Ockap Pa6un
Dororpadust npeocTaBIeHa
Donsiom U-ART

Oskar Rabin

Photo.

Courtesy of the U-ART
Foundation

Pycckomy u3jaHnio

1986 rojta npepecTBOBAT
(bpaHILy3cKuit BApHaHT:
Oscar Rabine. Lartiste et les
bulldozers. Etre peinntre en

USSR. Paris, Editions Robert

Laffont, 1981.
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Bepa I'onoBuna

BbICTABKU

Ocxkap Pabun
Bosspaiienue

Ocenbto 2008 rofa B TpeThSIKOBCKO rajepee coCTOsIach NEPCOHANIbHAS BbICTABKA MPOU3BE/E-
Huit Ockapa Pabuna, npuypouyeHHasi Kk 80-J1€THIO OJHOTO U3 JIMJEPOB POCCUICKOTO HEO(U-
MAJIbHOIO MCKYCCTBAa BTOPOIl MOJIOBMHbI XX BeKa. DTOT CaMblii MOJIHBIA M MacIITaOHBIN
PETPOCNEKTUBHBIN MOKa3 padOT Xy/loKHUKA B Poccuu ObL1 OpraHn3oBaH B paMKax CEpUu MO-
Horpaguueckux BbICTaBOK «Bo3BpalleHue mactepa», OCHOBHON TEMOIl KOTOPBIX SIBIISIETCS
NIESITENIBHOCTh XYJOKHUKOB, POAUBLIMXCS , MOTYYMUBIINX OOPa30BAHUE U CTABILIMX U3BECTHBIMU
B COBETCKOE€ BPEMsI, HO M0 TEM WJIM UHbIM NPUYMHAM MOKUHYBILIUX POJIAHY.

€CMOTpS Ha JOJITME TOAbl XXU3HU BO

®pannun, PabuH ocrtancsa Xyaox-
HMKOM PYCCKUX TPaauLIUil B MCKYCCTBE:
WCTIOBENATbHOCTh W HAJAPBIB, CO3epIia-
TEJbHOCTh KaK MPUHIUN Pa3MbIIIICHUS
1 OCTPOTA B3IJIs1/1a B BEIOOPE MPEIMETHO-
O psifia, CIIOCOOHOCTH K TIIyOOKMM acco-
LMAlMSIM NPEICTABISIOT €ro Kak XymaoX-
HMKa, TIOCBSITUBLIETO CBOE TBOPYECTBO
pPa3MBILIIEHUSIM O COLMATIBbHON Jpame
oTevyecTBa CKBO3b MPU3MY COOCTBEHHOTO
>KU3HEHHOTO TYTH.

Ha BbicTaBKe IE€MOHCTPUPOBAIUCH
JKUBOTUCHBIE U Tpaduieckue paboThl 13
cobpanuit TpeTbsikoBcKoOi rayepeu, Pyc-
ckoro Mysesi, [ocynrapcTBEHHOTO LEHTpa
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COBPEMEHHOTO MCKyccTBa, MOCKOBCKOTO
My3esl COBpEMEHHOI0 MCKyccTBa, Mys3est
JIMYHBIX KOJUJIEKIIM, My3esa HCKYCcCTB
JIxeitnH Bypxuc 3ummMepian (YHUBEPCUTET
Patrepc, Hpro-/Ixepcu), @onma JIvHbBI
Bepnu (Myseii Maiions, ITapux), poc-
CHUICKUX M 3apyOeXKHBIX YACTHBIX KOJI-
JIEKLMA.

HecmoTpsi Ha mocienoBaTebHOE
MPOTUBOCTOSIHUE ODUIIUATBHOM XyT0Ke-
CTBEHHOI JOKTpPUHE, KJIACCUK HOHKOH-
dopmusma Ockap PabuH uszbpan myTb
(burypaTMBHOrO MCKYCCTBA.

[pennoureHue Toi UM UHOW Tpa-
IUTIAY OTIPENeIISIeTCS TIPEK/Ie BCETO JTNY-
HOI CKJIOHHOCTBIO XyJTOXHHMKA, HO BaX-

Tetizaxc ¢ ocennumu »
aucmoamu. 1991
Xoncet, Macio, penbed
54 x 45

CoGCTBEHHOCTD aBTOPA

Landscape »

with Autumn Leaves
1991

Oil on canvas

54 x 45 cm

Property of the artist

HyI0 pOJIb B Tporiecce (GopMUPOBAHUS
WHIWBUAYATBHOTO CTUJISI UTPAET M IIIKO-
J1a. PaOuH mostyyn XoThb ¥ HEMOJHOE, HO
KJIaCcCUYeCKOe XYIOXEeCTBEHHOE 00pa3o-
BaHUWE: CHavyajla — B CTeHaxX PUKCKOU
Akanemun xynoxects (1944—1947), za-
TeM — B MOCKOBCKOM MHCTUTYTE€ UMEHHU
B.1.Cypuxkona (1948—1949).

