16 ¢espansn 6 Pume 6 pamxax [ooa Poccuu 6 Umaauu omxpoiaaco, Macumabras 8blCmasKka
Nnpou36eOeHUll KAACCUKA CO8EMCK020 UCKyccmea Aaexcanopa [l eiineku, ube Hacaeoue cmano
ABNCHUEM MUPOBOUL XYOOIECMBEHHOI KYAbMYPbL.
Buumanuro uumameaneii npeoagzaemca cmamva U36eCMH020 UCKYccmeoseoa Muxauaa
Jlazapesa, 8 KOmopoli OH 8bipaxcaem 80K NOUUUIO U Oden OMAULAIOUYIOCA OM 00Wenpu-
HAMOIL OUEHKY MBOPYECMBA 8eAUKO0 MACMePd.

Muxaua Jlazapes

AJTEKCAH/IP TIEMHEKA:

Aunekcanp AnekcanjapoBnu JleiilHeka — yHUKalbHas gurypa
PYCCKOW XYIOKECTBEHHOW KYNBTYypbl XX CTOJIETHS, aKTUBHBIN
YYaCTHMK €€ JpamMaTU4eCKUX KOJUIM3UI, — ObI Ha MNEPBBIX
nopax OMM30K K MOJIEPHU3MY, HO BITOCJIE[ICTBUU CTAJI OTHUM U3
CTOJINOB COLMAIMCTUYECKOr0 peam3ma. [lefiHeka mpouest Kak
MUHVMMYM TPY COBEPLUEHHO Pa3HbIX CTWJIMCTAYECKUX MEPUOAA:
1920-¢e roabl, 1930-e 1 1940-1960-¢. [1eficCTBUTETLHOCTD VK-
TOBAJIa eMy (KaK U MHOTMM) CBOM >KECTOKHE NpaBUIIa, HO, MO-
Ky, HUKTO APYTrOfl TaK Pe3KO HE MEHSJ MOJSIPHOCTh CBOETO

Ha cmpoiike
Hoeblx Uexos. 1926
XoncT, Macyo

213 x 201

I'Tr

Building New
Industrial Plants. 1926
Oil on canvas

213 x 201 cm

Tretyakov Gallery

TBOPYECTBA.

B OCIIOMUHAHMUS O XYJIOXHUKE Pa3HO-
peuuBbl. Ero yueHuk no CypukoB-
ckomy uHctuTyTy Hukonait Epblines nu-
cal: «A.A.JleiiHeka, Kak aymaro ceityac,
ObLT 327I0KHUKOM CUCTEMBI, OYTy4U Yesio-
BEKOM HEBEPOSITHO OJapPEHHBbIM U, TJIaB-
HOE, UyBCTBYIOLIMM BPEMSI, OH PEIIWII 3a-
MaxHYTbCSl Ha CO3JJaHUE HOBOTO, COBET-
CKOTO CTHUJISI UCKYCCTBA... OCHOBAHHOTO
Ha KYJIBTE 3[0pPOBbs, CIIOPTA, TPyla U HA
HX OCHOBE — HOBOU XXM3HU, HOBOI CEMbHU,
HOBOro obpasza XuzHu <...> AJeKcaHIp
Anekcannposud JlefiHeka ObUT JIMAEPOM.
Hu Ha Kakyo Ipyryio pojib OH He ObLI CO-
rinaceH. JlefiHeKy uiv OOTOTBOPWIN, WIN
TEpIIeTh He MOTJIN» .

W Hble MTHTOHALIMU 3BYYaT B BOCITO-
MUHaHUSX UCKYCCTBOBea AHnpes Yerona-
eBa: «f 3Han [leliHeKy MHOTO JIET U OUY€Hb
0m3Kko. 711 MeHST OH ObLT MHOIA: YeJIOBEK
HEXXHBIV U TOHKW, 3aCTEHYUBBIN U JIETKO-
PAaHUMBII, HE CKJIOHHBII K pPOMaHTUYeC-
KUM CJIOBaM, HO, 10 CYLIECTBY, POMaHTUK,
YeJIOBEK, MBICIAIIMNA OOJBIIMMU KaTe-
TOPUSMU U TOHATUSMU U B TO K€ BpeMs
YMEBILINI 3aMBIKAThCS B CAMOW KAMEPHOM
JIUPUKE»Z,

B nutepatype 06 ucKyccTBe TBOpUE-
CTBO XYJOXHMKA TTPUOOPENIO YePThI €CIIU
HE CaKpaJIbHOCTU, TO KAKOTO-TO aOCOJIOT-
HOro coBeplileHcTBa. Ero nepenanbi u3 on-
HOTO COCTOSIHUSL B IPYTO€ MPENOAHOCST-

csI KaK 3aKOHOMepHasi 3Bojronus. [eit-
HeKa JIeMCTBUTEIHHO ObLT OOJTBIITNM Mac-
tepoMm. [laxke B paboTax 1940—1950-x ro-
JIOB, OTHLTU(MOBAB «CTUJIb COLIpeaTU3Ma»
0 TIOJTHOTO COOTBETCTBUSI KPUTEPUSIM
«TTAPTUIHOCTU U HAPOITHOCTU» , XYIOKHUK
JOBEJT ero TOYTH JO0 COOTBETCTBYIOIIETO
«uieana» U TeM CaMbIM J0 COCTOSTHUS a0-
CypZa B CWJTY MCUEPITBIBAOIIe 0003HAUCH-
HBIX IMMAaHEHTHBIX COIPeaTu3My KaueCTB.
Ho u B 3TOM cKa3biBasica TanaHT JleiiHe-
KU, CIIOCOOHOCTDh HAUTH TSI UCKOMOIA 3a-
Jadu HyXXHOe pelieHue. BakHee npyroe:
OH OBUT XyTO>)KHUKOM YHUBEPCAJILHOTO J1a-
POBaHUsI, OMHOU U3 3Be311 TIEPBOIA BeJTMUM-
Hbl 1920-X ronos, npexie Bcero Kak cMe-
JIBII 9KCIIEPUMEHTATOP.

Cosnannbie [leitHekolt Mmuguyeckue
ropoja, TOJTHEIe «CBeTa U BO3ayXa» (JTo-
oumast hopMyJia KOHCTPYKTUBUCTOB), Ha-
CeJICHBI BBICTPOSHHBIMU B KOJIOHHBI U JIPY-
JKHO MapIIpYIONIMMU HAPOTHBIMUA Mac-
camu. OHM OPTaHM30BaHHO 3aHUMAIOTCS
CTIOPTOM ¥ TIPUBEPXKEHBI KYJIBTY 3[I0POBbSI,
YTOOBI POXIATH OOAPBIX U KU3HEPATOCT-
HBIX CTPOUTEJIEH COIMaU3Ma. XYTOXKHIK
XOTeJT OBITh OPaKyJIOM, TIPEICKa3aB CBONM
TBOPYECTBOM CUACTIIMBOE OyyIiiee, OMHa-
KO 0Ka3aJIcsl TN POMaHTUIECKUM MeU-
TaTeseM. B 11es1oM B eTo MCKYyCCTBE MpOoII-
Jloe TeperieTaercd ¢ OyayluM. YTOMU-
Yeckue TPoeKThl JleiiHeKn co3maBaiunch

! Epvuues H. benbie
rycu Ha Gesiom CHery.
Opendypr, 2006. C. 27.

2 Yez00aes A. Anekcanjp
[eitneka // MckyccTBO
CoBeTCKOro CoH3a.

M., 1984.C. 41.
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The “Year of Russia in Italy” opened on February 16 in Rome with a major exhibition of the
classic of Soviet art Alexander Deineka, whose oeuvre has become a part of the international
cultural legacy.

