TenM pyccKOro aBaHrapga nonanu B
JIOTMYECKYIO JIOBYLLUKY: C O4HOW CTOPOHBI,
caMo MOHATWe aBaHrapAa HeOoTAeNNMO
0T aBTOHOMUMU (a BMecTe C TeM, 1 Hecno-
nesHocTn, B nMoHUMaHum KaHta) uckyc-
CTBa KaK AyXOBHOW JeATENIbHOCTYU; C ApY-
rovi - ynopHble NONbITKN AeATenei Xya0-
KeCTBEHHOro aBaHrapaa npupaBHATb
€ro K aBaHrapay nonutuyeckomy (Mnm
pPeBOIOLMOHHOMY) NO CYyTU CBOEW Benn
K NIMKBMAALUUN TPAAULMOHHbIX XyLoXe-
CTBEHHbIX (POPM MU NepeTeKaHnio nx B
HeyTo nonesHoe Ana pesonoumu. ipyru-
MW cnoBaMu, BU3yanbHble 06pasbl fo-
KHbl OblIM NpeKpaTUTb cBoe ObiTve B
KauyecTBe MCKYCCTBa W CTaTb 3JIeMeHTa-
MW nponaraHApl. 1 nonarato, 4T0 UMEHHO
B 3TOM KJIt0Y4 K TpareAmn pyccKoro aBaH-
rapzia, KoTopas UMena MecTo B TeyeHue
1930-x ropos.

MespayHapoaHas naHopama

Ibx.b. Torga, npuHMMan 310 BO BHU-
MaHue, yTo Obl Bam xoTenocb M3MeHUTb,
ecniv 6bl Bam goBenock ctatb Kypatopom
HOBOW BbICTaBKW pyCcCKOro aBaHrappa?
MonbiTanuck Obl Bbl elle 6onee otyeTnn-
BO MPOAEMOHCTPMPOBATL OTMEYEeHHoe
Bamu npoTtnBopeune?

TJ1. Hy, A He 3Hat0. Ho aymato, yTo A
Obl ewe Gonee NOAYEPKHYN POfb OTAENb-
HbIX XyAOXHWKOB. A BoobLle, MHe 6bl
XOTeNoch y3HaTb Gofblie 0 CoLManbHOM
M NONIMTUYECKOM KOHTEKCTe TBOpYeCTBa B
3MoXy peBoaoUnNn. HeCMOTpH Ha TO 4YTO A
MCTOPUK WCKYCCTBA, MOW MO3HaHUA B
3ToM 06nacTy NoKa 4To HeAOoCTaTOYHbI U
NOBEPXHOCTHbI.

H.M. ¥YBbI, 370 npaBpa: Hawwux 3Ha-
HWIA Bceraa HepocTaTodHo. OHaKO Mbl He
MOXEM He COrMMacuUTbCA, YTO BbICTaBKU U
conyTcTBylolMe UM cobbITMA MomoralT
3ano/IHUTbL NlaKyHbl, NOATBEPXAAT UAn
06pallLatoT B HAYTO KOHKPETHbIEe fonyLe-
HMA 1 NobyXAaloT HAac BHOBb pasmsaabl-
BaTb BCe 3TV NepBOKNACCHble Npon3Bese-
HWA MCKYCCTBA — HECOMHEHHO, TObKO AJiA
TOro, 4ToObl BO3HMKaNM HOBbIE BOMpPOChHI!
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