PabuH npuHamwIeXXUT K MOKOJICHUIO,
OTPOYECTBO M IOHOCTb KOTOPOTO MpH-
LIUTMCh Ha BOeHHOE JInXojeTbe. Ero coBpe-
MEHHUKU — XYTOXHUKHN HECKOIBKUX pa3-
HOBEKTOPHBIX TEYEHUM, CIOXUBIIMXCS
B TOCJIEBOEHHOE BPEMSI U OJIMIICTBOPSIIO-
IUX JUIST OOJIBbIIIEN YacTU WUTEJUIEKTYyallb-
HOW OOIIECTBEHHOCTH OypHBIE TO/Ibl XpY-
ILIEBCKOM «OTTeren». 3a pyoes koM UCKYC-
CTBO BTOPOI1 MOJI0BUHBI XX BeKa IIPUHSITO
Ha3biBaTh Art after the Second World War,
4TO, MOXaIyil, HanboJjiee TOUHO OTpaKaeT
CyTb MUPOBOCITPUSITUS MHOTUX XYTOXHU-
KOB, TBOPYECTBO KOTOPBIX CKIIAIBIBAIIOCH
B 1950-e—1960-¢ rombi.

O Tparm4eckux COOBITHUSIX BOGHHBIX
JIET, CUPOTCTBE, CKUTAHUSIX, HUIIEHCKOM
CYIIECTBOBAaHUM B TOCJIEBOSHHbBIE TOMIbI,
rojiofe, OTYasiHUM M TIOMBITKAaX CaMo-
youtiictBa PabuH paccka3biBaeT B KHUTE
«Tpu xusHm»'. JluTepaTypHOil MaHepe
MOBECTBOBAHMSI TPUCYIIM WHTOHALIMU,
CXOXME ¢ XXMBOIMChIO MacTepa. ABTOp He
MPUHYKIAeT YUTATENsT COMEepPeKUBaTh,
OH OyaTO HabJIIoAaeT 3a CO00I CO CTOPO-
Hbl. [1omoOHBII B3IJIs 3aCTaBIsICT YMTa-
TeJIsI ellle OTYETIMBEE OCO3HATh BECh yKac
1 abCypi TepexkuToro. Dra OTCTpaHEeH-
HOCTh OT PEaJbHOCTH B M300paXeHUU
CaMBbIX OOBIYHBIX MPEAMETOB U COOBITHIA
cTaJjia OTHOM U3 COCTaBIISIONINX 00pa3HO-
TO SI3bIKa, CO3IaHHOTO XYI0XKHUKOM.

Jlammbl, Oapaku, pbIOBI, MapKwu,
STUKETKU, MOHETBI, TAcropTa — BEIIu,
HEKOT/Ia OKpYKaBIIIMe JIIO/C, BO3Bele-
Hbl aBTOPOM B CTEINEHb CaMOLIEHHBIX
MKOHOTpahUIECKUX CIOKETOB, €IBa YK-
JTAABIBAIOIINXCS B PaMKU KaKOTO-JINOO
xaHpa. «Tpu kpbim» (1963) — onHa u3
JIy4IIuX padoT B psimy ypOAHUCTUUECKUX
aHTUTE3 COLPEATUCTUIECKOMY WHIY-
CTPHAJILHOMY Teii3axy, K KOTOPBIM MOX-
Ho oTHectu «[opom ¢ pbiooii», «Houb»,
«Bytbutku, 6apaku u kpan Ne 2» (Myseit
uckycctB [xeitH Bypxuc 3ummepan).
«Jlyna u yepen» (1973) npomosxaer TeMy
vanitas — BEYHYIO TeMy TIPEBPaTHOCTU U
THIETHOCTH OBITHSI, BO3HUKIIYIO B paH-
HUX npousBeaeHusix PabunHa. 3pumblii
Te3UC memento mori MOCTUTACT 31€Ch
MOYTU HApPOYMTONM 3HAKOBOCTH, OTpa-
KEHHOH yke B camoMm HazBaHuu. Ctpe-
MJICHME TIpEBPaTUTh XYAOXECTBEHHOE
Mpou3BeicHNEe B 3HaK U, HA00OPOT, clie-
JIaTh OTpeNesIeHHBII Habop MaTepuaib-
HBIX YCJIOBHOCTEH 4esI0BEYEeCKOro Cylile-
CTBOBAaHMSI, TaKMX KaK IOYTOBBIC OT-
KPBITKU, TOPOXKXHBIC 3HAKU Y JOKYMEHTHI,
XyIOXKECTBEHHBIM TIPOM3BEICHUEM TTPH-
BEJIO K CO3/IaHUIO TIOM-apTOBCKUX padoT,
K YHCJTy KOTOPBIX IIPUHAIJICKUT U KapTHh-
Ha «OnuH py6sb» (1967). Ocobast TexHU-
Ka, KOTOpyl ucrnoyb3dyer PabuH, cme-
IIMBasi MacsHbIE KpackKu C IIECKOM,
nmpuaaeT U300pakeHWSIM TOUTH OCs3a-
eMyl0 00BbEMHOCTD.