In this issue we publish an article in which the famous art scholar Mikhail Lazarev offers an

! Yeryshev, Nikolai. White
Geese on White Snow.
Orenburg, 2006. P. 27.

2 Chegodaev, Andrei.
“Alexander Deineka”.
In: “Art in the Soviet
Union”. Moscow, 1984.
P.41.

assessment of the great master’s artwork that differs from the prevailing one.

Mikhail Lazarev

ALEXANDER DEINEKA:
THE ARTIST THROUGH TIME

A unique figure in 20th-century Russian culture who played an
active role at moments when this culture was going through
dramatic changes, Alexander Deineka experimented with mod-
ernism in his young years, before later becoming one of the
cornerstones of Socialist Realism.

In terms of his style, Deineka experienced at least three trans-
formations: in the 1920s, in the 1930s and in the 1940s-1960s.
Reality set out for him (as for others) its cruel rules, but he was
probably the only artist to have made such radical shifts in his

work.

hose memoirs that exist about him tell

different stories. His fellow student at
the Surikov Institute Nikolai Yeryshev
recalled: “Deineka, as I see it now, was a
hostage of the [political] systems; as a per-
son incredibly gifted and, most important-
ly, sensitive to the spirit of the times, he was
driven by an ambition to create a new,
Soviet style of art ... based on the cult of
health, sport, labour and what followed
from it — a new life, new family, new way
of life. <...> Alexander Alexandrovich
Deineka was a leader. He could not see
himself as anything other than that.
Deineka was either revered or loathed.”’

The art scholar Andrei Chegodaev
had different memories to share: “I knew
Deineka for many years, very closely. For
me he was different: a soft-mannered and
cultivated person, shy and thin-skinned,
with little taste for romantic words but a
romantic to the core of his being, a person
whose mind employed grand categories
and ideas but who at the same time was
able to lock himself up in a most intimate
lyricism.”?

In art publications Deineka’s oeuvre
has been treated, if not as a sacred cow,
then as a paragon of perfection. His shifts
from one stylistic mode into another are
taken as a natural evolution. He was
indeed a great master; even in his works of
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the 1940s-1950s, having polished up his
Socialist Realist style to a state of full con-
formity with the standards of “the spirit of
the Party and connection to the masses”,
the artist elevated this style to a nearly
“ideal” level and, because the qualities
inherent in Socialist Realism were imaged
so exhaustively, to the point of absurdity.
Yet, even this was a manifestation of his
ability to find a fitting solution for a prob-
lem. What is more important is that
Deineka was a universally gifted artist and
remains one of the brightest luminaries of
the 1920s, most of all on account of his
bold experimentation.

The myth of his creation features
cities full of “light and air” (the Construc-
tivists’ favourite image) filled with the
masses lined up in files and marching in
step. The same people take up sports en
masse and are devotees of the cult of
health, which Deineka relentlessly pro-
moted to ensure that the masses procreate
spry and cheerful builders of socialism.
The artist wanted to be an oracle predict-
ing in his art a happy future, but in fact he
turned out to be only a romantic dreamer.
Overall, his art lies at the intersection of
the future and the past, and his utopian
projects were being carried out at a time
when the masses lived in misery and
uncertainty. Deineka confused great

B [lonbacce. 1925

PucyHOK ju1st 06510KKH

JKypHana «Y CTaHKa»
Bymara, unauiickas
TYILb, Iyalllb

29,7 x 288

ITr

Donbass. 1925
Drawing for

the magazine
“Labourer”

(U Stanka)

Indian ink, gouache
on paper

29.7 x 28.8 cm
Tretyakov Gallery
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poverty and heroic feats, depicting women
hauling unwieldy wheel-barrows and
forced to put on a cheerful smile toiling
away at the construction of new industrial
plants.

In 1921 Deineka finished Kharkov
Art College after he studied in Kursk from
1916 to 1917. Then Deineka was admitted
to Vkhutemas (the Art and Crafts Training
Workshops) in Moscow. There, the teach-
ers’ very diverse views on art defined great-
ly varied educational methods. Deineka
chose the workshop of the head of the
department of graphics and printing arts,
Vladimir Favorsky, as his professor: both a
theoretician and a practitioner, Favorsky
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had studied in Munich — first at the
famous Simon Holldsy school, then,
majoring in philosophy, at a local universi-
ty — and went on to round off his educa-
tion in art studies at Moscow University.
That time witnessed the great popularity of
the theoretical concepts of an exponent of
the formal school in art scholarship, Adolf
von Hildebrand. His book “The Problem
of Form in Painting and Sculpture”, trans-
lated by Favorsky and Nikolai Rosenfeld,
was published in Russia in 1914. Favorsky
incorporated into his theory of composi-
tion several definitions and tenets laid out
in the book. Under Hildebrand’s influ-
ence, Favorsky, who believed that space
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was the primary characteristic of an artistic
image, and that world outlook was space
outlook, put at the centre of his theory and
practice the problem of the relation
between plane and space. At Vkhutemas he
lectured on the theory of composition.
Deineka assimilated Favorsky’s theoretical
principles, which became for him a refer-
ence point in his artistic explorations. In
this respect he was a rare breed among
Soviet artists because he constructed com-
position relying on a theoretical founda-
tion, not empirically or emulating some
classic examples. In his writings, Deineka
more than once argued that artists in their
work should link theory to practice.

Ilepeo cnyckom
6 waxmy. 1925
XoincT, Macao
248 x 210

I'Tr

Before Going Down
a Mine. 1925

Qil on canvas

248 x 210 cm
Tretyakov Gallery

Ha (oHEe peabHOI MAcCOBOW HUILETHI
U BCEHApOIHOW HEYCTPOSHHOCTU. XYIOXK-
HUK TIyTaJl CTPAlTHYIO HYXIY W TIOJIBWT,
M300paast KeHIIUH, BOJIOKYIITNX HETIOb-
€MHBIE TaYK! W BBIHYKIIEHHBIX C PaJIOCT-
HBIMU YJBIOKAMU BBITIOJHSTD TSKEJTbIe
paboTHI HA CTPOITKE HOBBIX IIEXOB.

B 1921 romy, monyunB niepBOHAYATb-
Hoe obpazoBaHue B Kypckom mmepBom BbIC-
1IeM HavYaJTbHOM YYMIJTUIIE U B XapbKOB-
CKOM XyIOXeCTBeHHOM yunuiie (1916—
1917), etineka 66Ut mpuHAT Bo Bxyremac,
IJe Ype3BhYAiiHO pa3HOOOpa3HbIE TPO-
1IECChI OOYUEHUST 3aBUCEITN OT CaMbIX pa3-
HBIX TBOPYECKUX BO33pPEHUI TperonaBa-
Teseir. OH BBIOpAT MAaCTEPCKYIO TEOPETH -
Ka U TpaKTHUKa, 3aBeIyIoniero Kadenpoi
rpacduku v monurpaduu Branumupa Pa-
BOPCKOTO, KOTOPBIN YIWIICS B U3BECTHOU
mikoje [lumona Xosnomu B MioHxeHe,
TaM e B YHUBEPCUTETe M3ydal (uiroco-
uto, ciryuian IeKiuu 1o uckycctpy Kapia
Doyt ¥ 3aBePIINIT UCKYCCTBOBEIUECKOE
obpazoBaHre B MOCKOBCKOM YHUBEPCH-
TeTe. BoJbIIoit TOyYJISIPHOCTHIO TTOJTB30-
BaJIMCh TOT/Ia TEOPETHUUECKIE KOHIIETIIUN
TpencTaBuTeNst hOPMaTbHOM IIKOJTBI UC-
KyccTBO3HaHUs Anosibda [nabaedpanara.
Ero xknura «[1pob6isema dhopmbl B u3o0pa-
3UTETbHOM UCKYCCTBe» Oblia m3naHa B Poc-
cuu B 1914 rony B mepeBoae Bramumupa

®aBopckoro u Hukomas Posendenpna.
Psin TepMUHOB ¥ TTOCTYIATOB 13 3TO# pabo-
THI BOIIJTY B TeOpUI0 KomMmo3uimu Pasop-
CKOTO, CUMTABIIIETO TIPOCTPAHCTBO TMEPBUY -
HOU XapaKTepUCTUKOM XyT0KECTBEHHOTO
obpa3a, a MUpOTIOHMMaHUe — TPOCTpaH-
cTBonoHuManueM. Bo Bxyremace oH uu-
TaJl «TeOPUI0 KOMITO3UIINN». YCBOSHHBIE
Teopuu cTau st J{eitHeKu pyKOBOJICTBOM
B TBOPUECKMX TIOMCKaX. BeicTpamBast ap-
XUTEKTOHWKY CBOVX TIPOU3BEICHUI Ha Te-
OpPETUIECKOI OCHOBE, a HE SMITUPUIECKU
U He B TIoJIpaXkaHre KaKUM-TO KJlacCuiec-
KUM 00pa3iiaM, OH ObUT PeIKUM SIBJICHUEM
Ccpeny COBETCKMX XYMOXHUKOB. B cBOMX
JINTEPATYPHBIX TIpon3BeneHusIX JleitHeka
He pa3 yKa3bIBaJl Ha HE0OXOIUMOCTD CBSI-
31 TEOPUHU C TIPAKTUKOU.

BecHoit 1924 rona B MOCKBe OTKPBI-
Jlach BOIIEAINass B WCTOPUIO MUPOBOI
KynbTypHI «[lepBast mcKyccMOHHAsT BBIC-
TaBKa OOBEIWHEHUIl aKTUBHOTO pPEBO-
JTIIOITMOHHOTO MCKYcCcTBa». Cpemu Xymox-
HUKOB CaMbIX Pa3HBIX paJINKaTbHBIX Ha-
TIPaBJICHWI BBICTABIISUIOCH «O0beIMHEHIE
TpeX», COCTOSIBIIIEE U3 CTYAEHTOB TOJIH-
rpaduueckoro ¢akynsrera Bxyremaca
Anppest [oHuaposa, Anekcanapa JleliHeku

% Manosa T.B. O6nepmuenme Tpex // Pycckoe uckycerso. XX Bek:
Hccnenosanmst n myGmkamun. M., 2008. C. 284.

Hemoncmpayus. 1928
Bymara, unauniickast
TyIllb, YePHUIIA, KUCTh
38,9 x 299

I'Tr

Demonstration. 1928
Indian ink, ink, brush
on paper

389 %299 cm
Tretyakov Gallery

bespabommoie

Ha 3anaoe. 1929
Bymara, akBapeJb
39,8 x 29,1

I'Tr

Jobless in the
Capitalist World. 1929
Watercolour on paper
39.8 x29.1 cm
Tretyakov Gallery

TOYKA BPEHNA

u Opus [Mumenosa. OHM IKCTIOHUPOBA-
JIA TIeYaTHYIO rpaduKy, B TOM YUCIIe KHU-
SKHYIO 1 3KyPHAJTbHYIO WITIOCTPAITUIO, YK~
BOTMCHBIE U TpadhruecKre CTAaHKOBBIE pa-
0OTBI, MAaKeThl TeaTPabHBIX JeKOpaIUii
U 9CKU3BI KOCTIOMOB K CITeKTakJIsiM. Kpu-
THUKa oxapaKTepu3oBayia paboTsl «O0be-
MUHEHUS TPeX» KaK «IKCIPECCUOHUCTH-
yeckuii ypbaHusm». [leiiHeka, B 4aCTHO-
CTH, IEMOHCTPUPOBAT KapTUHBI «DyT607»
u «JIse duryps» (1923). «KusommcHoe
mosotHoO “@yTt60n” 1924 Toma, — mUIIET
TatbsiHa MasnoBa, — cBO€0Opa3HbIil MaHU-
decT HOBOTO OOBEIUHEHUSI»>,

B 1925 romy [eiiHeka TOKWHYI
BxyTtemac, He MOXIABIIVCH TOTYYEHUS
UATIIOMA.

TBopueckas HanpapaeHHOCTb «O0be-
MUHEHUST TPexX» BO MHOTOM ITOCITyXKWJia
cozmanuio O6IIecTBa CTAHKOBUACTOB. DTO
OBIJIO caMOe TIPOTPECCUBHOE XYHTOXKECT-
BeHHOe 00beauHeHne 1920-x romos, co-
CTOSIBIIIEE M3 MOJIOZIBIX XYOKHUKOB, BUE-
paIIHUX CTYICHTOB, YTO CKa3aJI0Ch Ha CO-
nepxanuu ycrasa — «IInatrdopmer» OCTa.
B Hem cpenu mpyrux 3HAYWINCH CIIEAYIO-
e «IMHUW»: PEBOJIIOIIMOHHAST COBpE-
MEHHOCTb U SICHOCTb B BBIOOpE CIOXETA;
cTpeMJIeHUe K aOCOIOTHOMY MacTepCTBY
B 00JIACTH TIPENIMETHOUW CTAHKOBOW KU-
BOITMCH, PUCYHKA, CKYJIBITTYPHI B TTPOLIEC-
ce JabHenIero pa3BuTust (hopMaTbHBIX
TOCTUXKEHUI TIOCTIETHUX JIET; CTpEeMJICHUE
K 3aKOHYEHHOU KapTUHE; OPUEHTAIIVS Ha
XyTOXKEeCTBEHHYIO MOJIONIeXKb. TakuM o6pa-
3oM, uaeojoruss OCTa MOJIHOCTBIO COB-
rmajganga ¢ TBOPUYECKUMU U TTOJTUTUIECKU -
MU yoexneHusmu JlefiHeKu, MHOTUE U3
KOTOPBIX, B CBOIO OYepellb, MOCITYKWIN
YUPEKIEHUIO 3TOTO O0IIIeCTBa.
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The spring of 1924 saw the opening
of the “First Polemical Exhibition of the
Groups of Active Revolutionary Art”,
which would go down in the annals of the
history of world culture. The participating
associations included the most radical
groups, one of them “The Association of
Three” whose members were students of
the Vkhutemas institute’s printing arts
department — Andrei Goncharov, Alexan-
der Deineka, and Yury Pimenov. They
exhibited illustrations, including illustra-
tions for books and magazines, non-deco-
rative paintings and graphic pieces, models
of stage sets and sketches of costumes for
stage productions.

Critics labelled the works of the three
artists “expressionist urbanism”. Deineka
put up on display the pieces called “Foot-
ball” and “Two Figures” (1923). “The
1924 painted composition ‘Football’,”
wrote Tatiana Malova, “is a kind of mani-
festo of the new association”.® In 1925
Deineka left Vkhutemas without receiving
a degree.

The creative focus of “The Associa-
tion of Three” was largely the reason for
the establishment of the grouping called
“OST” (the Society of Easel Painters).
The most forward-looking group of artists
in the 1920s, OST was a fellowship of
young creative individuals fresh out of col-
lege, and this fact had an impact on the
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content of OST’s charter — the “Plat-
form”. Among other “lines of work”, the
charter listed the following: revolutionary
modernity and clarity in the choice of sto-
ryline; eagerness to achieve absolute per-
fection in figurative non-decorative paint-
ing, drawing, sculpture, in the process of
further development of the recent achieve-
ments in the area of form; eagerness to cre-
ate finished pictures; orientation at young
artists. Thus, OST’s ideology completely
coincided with Deineka’s artistic and
political principles, many of which, in
turn, were exactly the ones that saw the
group come to fruition.