WHnuBuayanpHOEe Kpemo MacTepa
(GOpMUPOBATIOCH B TBOPYECKOM COIPY-
KeCTBe, YCIIOBHO HasbiBaeMOM «JInaHo-
30BCKasl IIKOJIa», XOTSl TaKOil IIKOJIbI
C TOYKU 3PEHUST OIPENEICHHOM XyT0XKe-
CTBEHHOUW TpaIUIIMM HE CYIIECTBOBAJIO.
Bwmecte ¢ TeM PabuH, Kak HUKTO ApYroii,
CcyMell aKKyMyJIMpOBaTh B CBOEM TBOpUE-
CTBe OOINYyI0, e¢IBa YJOBUMYK WHTOHA-
LIWIO, CBSI3BIBAIOIIYIO ITO3TOB U XYITOXKHU -
KOB JIMAaHO30BCKOro Kpyra. Ilpeacras-
JeHrne o JIMaHO30BCKOI TpyrmIie Kak o
TBOPYECKOM COI03€ eTMHOMBIIIIEHHUKOB
BEpHO B OOJIbIIICH CTEMEHU JUIIb B KOH-
TEKCTe JIPYXECKMX W POACTBEHHBIX OT-
HOIIIEHUI, OOLIHOCTU MHUPOOIIYIIEHUH,
CBSI3BIBAIONINX XYIOXHHMKOB M TIOITOB,
o0beuHUBIIMXCS BOKpYr EBrenus Jleo-
HumoBr4a KponmuBHUAIIKOTO?,

IlepBasi BcTpeua Ockapa Pabuna
u EBrenuss KponuBHULIKOTO MpoU30IILIa
BO BpeMsI BOiTHBI, Korna PadbuH, erre mon-
POCTOK, He yeXaBIINil B 9BaKyaIlnio U3-3a
00JIe3HM MaTepu U BCKOPE OCHUPOTEB-
LW, Pl 3aIUCaThCs B XYI0KECTBEH-
HYIO CTyauio. «...B KakoM-To oObBsiBiE-
HUU s Tpoues, 4to B JloMe NMHMOHEpOB
OTKpbIBaeTCsl >KuMBomucHas ctyaus. Ilo-
IIeJI Tya. Y3Hall, UTO CTyIUeil pyKOBOIUT
Egrenuii Jleonunosuu KponuBHuuikui
M YTO 3aIMCAIOCh Tyla BCETro TpU YYEHH-
Ka. CTOJIbKO Xe 3aM1caioch 1 B MO3THYE-
CKYIO CEKIIMIO, KOTOPOIl pYKOBOIMJI TOXKE
EBrennii Jleonnmosuu»®. 1o cioBam 1mo-
sTa BceBonoga HekpacoBa, Bo3HuUKILIAs
MO3Xe M3 3TOT0 HEOOIBIIIOrO Kpyra 0JImn3-
KX TI0 IyXy Jioneii JInano3oBcKast TpyTi-
na «Oblla W He rpyrma, He MaHuecT,

E.JI.Kponusxuukuit
(1893-1978) 6b11 B CBOC
BPEMsl yBIICUCH HJICSMI
CepebpsiHoro Beka. Cpemm
€ro ipyseit u GIM3KuX
3HAKOMBIX OBLIH TO3T

1 NIePeBOJIYMK ApCeHHit
AJIbBIHT, aKTHBHO
MpONaraHAMpPOBABILIHIT
nos3uo 1.4 Annenckoro,
noat I0puit Bepxosckuit,
xypoxuuku [Tasen
Kysueuos, Podepr danbk,
Anexcanpip Tomnep. OnHako
nosxe Kponipruuxmii
OTKa3aJICsi OT YBJIEUEeHMIT
MonozocTu. B ero
T03THYECKHIT COOPHIK
BOLLTH TOJBKO
CTHXOTBOPEHNSI, CO3jJAHHBIC
nocne 1937 ropa.
XynoxkecTBeHHO®
oGpasosanne KpornmBHuikmit
nony4in B CTpOraHoBCKOM
YUHITHLLE, KOTOPOE OKOHUMII
B 1911 ropy.

w

Pabun O 5. Tpn Xu3nu.
Kuura BocnioMusanmii.
TMapisk—Hpio-Mopk, 1986.
C.11.

“ Tam xe. C. 55.

a JIeJlo XuTeiickoe, KOHKpeTHOe. XOTb
U OO0BENUHSJIO aBTOPOB, B KOHEYHOM
cyeTe, B YeM-TO CXOIIHBIX».