OST’s members came from varied
artistic backgrounds, this diversity being
one of the society’s main virtues. OST
united both proponents of unrestrained
and colourful picturesqueness, such as the
admirers of the French paintings at the
Museum of New Western Art, and advo-
cates of austere graphic forms. Mutual
support and heated discussions caused the
artists to polish their skills. It was this envi-
ronment of reciprocal exacting assessment
within OST that shaped Deineka’s artistic
individuality. Abram Efros, one of the
most influential critics of the 1920s, noted
that OST was the only group that could
digest and incorporate into its work all that
was meaningful in the most diverse “-isms”.
This is especially true with regard to the
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OST artists’ earlier works, for instance,
Deineka’s “Portrait of the Artist Konstan-
tin Vyalov” (1923), which was clearly
influenced by post-Cubism and slightly
evocative of the work of Nathan Altman.
Critics friendly to OST praised the
earnestness and innovativeness of Deine-
ka’s formal experimentation, the sharp-
ness and topicality of the goals that he set
himself. But there were negative comments
as well. The art critic Frida Roginskaya,
who was a leading ideologue of the State-
sponsored “AKhRR” (Association of
Artists of Revolutionary Russia), published
in the “Art for the Masses” magazine an
article very typical of the debates going on
in the late 1920s-carly 1930s. Often art
“criticism” was in fact a political accusa-
tion in disguise, and the accusing critics
went on to make brilliant careers by taking
the helm of the Soviet Academy of Fine
Arts. Roginskaya’s article too smacked of
political accusation, although only in a
small way: “The entire path of OST has
been a zigzagging route, a meandering
route. In this respect the social nature of its
art, as an art of a group of intellectuals,
shows itself with special clarity. OST first
vacillated already at their second show,
which was flooded with a stream of expres-
sionist pictures, gloomy morbid grimaces
and convulsions. It would be naive to
explain this by the influence of the German

Jlvrenuku. 1931
Xouict, Maciio
100 x 124
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Skiers. 1931
Oil on canvas
100 x 124 cm
Tretyakov Gallery

3 Malova, Tatyana.
“The Association of Three’.
In: Russian Art. 20th century.
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Moscow, 2008. P. 284.
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Dynamo Sports Club.
Sevastopol

1934

Watercolour, tempera
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44.2 x 59.8 cm
Tretyakov Gallery

4 Poeunckan ®. Jluno OCT //
Hckycerso B Macebl. 1930.
Ne6.C.9.

iy oaomuwmor M.
ToramuTapHoe HCKYCCTBO.
M., 1994. C. 51.

Coctap O0I111eCTBa CTAHKOBHCTOB HE
ObLT OMHOPOIHBIM, B YeM U 3aKJTFOYATIOCh
OJIHO M3 €T0 TJIaBHBIX JTOCTOMHCTB. OHO
00BEIMHUIIO KaK MPUBEPKEHIIEB CBOOOI-
HOMU 1 IPKOM XKUBOTTMCHOCTU — TTOKJIOHHU-
KOB (bpaHIIy3CKUX KapTUH, ITPeICTaBICH-
HBIX B My3ee HOBOTO 3aIlalHOTO MCKYCCTBA,
TaK ¥ CTOPOHHUKOB CTPOTOiA TpadpruuecKoi
dopmbl. BzanmHasg noamepkka U IpoCcT-
Hasl TIoJIEMHUKa CIYXKWIU HaTbHEUIIeMY
COBEPIICHCTBOBAHUIO XYI0XECTBEHHOTO
macrepctBa. Ha (oHe Bbicouaiiiieit Tpe-
6oBarenbHOCTH WwieHOB OCTa dhopmu-
poBajach TBOpYECKast MHANBUIYAIBHOCTh
[Heiinexy. OnuH 13 aBTOPUTETHEMIITNX KPH-
TUKOB 1920-X romoB A6pam Ddpoc oT™Me-
yaji, yto OCT gBasieTcss eIUHCTBEHHOMN
IpYHITUPOBKOI, KOTOpasi cyMelia repepa-
0OTaTh U BBECTU B JaJIbHEUIIIUI 0OMXO.
BCE TO, YTO OBIJIO 3HAYMMOT'O B CAMBIX Pa3-
HBIX «M3Max». DTO OCOOCHHO OIIyIIacT-
cs, Harpumep, B «[lopTpeTe XymoKHUKA
K.A.BsnoBa» (1923) JleitHeKU ¢ SIBHBIM
HaJIETOM IMOCTKYyOM3Ma, 4eM-TO HalTIOMHU-~
HatoleM xxuBornuch Hatana AnsrmaHa.

HpyxectBernHass OCTy kputuka oT-
MeuaJia ICKPEHHOCTh M CBEXECTh (hopMalTb-
HBIX UCKaHUU JIeiTHeK!, OCTPOTY U aKTy-
aJIbHOCTb €T0 TBOpUECKUX 3a1a4. Ho Oblia
U IPOTUBHAs CTOPOHA. Bemyiuuii npencra-
BUTEJIb MICOJIOTMM Ka3eHHON Accolna-
LMW XYTOKHUKOB PEBOJIOLMU MCKYCCT-
BoBen ®puna PormHckas BBICTYIMIA Ha

cTpaHUIIax kypHaia «/cKyccTBO B MacChi»
CO CTaTbell, OUYeHb XapaKTePHOU IS TO-
JIEMUYECKUX BBITIANOB KoHIIA 1920-x — Ha-
yana 1930-x. XymoxecTBeHHasI «<KPUTHUKa»
3a4acTyi0 HOCUJIA XapakTep TMOJIUTUIeC-
koro nmoHoca. Tak u ctatbst PormHckoit, xo-
TS ¥ B MaJIOU CTeTNeHU, He JIUIIeHa 9TOTO
orreHka. «Bech myts OCT — ...1myTh 3uUT-
3aroo0pasHblii, MyTh KOJIEOAHUMA... COLIU-
ajgbHasl TIpUpOJa €ro TBOPUYECTBa, KakK
TBOpYECTBA TPYIITBl WHTEJUIMTEHTCKOIA,
cKazbIBaeTcss 0COOEHHO oTYeTInBO. [lep-
BOe KoyiebaHUe MPOU3OIILIO yXKe Ha BTO-
poii BeictaBke OCT, KoTOpas ObLIa 3aIK-
Ta IeJTBIM TTIOTOKOM KCIIPECCUOHUCTCKUX
TTOJIOTEH, MPAYHBIMU O0JIE3HEHHBIMU TPY -
macaMmu u cygpoporamu. HauBHO Ob110 ObI
OOBSICHATH ATOT (PAKT BIUSHUEM HEMell-
KUX 9KCIIPECCUOHUCTOB, BHICTaBKa KOTO-
pbIx 6bi1a B 1924 Tomy»*.