006 3TOM TBOPUYECKOM cOl03¢ OoJjiee
OMNpeNeJIEHHO MOXHO TOBOPUTb UMEHHO
C TOUKHU 3PEHUSI OOIIHOCTU TEM U MOITU-
4ecKoro s3bika. i XymoXHUKOB, KakK
U JUIS TIO3TOB, 3TO OBLI APYXECKU U
ceMmeitHblii Kpyr. CoOupasuch cHayaia
y KponuBHULIKOTO M €ro XeHbl XyI0X-
Hunbsl Onbru AHaHbeBHBI [loTamoBoii,
a 3ateM — y Ockapa PabuHa, nepecenuB-
merocst BMecte ¢ BaneHTuHoit Kponus-
HULKOW (mouyepbtio KpONMUBHUILIKOTO U
[MoranoBoii) B ObIBIIMI JarepHbiil Oa-
pak, pacroJjlaraBlUIMiAcsl HENoAajeKy OT
JKEJIe3HOMOPOXKHOU cTaHLMKU «JInaHo30-
BO». 31ech yacto ObiBasin Hukomait Beu-
ToMOB, Jluausg MacrtepkoBa, Branumup
Hemyxun, JleB KponuBHMLKUI, CBIH
EBrenus JleonumoBuua, mpuileadi c
BOIiHBI B 1945 roay v nomnaBuiuii B jarepst
B 1946-M.
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Ocxkap PabuH — eIUHCTBEHHBI, KTO
CIUIaBWJI B CBOEM HCKYCCTBE IOATHYE-
CKUI CIOXET U 9KCIPECCUBHYIO BbIpa3U-
TEJIbHOCTh, CBOMCTBEHHYIO XYIOXHUKAM
U TIO3TaM JIMaHO30BCKOTO Kpyra, CO3/1aB
TEM CaMbIM COOCTBEHHBII MHIUBUAYAJb-
HbIl 00pa3HbBIN S3bIK.

Kak v mosThl-7TMaHO30BI1bI, MaCTEP
BCerna roBopuf, YTo MUIIET TO, YTO BU-
JIAT BOKPYT. «S1 pucylo To, uTo BUXYy. S Xun
B Oapake, MHOTHE COBETCKWE TpaxkmaHe
TOXeE XWUIu B Oapakax, Ja U Ternepb XKu-
BYT... Ceituac s nepeexas B OJIOUHBINA JOM
U pUCYIO KBapTajbl OJIOYHBIX JOMOB,
KOTOpBIe MeHST OKpyxXaloT»*. KiroueBbiM
B 9TOM BBICKAa3bIBaHUU SIBJISIETCSI, MOXKa-
JIyii, CIOBO «BMXKY». XYIOXHHUK COBEp-
IIEHHO OCOOEHHBIM 00pa3oM yMeeT BU-
JIETh TTPOCTbIE ObITOBBIE MPEAMETHI.

[Ipuem npubaBaeHUsT JOMOTHUTEb-
HOTO CMBICTIAa K YBUIEHHOMY, MCIIOTBb30-
BaHHBIN elle BO BpeMs yueOnl y Kponus-
HMIIKOTO M TIpeoOpa3oBaHHBIN Mo31HEE,
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Tpu kpouuu. 1963
XodcT, Macio
89,5 x 109.5

I'Tr

Three Roofs. 1963
QOil on canvas
89.5 x 109.5 cm
Tretyakov Gallery
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Vera Golovina

Oscar Rabin
The Return

In Autumn 2008 the Tretyakov Gallery held an anniversary
solo exhibition of Oscar Rabin, as one of a series of shows
titled “The return of the master”, highlighting the work of
artists who were born, educated and came to fame in the USSR
but later left the country for different reasons.
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Ithough a long-time resident of
rance, as an artist Rabin has stayed
within the Russian tradition: confession
and moral self-laceration, contemplation
as the principle of thinking and a sharpness
of vision in the selection of objects to
image, as well as a faculty for profound
associations characterize him as an artist
who dedicated his art to reflections about
his homeland’s social drama as viewed
through the lens of his own life story.

The exhibition featured paintings
and graphic pieces from the collections of
the Tretyakov Gallery and Russian Muse-
um, the State Centre of Modern Art,
Moscow Museum of Modern Art, the
Museum of Private Collections, the Jane
Voorhees Zimmerli Art Museum (Rutgers
University, New Jersey), the Dina Vierny
Foundation (Maillol Museum, Paris), and
from private collections of Russian and
non-Russian collectors.

Despite his tireless resistance to the
doctrine of official art, the classic of non-
conformism Oscar Rabin opted for figura-
tive art.

An artist’s preference for a tradition
becomes determined first of all by that
artist’s personal likings, but the concept of
school too is very important in the forma-
tion of an individual style. Although
incomplete, Rabin’s training was in the
classic mould, first at the Riga Academy of
Arts (1944-1947) and then at Moscow’s
Surikov Institute (1948-1949).

Rabin belongs to the generation
whose adolescence and youth coincided
with the troubled years of World War II.
His contemporaries include artists, who
were exponents of several differently-ori-
ented trends formed in the post-war period
and symbolized for a majority of intellec-
tuals the uproarious years of Khrushchev’s
“Thaw”. In the West the art of the second
half of the 20th century is normally called
post-war art, which probably most aptly
reflects the essence of the world outlook of
the many artists whose art was taking
shape in the 1950s-1960s.

Rabin’s book “Three Lives”' narrates
the tragic events of the war period, the
experience of losing parents, homeless
wanderings, post-war life of penury,
hunger, desperation, and attempts at sui-
cide. Rabin’s literary style is marked by the
same intonations as his pictorial imagery.
The author does not force empathy on the
reader, but seems to be watching himself as
if from outside. This angle of view deepens
the reader’s awareness of the horror and
absurdity of the experience. Such distanc-
ing from reality in the depiction of most
ordinary objects and events became one of
the signature features of the artistic lan-
guage created by the artist.

Lamps, barracks, fish, postage
stamps, labels, coins, passports — all these
things that make up human environment
are elevated by Rabin to the plane of self-
contained iconographic narratives barely
fitting the confines of any single genre.
“Three Roofs” (1963) stands out as one of

the best urbanistic antipoles of socialist
realist industrial landscape, a group of
“antithetic” works to which “City with
Fish”, “Night”, “Bottles, Barracks and
Crane No. 2” (Jane Voorhees Zimmerli
Art Museum, New Jersey) can be said to
belong to. “Moon and Skull” (1973) elab-
orates on the theme of “vanitas” — the
never-fading theme of the changeability
and futility of existence, which dates back
to Rabin’s early pieces. The pictorial rep-
resentation of the “memento mori” thesis
reaches here a nearly ostentatious symbol-
ism reflected even in the title itself. The
propensity to turn artwork into symbols
and, conversely, to make a certain set of
material trappings of human existence,
such as postage stamps, road signs and
documents, into artwork gave rise to the
pop-art works, including the picture “One
Ruble” (1967). A special medium used by
Rabin — a mixture of oil paint and sand —
lends volume to his images, making them
nearly palpable.

The maestro’s personal credo was
formed in a fellowship of artists known as
the Lianozovo school, although that was
not a school in the traditional meaning.
And yet Rabin better than anyone could
accumulate in his art the common, barely
perceptible intonation shared by the poets
and artists of the Lianozovo circle. The
idea that the Lianozovo group was an
association of like-minded artists is true
mostly in the context of the ties of friend-
ship and in-law kinship and the commu-

ITuso

«Kronenbourg». 1978
Xomncer, macio. 70 x 80

COoBCTBEHHOCTD aBTOPA

The Beer
“Kronenbourg”. 1978
Oil on canvas

70 x 80 cm

Property of the artist
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nity of worldviews shared by the artists
and poets gathered around Yevgeny
Kropivnitsky?.

Rabin and Kropivnitsky first met
during the war, when Rabin, a teenager
who was not evacuated because of his
mother’s illness and became an orphan
soon after, decided to enroll at an art work-
shop. “...I saw an announcement that an
art workshop was opened at the Young
Pioneers Club. I went there. I learned that
the workshop was directed by Yevgeny
Leonidovich Kropivnitsky and only three
children enrolled. The poetry workshop,
also directed by Yevgeny Leonidovich, also
had only three enrollees.”® According to
the poet Vsevolod Nekrasov, the Lianozo-
vo group, which emerged later from this
close circle of kindred spirits, “was not a
group or a manifesto but a household
arrangement. Although ultimately the par-
ticipating artists shared something in com-
mon in their artwork as well.”

The Russian-language publication in 1986 was preceded by a
French translation: Oscar Rabine. Lartiste et les bulldozers. Etre
peintre en USSR. Paris, Editions Robert Laffont, 1981.

2 Kropivnitsky, Yevgeny (1893-1978) was once very fond of the
ideas of the Silver Age [of Russian culture]. His circle of friends
included the poet and translator Arseny Alving, an enthusiastic
champion of Innokenty Annensky's poetry, Yury Verkhovsky, the
artists Pavel Kuznetsov, Robert Falk, and Alexander Tyshler. Later,
however, Kropivnitsky lost interest in the subject of his youthful
enthusiasm. A collection of his poems included only verses created
after 1937. Kropivnitsky received an art training at the Stroganov
Art School, which he finished in 1911.

Rabin, Oscar. Three Lives. A book of memoir. Paris-New-York,
1986.p. 11
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This artistic alliance can be better
characterized precisely from the viewpoint
of a community of themes and poetic lan-
guage. For the artists and poets alike, it was
a circle of friends and relatives. At first the
meetings took place in the home of
Kropivnitsky and his wife the artist Olga
Ananievna Potapova, and later, in Oscar
Rabin’s home in a converted labour camp
barracks close to the Lianozovo railway
station, where he settled together with
Valentina Kropivnitskaya (the daughter of
Kropivnitsky and Potapova). Their home
was frequented by Nikolai Vechtomoy,
Lidya Masterkova, Vladimir Nemukhin,
and Lev Kropivnitsky, Yevgeny Leo-
nidovich’s son who returned from the war
in 1945 and was sent to the Gulag in 1946.

Oscar Rabin was the only one to
develop an individual style blending
together a poetic narrative and pointed
expressiveness characteristic of the Lia-
nozovo artists and poets.

Just like the Lianozovo poets, Rabin
has always said that he depicts what he sees
around him. “I depict what I see. I lived in
a barrack — many Soviet people lived in
barracks, many live in them even now ...
Recently I moved to a standard apartment
block and now portray the neighborhoods
consisting of apartment blocks around
me.”* The phrase “I see” is perhaps the
key in this statement. The artist can see the
most ordinary household objects through a
very special lens.