‘YnomstHyTast BEICTaBKa, TIPOXOIUBIIIAST
B MockBe, B IefICTBUTETLHOCTH TTOBIUSITA
Ha TBopuecTBO wieHoB OCTa, B ToM umciie
u Jeitneku. Hamo cka3aTb, 4TO MHTEpeC
K uckKyccTBy [epMaHuu He Obul cityyaii-
HBIM. MOJIOIBIX HEMEIIKUX U PYCCKUX Xy-
JIOSKHUKOB TOTO BPEMEHU OOBEIUHSITN pe-
BOJTIOLIMOHHBIE B3TJISIIBI KaK Ha TIOJIUTHUKY,
TaK U Ha UCKYcCTBO. bosbIieBucTckue py-
koBomutenu CoBetckoit Poccum paccma-
TPUBAJIU €€ KaK HauboJiee «ciadoe 3BeHO»
B CCTeMe MUPOBOTO UMIIEpUaIu3Ma, Iae
MOCPECTBOM KOMUHTEPHOBCKO areHTy-

TOYKA SPEHNA

pBI IOJKHA HAYaThCs CIIEMyIolast Tocie
«OKTSIOPBHCKOI» peBOMIONMS (TUTAHUPO-
BaBiasicst Ha 1925 rom). C aTuM ObLT CBSI-
3aH U KyJBTYpHBI 00MeH: B 1922—1923
rozax B bepnune coctostnacs [1epBasi Bbic-
TaBKa PYCCKOTO MCKYCCTBa, a B 1924-m
B Mockse — [lepBas BceoOlass repMaH-
cKasl Xy/IOKeCTBEHHAsT BHICTAaBKa.

Kak nmpuzHaBaimch necsTuieTus CIry-
CTs1 OBIBIIIME OCTOBIIBI, TIPENCTABICHHAS
HeMIIaM¥ SIPOCTHO JKCIIPEeCCUBHAs TIPO-
TecTHas rpadyrKa Mpor3Besia Ha HUX CUJTb-
HOe BIleyaTyieHue. Y HeKOTOpbIX (B Mep-
Bylo ouepenb y [lumeHosa u JleiiHekn) Ha
TEPBBIX ITOPAX 3TO MPOSIBUIIOCH B CTIEIN-
(rKe KOMITO3UIIMOHHBIX CXEM U XapaKTe-
pe pucoBanust. Ho BaxxHee npyroe. TpyaHo
He 3aMeTUTh SMOIIMOHATILHYIO U OTYACTU
TEMATUYECKYIO TIEPEKIIMIKY aHTHHAIIMA-
HOBCKUX PUCYHKOB JIefiHEKU C TPOTECKHO-
carupuyeckoil rpacdukoii [eopra Ipoca.
Hrops [onoMiToK onuckiBaeT 3tv pabo-
ThbI clieayoluM odpazoM: «Kak B HeMOM
KUHO, TIPOXOMIUT Tiepel HAMU JTMHHAST Be-
peHMIla TPOTECKHBIX 00pa3oB, TMOPOXK-
MEHHBIX KOITMapaM¥ BOWHBI W pa3pyxu:
CBUHOIIOOOHBIE HYBOPUIIIY C TOJICTBIMU
curapamMu, pacKpaiieHHbIE IPOCTUTYTKA
B MeéXaX, YTOJJOBHUKU, HAPKOMAHBI...»°

C 1924 roma, Oyaydm 1o CBOEil oc-
HOBHOI, moJiydyeHHOl Bo BxyTemace mipo-
deccun, monmurpaducrom, JleitHeka pa-
0OTaJI MTAaTHBIM XYIOXXHUKOM B XypHase
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Expressionists, whose exhibition took
place in 1924.”¢

Some of OST’s members, including
Deineka, were influenced by a 1924 exhi-
bition of German art in Moscow; it should
be mentioned that such interest in Ger-
man art was not accidental. The young
German and Russian artists of that period
shared common revolutionary convictions
both in politics and in art. The Bolshevik
leaders of Soviet Russia believed Germany
was the “weakest link” in the system of
world imperialism, the next country, after
Russia, to be swept by a Bolshevik-style
revolution — it was expected in 1925 —
with the help of the Comintern’s agents.
That was also the reason behind the cul-
tural exchange: in 1922-1923 in Berlin the
First Show of Russian Art took place, and
in 1924 in Moscow the First Universal
German Art Show.

As the former OST members would
say decades later, they were immensely
impressed by the German works — vehe-
mently expressive, and politically and
defiantly graphic as they were. With some
of them, most of all Pimenov and Deine-
ka, the works of the Germans apparently
influenced their approach to composition
and drawing style. But there is another
aspect even more important. It is hard not
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to see emotional and partly thematic
points of convergence between Deineka’s
anti-NEP (New Economic Policy) draw-
ings and George Grosz’s pieces full of
grotesque satire. Igor Golomshtok offers
this description of the images: “As in a
silent movie, we witness a long file of
grotesque characters born in the crucible
of war and destruction: the pig-like newly
rich with fat cigars, prostitutes with gaudy
make-up and in furs, criminals, drug
addicts...”®

Trained at Vkhutemas as an illustra-
tor, Deineka worked from 1924 as a staff
artist at the magazine “Atheist Labourer”
(Bezbozhnik u Stanka), and later for such
magazines as “Red Crop Field” (Krasnaya
Niva), “Projector” (Projector), “30 Days”
(30 Dnei), “New Generation” (Smena),
and “Come On” (Dayosh). These jobs
were not only a means of making his living
for the artist, but, in the words of the
author of a fundamental monograph about
Deineka, Vladimir Sysoev, “working as a
magazine illustrator, Deineka developed
the stylistic approach to form that would
become the mainstay of his artistic reper-
toire and become integrated within the
holistic nature of his craft.”®

The “Atheist Labourer” magazine
passionately crusaded for the replacement
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of one religion with another — namely,
Christianity with Communism (here it is
appropriate to recall Deineka’s alter ego in
poetry, Demian Bedny, with his words,
“Priests are frecloaders who live by hook
and by crook”). Deineka created dozens of
illustrations for this magazine, full of
humour and sarcasm, and on the whole,
the themes of his graphic pieces of this
time were diverse.

Assignments from magazines meant
that Deineka travelled extensively around
the country accumulating impressions
from real life. He conceived of the world
around him as the sum total of its con-
stituent elements. Historically, everyday
life in the communal apartments of the
1920s as captured by Deineka is especially
interesting. The sparse compositions fea-
turing keenly observed marks of the times,
on the street and in homes, are the very
essence of Deineka’s imagery, and reveal a
natural bond with the works of the best
writers of the age — Mikhail Bulgakov,
Boris Pilnyak, Mikhail Zoshchenko, And-
rei Platonov, Yevgeny Zamyatin and even
Daniil Kharms.

Sports occupy a special place in
Deineka’s art. An athlete himself, he knew
a great deal about the subject, which is
reflected in many of his excellent pieces,
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«be30oXHUK y cTaHKa», TT03Xe COTPYII-
HU4Yan ¢ XypHaiamu «KpacHass HUBa»,
«[poxexTop», «30 mHel», «CMeHar, «/la-
ewb». Kak oTrmeuvaer aBTop (hyHIaMeH-
TagbHOU MoHorpaduu o [eiiHeke Bra-
numMup ChICOeB, «<MMEHHO B XKypHAIBHOU
rpauKe OTNpenensioTcst CTUIEBbIe 0CO-
6eHHOCTI (DOPMBI, KOTOPBIE JISITYT B OCHO-
BY €TO XyJ0KeCTBEeHHOI CUCTEMBI, YKOpe-
HSITCS B LIEJIOCTHOU TIPUPOJIE €TO MacTep-
CTBa»®.

«be300XHUK y CTaHKa» Besl SIpOCT-
Hyl0 OopbOy 3a 3aMeHy B ymax Jiojaei
ONTHOW PeJIUTUM Ha IPYTYIO, TO €CTh XpU-
CTHMAHCTBA HA KOMMYHU3M. 3/IeCh TIOITH-
yecKuM alter ego JleitHeKu BBICTyTaeT
HembsiH bennblii ¢ ero «Ilonbl — TpyT-
HUW XUBYT Ha IUTyTHW». MHOTHE necsT-
K PUCYHKOB XyHOXHWKA, VJITIOCTPU-
POBABIINX 3TO U3IAHUE, TIOJHBI IOMOpa
u capka3Ma. BooGiie Tematuka ero rpa-
(GUKMU TOrO BpEMEHU YpE3BbIYANHO pa3-
HOOOpa3Ha.