A technique of adding a meaning to
the things seen, which Rabin used when he
was still Kropivnitsky’s student and which
he later modified, became a feature of his
special style. In the mature works such as
“Nemukhin’s Samovar” (1964) and
“Glezer’s Primus” (1968) this style was

62
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brought to perfection. The artist does not
create portraits of his friends or ordinary
still-lifes. In Rabin’s works, the self-por-
traits and people’s images are only an
accessory evidence of their existence, cap-
tured in photographs and documents or
imprinted on postage stamps, playing
cards and road signs. The hardships of
post-war homeless wanderings were
impressed on Rabin’s mind as recollec-
tions of a world with certain conventions, a
world where a document can be more
important than the person, and in order to
escape obliteration from the face of the
earth, one has to authenticate one’s exis-
tence with a passport. The strength of this
“conditional” unfreedom is such that you
need a visa even to a graveyard®. Although
Rabin's works are free from ostentatious
social criticism typical of invective, they
were often perceived by his contempo-
raries as a slander against reality, or were
seen as a social protest, which was to some
extent one of the rules in the fine tug-of-
war between the artists and the authorities.

On his way to an individual style,
Rabin reached a crucial junction when he
wanted to participate in an exhibition held
at the International Youth Festival in 1957.
The artist’s works were rejected at a first
round of selection, and at a second round as
well, but provoked a lively reaction among
the jurors. Finally only one Rabin’s pieces
was selected for the show — a picture of a
modest bunch of field flowers, executed in
the little known technique of mono-typing.

Op.cit., p.55.
® »Visato Graveyard™: the title of paintings created in 1994 and 2004.

6 Rabin, Oscar. Three Lives. A book of memoir. Paris-New-York,
1986. p.168.
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Ypa-2.1991
Xorct, Macio,
CMEIIaHHas1 TEXHUKaA

130 x 195
rr

Hurray-2.1991

Oil, mixed media

on canvas. 135 x 195 cm
Tretyakov Gallery

The artist was rewarded for the piece with
an honorary diploma, which soon enabled
him to quit a hard job as a foreman at the
Severnaya waterworks and find a job at a
design workshop already employing Nikolai
Vechtomov, Vladimir Nemukhin and Lev
Kropivnitsky. For the first time in his life
Rabin had a chance to earn his living with a
brush and a pencil and to actively partici-
pate in the ebullient cultural activities of the
artists. That was during the most politically
relaxed period of Khrushchev’s “Thaw”.

A desire to secure a wider audience
than the small circle of associates and
fans, and not just for himself but for kin-
dred artists as well, made Rabin open the
door of his barracks to every member of
the interested public in 1958. Informal
recognition (the “reception days” in
Lianozovo were a huge success) was
replaced by the wrath of officialdom. In
1960 the “Moscovsky Komsomolets”
newspaper ran an article by R. Karpel
“Priests of the scrap yard No. 8.” In 1974
the exhibition — later known as “Bulldoz-
er exhibition” — organized by Rabin
ended up in a scandal. The authorities’
attempt to tame such inconvenient artists
forced many of them to leave Russia.

In 1978 the artist together with his
family went to France on a tourist visa.
That journey turned into an enforced
exile. Six months later Rabin was stripped
of his Soviet citizenship, and it was not
until 2006 that he was issued a Russian
passport.

In France Rabin created a series of
iconographic works that were conceived
while still in Russia but have a different
emotional tonality. “The Russia-themed
pictures that I sometimes paint even now
are not nostalgic. These are pictures-cum-
recollections — just a memory about the
past. For no matter what sort of past it was,
you cannot erase it from your heart.”®

The main visual components in
Rabin’s artwork are shaped in line with the
principles of expressionist aesthetics. His
art within the context of post-modernism
appears as a rare version of post-expres-
sionism, one which emphasizes not just a
manifesto of subjectivism but also its
objectification. His subjective vision can
afford to an attentive viewer a glimpse of
the world of scores of people living after
World War II, who, although having sur-
vived, seemed to have gone out of exis-
tence, located outside the boundaries of
the allowed reality.

Oscar Rabin’s works occupied a well-
deserved place in the rooms of the Krym-
sky Val halls of the Tretyakov Gallery,
where a new exhibition of 20th-century art
was installed in 2007. A display of the non-
conformist artist’s works side by side with
the paintings of the Soviet masters
approved by officialdom is bound to con-
vince the audiences that Rabin’s art is a
part of the cultural legacy of 20th-century
Russian art, a fragment without which any
objective picture of the time would be
incomplete.