B cBs3u ¢ pabotoii B xxypHanax Jeii-
HeKa MHOTO e3/IWJI IT0 CTpaHe, Habupasich
HaTypHBIX BriedaTieHuit. OH oco3HaBas
OKpYKaIoINil MUP KaK COBOKYITHOCTb
MHOXecTBa 37ieMeHTOB. OCOOEHHO UHTe-
PECeH C UCTOPUIECKOI TOUKU 3pEHMUS 3a-
TeYaTIIEHHBIN XYTOKHUKOM KOMMYHAJTh-
HbIH 6BIT 1920-x TomoB. B 06pasHoii cytu

HEMHOTOCJIOBHBIX KOMITO3HMIINI C OYeHb
TOYHO TIOAMEUEHHBIMU TIPUMETaMU Bpe-
MEHU TIPOCJIEKMUBACTCS OPraHUYecKas
CBSI3b C JIYUIIEW JIMTEpATypoOr TeX JIET —
counHeHussMu Muxauna bynrakosa, bo-
puca IlwibHska, Muxawna 30IIEHKO,
Annpes [lnatonosa, EBrenus 3amsituHa
u paxe Jlanuuna Xapmca.

Ocoboe MecTo 3aHUMaeT B UCKYCCT-
Be JleifiHeku criopT. MHTepec K HeMy Ha-
1IeJT OTPakKeHUEe BO MHOTUX 3aMeyaTesib-
HBIX TIPOU3BEACHUSIX MacTepa, HalpuMmep,
B 3BecTHOM pucyHke «KoHbku» (1927),
r7ie HEOOBIKHOBEHHO 9MOIMOHAJIBHO T1e-
peaaHo o4apoBaHUE BEYEPHETO MOCKOB-
CKOTO KaTKa CO CTPEMUTEIbHO HEeCyIlU-
MUCSI KOHBKOOEXIIaMH, ¢ OebIMU pOC-
YyepKaMU-y30paMu UX CJeIOB HA TEMHOM
sbay. Tema criopra Kak KyJibTa CUJIBHOTO
U 3JI0pPOBOTO TeJla HUKOTJIA HE OCTaBJIsiia
JleiiHeKy, XyTO>)KHUK MTOCTOSTHHO o0paliai-
cs1 K Heil B pucyHKax («Y duHuiia», 1926;
«JIbpKHUKWY, 1927; «XOKKEN» , «DyT60IT»,
oba — 1928, «Pabouast okpanHa», 1929). Ee
KyJIbMUHAIMEN MOXKHO CUYUTATh ONUH U3
JTYYIIIAX COBETCKUX TUTaKaToOB «DU3KYITh-
TypHUIa» (1933). B HeckombKux mucTax Ha-
yasa 1930-x romoB 1o 061MM Ha3BaHUEM
«Kpoce» B Geryiux Kpenkux roayoora-
3bIX OJIOHIMHAX OMPEIETIEHHO MPOCMAaTPU-
BAETCs YBJIEUEHNUE APUNACKON IMUKOM.

TOYKA SPEHNA

Kak yxxe ObU10 cKa3aHO, B pUCYHKaX
JlefiHeKU BbIpabATHIBAJICS €T0 «OO0JIBIION
ctwib». B 1924 romy XymosXHUK Che3auT
B JloHOacc. Pe3ynbTaToM Moe3aku cTajio
cosmanue KaptuH «B mrpeke» u «Ilepem
CITYCKOM B IIIAXTY», B KOTOPBIX TTPEIITPUHSI-
Ta TIOTIBITKA C(HOPMYITMPOBATH «TUTTOBOI»
00JIMK COBPEeMEHHOTO TpoJsieTapusi. Harm-
caHHble B 1925 Tomy, OHM TOT/Ia 3Xe 9KCIT0-
HUPOBAINCH Ha TTepBoii BeicTaBKe OCTa.
UckyccrBoBen Biaanumup KoctuH Bemo-
MUHAT: «JleifHeKa MoTHOCThIO UTHOPUPO-
BaJl IPOYHO CJIOKUBIIIEECS] Y MHOTUX U3
Hac, B TO BpeMsI HAUMHAIOIINX XyTOXHU -
KOB M WCKYCCTBOBENIOB, TIPE/ICTaBJICHIE
0 KMBOTIMCU KaK 00 MCKYCCTBE BEPHBIX
¥ TOHKWX IIBETOBBIX TADMOHUIA, TIepeato-
LIMX KpacOYHOe OOTaTCTBO HATYPHI... Bostb-
1IMe, MOYTH CTUIOIIb YepHBIE (PUTYPHI pa-
0OYMX-YTOTBINIUKOB, KaK OBl B3SIThIE U3
pa3Hol cpeabl U pa3HbIX MECT, ObLIU U30-
OpakeHbI BMECTE C 2JIEMEHTAMMU IIAXTHO-
T0 000PYIOBaHUS, YeTKUMU CUTy3TaMU Ha
0es1oM hoHe xoJIcTa... Takoro yoenuTenb-
HOTO, XW3HEHHO BEPHOTO M300paKeHUS
pabovrx He MOT JOCTUTHYTD, IO CYIIECT-
BY, HU OJTUH XYIIOXKHUK TOTO BPEMEHM»’.

B paborax, nmokazaHHbIX Ha TepBOI
BoictaBke OCTa, [eliHeKa HAXOIUJI CBOM
ctwib. Ero naBamit (0T PaBOpCKOTO) MH-
Tepec K prtocodru 1 TeOpUK NCKYCCTBA,
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such as, for instance, the famous drawing
“Skates” (1927), which captures, very
emotionally, the evening charm of a skat-
ing-rink in Moscow, with music, and with
ice-skaters speeding along, their skates
tracing white vignettes on the dark ice. All
through his life Deineka was fascinated by
the theme of sport as the cult of a strong
and healthy body — he addressed it in his
drawings such as “Near the Finish”
(1926), “Skiers” (1927), “Hockey”,
“Football” (both from 1928), and “Work-
ers’ Neighbourhood on the Outskirts of a
City” (1929). Arguably, this theme culmi-
nated in what can be called one of the best
Soviet posters ever — “Woman Athlete”
(1933). In several graphic pieces he creat-
ed in the 1930s, united under the title
“Cross-Country Race”, the robust blue-
eyed blonde runners definitely point to the
artist’s fondness for the Aryan epic.

As was mentioned above Deineka
forged his “grand style” in his drawings. In
1924 he went to Donbass, a visit that
yielded such paintings as “In a Drift” and
“Before Going Down a Mine”. In these
pieces, the artist attempted to construct
the typical appearance of the modern pro-
letarian. Created in 1925, these pieces
were displayed at the first exhibition of
OST in the same year. The art historian
Vladimir Kostin reminisced that “the
artist entirely ignored the idea of painting
as an art of faithful and exquisite har-
monies of colour conveying the scenic
richness of nature — the idea deeply
entrenched in the minds of many of us,
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then-emerging artists and art scholars ...
The big, nearly completely black figures of
coal miners, as if taken from different
backgrounds and different places, these
black silhouettes against the white back-
ground of the canvas were depicted as if
they were on a par with the mining
machinery ... In effect, not a single artist of
that time was able to come up with an
image of the worker that was so convincing
and faithful to reality.””

Working on the pieces exhibited at
the first show of the OST group, Deineka
was shaping his style. His long-standing
interest in philosophy and the theory of art
(inspired by Favorsky), especially the
problem of space, propelled him to look
for an almost scientific method in the con-
struction of composition. Kostin believes
that Deineka’s art was distinguished by
graphic contrasts between white and black
as well as by the contraposition of shapes,
background and nearly monochrome
colour schemes. Deineka became
immensely popular immediately after
OST’s first exhibition.

At OST’s second exhibition in 1926,
the centre of attraction was Deineka’s
painting “Building New Industrial Plants”,
which not only reproduced the graphic
style of his first two compositions but also
deepened and elevated it so much as to
herald the birth of an original monumental
style. Kostin in his memoir writes that
“[the painting] astonished many viewers
with its verisimilitude, highly condensed
imagery, visual vigour and specificity in the
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depiction of the new person...” Like some
of Deineka’s later works, this piece cannot
be called a painting in the full sense of
the word. Rejecting traditional standards,
Deineka created what today would be
called an object — in essence, a large
graphic mural definitely revealing avant-
garde influences.

In 1927 and 1928 Deineka produced
two new pieces, the remarkable “Female
Textile Workers” and “The Defence of
Petrograd”: some art scholars believe that
the latter “went down in the annals of the
history of Soviet painting as one of its
greatest achievements”. To this day a
debate continues about whether Deineka
could have been influenced by a composi-
tion of Ferdinand Hodler (1853-1918)
“Students of Jena in the Fight for Freedom
Against Napoleon. 1813 (1908). The fun-
damentalist scholars claim the resem-
blance is “a matter of accident”. But this is
far from being the case. One of the most
insightful and knowledgeable critics of the
1920s Yakov Tugendhold wrote about “the
impact of the Swiss artist Hodler, with his
dynamically (sometimes even choreo-
graphically) unfolding composition and
rhythm of body movements — the impact
that lends to some pieces created by the
artists from OST not only monumentality
but also a certain quality of affectation...”®

“Female Textile Workers” differs
from Deineka’s previous pieces in that its
imagery is distinguished by an even greater
compression. The images of the tools
evoke the techniques of geometric abstrac-
tion. In this painting the artist enhances
the ornamental, decorative element in the
representation of environment, in combi-
nation with, and as a contrast to, the per-
suasive figurativeness of the images of
barefoot female workers. The “two
branches” of art originating from the past
— abstraction and realism — merged to
become a single whole in Deineka’s work.
“OST pursues the cause of the avant-
garde,” was the comment in the 12th issue
of “Projector” magazine from 1926.

However, the political atmosphere in
Soviet Russia was changing for the worse,
and divisions within OST escalated. In
1928 Deineka quit OST and left the “Athe-
ist Labourer” magazine and, in coopera-
tion with a group called “October” found-
ed the magazine “Come On”, guided by
the principles of Constructivism, to which
Deineka was committed.

Both the “Come On” magazine
(under the patronage of Nikolai Bukharin)
and Deineka himself were criticised in the
press ever more vigorously. One such piece
of criticism reads: “Certainly, the fact that
Deineka portrays people dancing the fox-
trot is not the problem — the problem is
how he portrays them. Representing this
aspect of Soviet reality, Deineka seems to
be in his element. There is still something
that provokes his sympathy, he is lenient to
some aspects of what he portrays.”®

“Comments” of this kind were issued
by critics — “people of art” who would be

0COOEHHO K TIpobJIeMe TIPOCTPAHCTBA, 3a-
CTaBJIsUT UCKATh TOYTH HAYYHBI METOJ
B ITOCTPOSHNM KAPTUHHOW apXUTEKTOHUKH.
[To HabmoneHusim KocrtuHa, ocobeHHO-
CThIo XuBonucu JeitHeku ObuT rpaduyue-
CKUI TTOITX0/T, OCHOBAHHBIN HA KOHTPACTE
6eJIoTo M YepHOTO, a TaKKe IMPOTUBOIIO-
CTaBJieHUe N300paxkeHusI U (poHa 1 TTOUTH
MOHOXPOMHOTO 11BeTOBOT0 peuieHus. [lep-
Bast BeicTaBka OCTa cpa3y ke mpuHecita
XYIOXHUKY OOJIBUIYIO MOMYJISIPHOCTD.

Ha Btopoii BbicTaBke OOIIECTBA
CTaHKOBHMCTOB B 1926 romy HanboJiee Criib-
HOe BIieuaT/ieHre Ha 3puTesieil mpousBea
kaptuHa [leitHekn «Ha cTpoiike HOBBIX
1IEXOB», HE TIPOCTO TIPOJIOIIKaBIIast Tpacu-
YECKYI0 MaHepy IBYX YIOMSHYTBIX KOM-
TTO3UITNHI, HO YIITyOUBIIAsT U TIOXHSIBILIAS
ee HAaCTOJIBKO, YTO MOXXHO OBUIO TOBOPUTH
0 BO3HMKHOBEHWHM OPUTUHAIBHOTO MO-
HyMeHTaJIbHOro ctwis. «OHa mopaxana
MHOTHX 3pUTeNielt CBOel JKU3HEHHOCTHIO,
0oJiblION 00pa3HOU cOOMPaATEIbHOCTHIO,
MJIACTUYECKON CHIJIONH M KOHKPETHOCTBHIO
B M300paskeHUY HOBOTO YeJIOBeKa», — BCITO-
muHan KoctuH. DTy paboTy (M HEKOTO-
pble TIOCIIeNyIONre) HeJb3sl TTOJTHOCTHIO
0XapaKTepr30BaTh KaK IMPON3BEIEHUE KM -
Borucu. OTOPOCUB TPAAUITMOHHBIE KPU-
Tepuu, [leitHeka co3mal, Kak cKa3aiu Obl
CeroJiHsi, 00bEKT — IO CYTH, OoJiblIehOop-
MaTHoe rpacdudeckoe IMTaHHO, B UeM OTIpe-
JIEJICHHO CKa3aJlMCh yPOKU aBaHrap/a.

B 1927 u 1928 romax u3 mactepckoit
XyJIOKHUKA BBIIIUTA JIBE OUYepeIHbIe pabo-
ThI: «TekcTumbLub» 1 «O60poHa [eTpo-
rpana». [TocienHsist, o OBITYIOIIEMY Cpe-
I HEKOTOPBIX CIIEIMAIMCTOB MHEHWIO,
BOIIIA «B UCTOPHUIO COBETCKOI KNBOTIU-
CH KaK OJTHO M3 CaMbIX OOJIBIIINX €€ TOCTHU -
XeHUi». Jlo cux TIop UAYT CIIOPHI O BO3-
MOXHOM BJTUSTHUU Ha [lefiHeKy KapTUHBI
®epnyHanna Xomiepa «BBICTyIIeHNE VieH-
CKHUX cTyneHToB B 1813 romy» (1908). ®dyH-
NAMEHTATMCTCKU HACTPOEHHBIE UCKYCCT-
BOBEJIBI TOBOPST O «CTy4alfHOM CXOJCTBE».
OnHako 310 maneko He Tak. OmuH U3 ca-
MBIX TTPOHUTIATETHHBIX ¥ OCBEIOMIIEHHBIX
kputukoB 1920-x romoB fxoB TyreHm-
XOJIB]] TIHCAJT O «BO3MEUCTBUN TIBeiap-
CKOTO XyIoKHUKa Xoyiepa, ¢ ero IMHaMu-
yecku (MHOrAa jaxe Xopeorpaduyecku)
Ppa3BepPTHIBAIOIIEIICS KOMIIO3UIIMEN U PUT-
MOM TEJIOABVDKEHUI — BO3MEHCTBUY, Ha-
JIararoIeM Ha HEeKOTOpbIe OCTOBCKUE TIPO-
WU3BENEHUs TevYaTh He TOJIbKO MOHYMEH-
TaJIBHOCTU, HO M HECKOJBKO KeMaHHOI
U3JIOMaHHOCTH....»®

[MpocnaBneHHast KapTHA « [eKCTHITh-
IIUIBI» OTIIMYAETCS OT TPEABIIYIINX pa-
oot JleiiHeku eliie 60JblLIEl YCIOBHOCTBIO.
N306pakeHre MOHTaXKHBIX KOHCTPYKITUT
HaIIOMUHAET O TIPHeMax TeOMeTPUIECKOM
abctpakimy. OpHaMEHTATBHO-IeKOPaTHB-
Hasl cXxeMa CpeJbl YCWJINBAeTCs B coue-
TaHWM U KOHTPACTe ¢ yoenuTeabHO hu-
TYPaTUBHOCTBIO OOCOHOTUX pPabOTHUII.