CTaJl 9acThl0 WHIMBUIYATHHOTO MeETO/Ia
Pabuna. B 3penbix mpousBeaeHUsIX OH
MPOSIBIIEH C 0COOBIM MAacTepCTBOM B Ta-
KUX paborax, kak «CamoBap HemyxuHa»
(1964) u «Ilpumyc Inesepa» (1968). Xy-
MOXHUK HE CcO3IaeT MOPTPETOB CBOMX
Ipy3eii U He TUIIET TTPOCTO HATIOPMOP-
TOB. ABTOMOPTPETHl W M300pakeHUS
JIIOJICH TIOSIBJISIIOTCST B XY/IOXKECTBEHHOM
MPOCTPAHCTBE €r0 TOJOTEH TOJBKO KakK
BTOPUYHBIE CBUIECTEIBCTBA UX CYIIECTBO-
BaHUs, 3anevyaTyieHHble B ¢hoTorpadusix,
JMIOKYMEHTaX WJIM OIpaBJIeHHbIE B TTOUTO-
BbIe MapKM, UTPAJIbHbIC KapThl U JOPOX-
HbIE 3HAKH.

s PabuHa TATOTbI MOCIEBOEHHbBIX
CKWTaHMI1 3areyvariiesiich B BOCTIOMUHA-
HUSIX O MUpe, TIe CYIIECTBYIOT OIpele-
JIEHHBIC YCJIOBHOCTH, TII€ JTOKYMEHT MO-
JKET OKa3aThCsl BaXkKHee 4YejoBeKa W JUIst
TOTO, YTOOBI HE MCUE3HYTh, HEOOXOIUMO
3aCBUIETEICTBOBATh CBOE CYIIECTBOBA-
Hue macnoptoM. Cusia 3TON «yCJTOBHOI»
HeCcBOOOIBI TAKOBA, YTO JaXKe Ha KJIaa0u-
me HeoOxomuMa Bu3a®. HecMotpst Ha TO,
4yTO B MNpou3sBeaeHUsiXx PabuHa He 4yB-
CTBYETCS HapOYMTOTO COILMAIBHOIO IIa-
doca, mpucyIIero BEICKa3bIBAHUIO OT JTU-
I1a HEKOero OOJIMYUTENsI, OHU 3a4acTylo
BOCIIPUHUMATUCh COBPEMEHHMKAMM KakK
OYECPHUTETLCTBO ACUCTBUTEILHOCTH JTUOO
3BYYaIM KaK COIMAJBHBIN IPOTECT, YTO
OTYacTu ObLIO YCJIOBMEM TOHKOW MIPBI
3aTeSTHHOM XyIOKHUKAMM U BJIACThIO.

K peraromiemy 1mary B OBJIaAeHUU
COOCTBEHHOM Xy10>KECTBEHHOMN CTUJIMCTH -
Koii PabuHa MOATONKHYJIO XelaHue yda-
CTBOBaTh B BBICTaBKE, IMPOXOIMBIICH B
pamkax BcemupHoro dectuBaist Moone-
kU B 1957 rony. Ha nmepBom ot6ope padboT
XYIOXHUK TIOTepTie] Heyaady, BTopas
TTOTBITKA TAKKE HE TMPUHECIA OXKIIaeMbIX
pe3y/abTaToOB, OMHAKO IpeACTaBICHHbIE

KapTUHBI BBI3BAIN XKUBYIO PEAKIINIO WJie-
HOB Xiopu. B utore Ha BbICTaBKY NPUHSIIU
JIMIIbL OfHY paboTy PabuHa ¢ uzoOpaxe-
HHEM CKPOMHOTO OYKeTHKa TTOJIEBhIX 1[Be-
TOB, BBHIMOJHEHHYIO B MajiO0 M3BECTHOM
TeXHUKE MOHOTUTNU. XyIOXKHUK TOTYyYUIT
3a Hee TOYETHBIM IUTUTOM, Oiaromapst
KOTOPOMY €My BCKOpE YIaloCh, OCTaBUB
TSKEJYI0 paboTy AecsiTHUKa Ha CeBepHOI
BOJIOTIPOBOIHON CTaHIIWU, YCTPOUTHLCS Ha
JlekopaTuBHO-0(OPMUTETBLCKUI KOMOU-
HaT, rae yxe padoranu Hukonait Beuro-
moB, Brnamumup Hemyxun u JleB Kpo-
nuBHULIKUHI. BriepBeie B xku3Hu y Padbuna
MOSIBWJIACH BO3MOXKHOCTH 3apabaThiBaTh
Ha xJ1e0 ¢ MOMOILBIO0 KUCTU M KapaHaala
W aKTUBHO BKITIOYWUTHCSI B KWIIEBIIYIO B
XyIOXECTBEHHBIX Kpyrax KYJIbTYPHYIO
XKU3Hb. DTO ObLIO BpeMs HaMOOJIbIINX
CONLMAIbHBIX TTOCIA0JIeHUI XPYIIEBCKOM
«OTTETIeNN».

CrpemileHre BBIPBAThCS U3 y3KOTO
Kpyra eIMHOMBIIIJIEHHUKOB U TOYUTaTe-
JIel ¥ pacIiipuTh ayTUTOPUIO HE TOIBKO
Ut ce0sT, HO W IUIST OJM3KUX TI0 IyXY
XyIOXKHUKOB mooyawio Ockapa PabuHa
B Mae 1958 roma OTKpBITH ABEPU CBOETO
Oapaka mis Bcex enatomux. Heodu-
[MaJIbHOE TIPU3HaHUE («ITPUEMHBIE THU»
B JIMaHO30Be MMEIM OTPOMHBIN YCTIeX)
CMEHUJIOCh O(ULINATTBHON HEMWJIOCTBIO.
B 1960 roxy B razere «MOCKOBCKMIT KOM-
comoutell» mnosiBuwiach craths P.Kapresnb
«XKpeuns! momoiiku Ne 8». B 1974 romy
3aKOHYWIACHh CKaH/IaJIOM OpTaHW30BaH-
Hasl 1o nHuLmatuBe Pabuna «bynbnosep-
Hasl BbICTaBKa». [lombiTKa BracTeit B3ATh
MO/ KOHTPOJIb «HEYJTOOHBIX» XYIOXHU-
KOB BBIHYXIaJla MHOTHX M3 HUX TTOKUIATh
Poccuio.

B 1978 romy Pabun BmecTe ¢ cembeit
yexasl 1o rocteBoii Bu3e Bo DpaHimio.
DTO MyTelIecCTBUE CTAJO0 AHSI HEro BbI-

Busza na kaaobue.
Pere Lachaise. 2006
Xoret, Macio. 88 x 170

CoGCTBEHHOCTD aBTOPA

Visa to Graveyard.
Pere Lachaise. 2006
Oil on canvas

88 x 170 cm

Property of the artist

5 «Bu3a Ha KIaj10MILe» —
HA3BAHHE KUBOINCHBIX
pabor 1994 u 2004 rojos.

Pabun O 5. Tpn xu3nm.
Kuura BocrioMuHanmii.
TMapisk—Hpio-Mopk, 1986.
C. 168.

TPETBAKO!

BCKASA FAINEPES

BbICTABKWN

HYXJIEHHOU sMuUTrpamnuei, moes3akon B
onuH koHell. Ilo ucrteyeHMM mnoayrona
XYIOXXHUK OBLT JIUIIIEH COBETCKOTO TPaXK-
naHcTBa. Jluibs B 2006 rogy eMy BbIaIN
POCCUICKMUI MacHopT.

Co3snaHHble Bo ®paHiuyu paboThl —
Pl MKOHOTpa(hUUECKUX CIOXKETOB, BO3-
HUKIIMX eue B Poccun, HO okpalleH-
HbIX MHBIM BMOLIMOHATbHBIM 3ByYaHUEM.
«KapTuHbl Ha pyccKue TeMbl, KOTOpBIC
WHOT/A 51 MUIIY U ceiuac — He HOCTallb-
rusi. DTU KapTUHBI-BOCIIOMUHAHUS —
MPOCTO TaMsTh O mpouuioM. Beaw ero,
KakuM Obl OHO HU ObLIO, M3 cepilia He
BBIKMHEIIIb»®,

OCHOBHBIE M300pa3uTeIbHbIE Clla-
raeMble XyJIOKECTBEHHOTO ITPOCTPAHCT-
Ba PabunHa BbICTpOEHBI MO MNPUHLU-
1aM 3KCIPECCUOHUCTCKOM acTeTuKu. Ero
TBOPYECTBO B KOHTEKCTE UCKYCCTBA MOCT-
MOJepHa TIpeICTaeT PEIKOoil Bepcueit
MOCTIKCIPECCUOHU3MA C aKIEHTOM He
MPOCTO Ha MaHudecTe CyObEeKTUBHOTO,
HO Ha ero o0bekTUBU3alMU. Ero cyonek-
TUBHOE BUJICHHWE CITOCOOHO MPUOTKPHITH
BHUMATEJIbHOMY 3PUTENI0 MUP MHOXe-
cTBa Jioneit, xusiiux after the Second
World War, XOTs1 1 BBIKMBIINX, HO CJIOBHO
Obl y>X€ UM HE CYIIECTBYIOLIUX, OOUTal0-
IIMX 3a IIpeaejamMM JTO3BOJICHHOW neii-
CTBUTCITLHOCTH.

Paborel Ockapa PabuHa 3aHsiin
JIOCTOMHOE MECTO B 3a1aX TpeThbsIKOBCKOM
rasiepen Ha Kpeimckom Bany, rme B 2007
rofly OTKpbLJIach HOBasl 3KCIO3ULIUST UC-
kycctBa XX Beka. CocelcTBO Tpou3Be-
JNIEHUI XyIOXHMKa-HOHKOH(MOpMHCTA C
IMOJIOTHAMHM O(GULMATBHBIX COBETCKUX
MacTepoB yOexkIaeT 3puTelis B TOM, YTO
€ro TBOPYECTBO SIBJIIETCS YacTblO KYJIb-
TYpHOTO HaCJIeIUsl OTEYECTBEHHOTO MC-
KycctBa XX Beka, 0e3 KOTopoii oOruast
KapTHHAa BpeMeHM Obl1a Obl HETIOJHOM.
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