O4YKA 3PEHWA

3uma. 1931
WnmocTpanus

k kuure H.H.AceeBa
«Kyreppma»
Bywmara, Tyuis,
ryaib, 6emauina

62 x534
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Winter. 1931
Illustration for
Nikolai Aseev’s book
“Kuterma (Mess)”
Ink, gouache, white
paint on paper

62 x 534 cm
Tretyakov Gallery

8 Tyeenoxoavo A.A. VickycetBo 0OKTA6pbCeKoit anoxu. J1., 1930.
C.151.

9 Konnos @., Hupeavcon 5. Boictaka OkTa6ps. ITof 3HakoM
«qieBoit» pasbl // Vickycerso B Macebl. 1930. Ne 7. C. 13.

«JIBe BeTBU» TpPeXXKHEro UCKYcCTBa — a0-
CTpaKIIVS U peayiu3M — B TBopuecTBe [eii-
HEKU COeTMHUIUCH B ofgHO 11enoe. «OCT
JieJiaeT IeJIo aBaHTapaa», — IMICAT XKyPHAT
«Ipoxexrop» B 1926 roxny.

AtMmocdepa B CTpaHe CTaHOBWJIACh
Bce Oostee TpeBoxkHOI. B OCTe o6ocTpsi-
Jmch pazHortacus. B 1928 romy [leiinexa
yuien uz OoiiectBa U U3 «be3doxHUKa
Y CTaHKa», CO3MaB COBMECTHO C O00BbeNu-
HeHueM «OKTSA0pb» XKypHan «/laelb», oc-
HOBaHHBIN Ha OJTM3KUX eMy KOHCTPYKTH -
BUCTCKUX TIPUHITUTIAX.

N 310 u3naHue (1oJb30BaBILIEECs
TTOKPOBUTETHCTBOM byxapuHa), 1 cam Xy-
JIOXKHUK BCE Yallle TTOIBePTaluCh KPUTHU-
Ke B meyatu. BoT onH 13 MHOTHX ee 00-
pa3unkoB: «KoHeuHo, feJ10 He B TOM, 4TO
JetiHeka n3oopaxaeT (hOKCTPOTUPYIOLIUX,
a Kak OH MX u3odpaxaer. M3o0paxast aty
CTOPOHY COBETCKOIl NeHCTBUTETLHOCTH,
JlefiHeka HaXOAUTCSI KaK OBl B COOCTBEH-
Holi ctuxun. OH YTO-TO BCe-TaKM KaJie-
eT, K KaKoii-TO CTOpOHEe M300pakaeMoTo
OTHOCHUTCSI CHUCXOMUTENbHO»®. TBOpIIa-
MU TaKUX «TE€KCTOB», OCEIIABIINX TTOJTY-
o(uuManbHbIie, BbIPaXaBIlIMe KA3eHHYIO
TOYKY 3peHus1 KypHaJibl «IcKyccTBO B Mac-
cb» U «[Iponerapckoe UCKYycCTBO», ObI-
JIX 320bIThIE BITOCIEICTBUU «ICATEIN UC-
KyccTtBa» bopssToB, Bsizbmenckast, Llu-

penbcoH, YeThlpkuH (cM. pomaH «Macrtep
u Mapraputa» bynarakosa).

Torna xe, B Hauane 1930-x, ctpaHa,
BOOJIYILIEBJIEHHAS! MPU3BIBOM «OTLIA BCEX
Hapo/IOB» «JIeTaThb BBIIIE BCEX, Najblle
Bcex, ObICTpee Bcex» MepexxnBalia aBualii-
oHHBbII BocTopr. CoBetckuii Coro3 AeiicT-
BUTEJIbHO HAXOIWJICS HA TIEPEIOBBIX MO~
CTyIax K COBpeMeHHOI apuauuu. MiMmena
snetynkoB Banepus Yxkanosa, Muxauna
[pomoBa, Curuamynna JleBaHeBCKOTO,
Muxauna BogonbsiHosa, Biagumupa Kok-
KWHAKU U MHOTHUX JAPYTUX ObUIM OBESHBI
cJ1aBoii TomoOHO ToMy, Kak 30 JieT crycTs
ommcran B ee aydax FOpwuit [arapuH. VB-
JICUCHHBII1 aBUALIME HE MEHBLIE YeM CIIOp-
ToM, JleiiHeKa co3fay MOCBSIIEHHBIN el
LIMKJI KAPTUH, B KOTOPBIX J1yllIa YeJIoBeYe-
cKasl TapuT Haj O6e3mHoi. DTa, Ka3aioch
Obl, YMCTO TEXHULIMCTCKAS UNIESI COCANHSI-
eTcs B ero paboTax ¢ XKMBbIM, BOJIHYIOILIUM
BOCMPUSITUEM TPUPOJIBI KaK, HATIPUMED,
B KapTuHax «JoXmb W caMoJeThl Ham
Mopem» (1932) wim «bynymue geTanku»
(1938). A B 3TO «KU3HEPATOCTHOE» BpEeMs
BeIylIMe COBETCKUE aBUAKOHCTPYKTOPBI
BO IJ1aBe ¢ AHIpeeM TyroseBbIM HaXonu-
JIUCh B ByTBIPCKOIA TIOpBME...

CormacHo moctaHoBineHuio LK
BKII(6) 1932 rona «O niepecTporike J1ute-
PaTypHO-XyI0KECTBEHHBIX OpraHU3alUii»,
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completely forgotten later, such as Borzya-
tov, Vyazmenskaya, Tsirelson, Chetyrkin
(see Mikhail Bulgakov’s novel “Master
and Margarita”) — who were in control
at the “Art to the Masses” (Iskusstvo v
Massy) and “Proletarian Art” (Prole-
tarskoe Iskusstvo) magazines, semi-official
publications that were in fact the Party’s
mouthpiece.

At that period, in the early 1930s, the
nation, inspired by the “father of all
nations”’s call to “fly highest of all, far-
thest of all, quickest of all”, was in the grip
of aeronautic rapture. The Soviet Union
was indeed very advanced in terms of its
aviation. Such pilots as Valery Chkalov,
Mikhail Gromov, Sigizmund Levanevsky,
Mikhail Vodopianov, Vladimir Kokkinaki
and many others were celebrated in the
same fashion as Yury Gagarin would bask
in glory 30 years later. Fond of aviation as
much as he was of sports, Deincka made it
the theme of a series of paintings featuring
the human soul soaring over a chasm.
Deineka mixed this seemingly purely tech-
nical idea with lively, exciting depictions of
nature, examples of which include such

paintings as “Rain and Airplanes over a
Sea” (1932) and “Future Pilots” (1938).
During those otherwise “blithe” times the
most prominent Soviet aircraft designers,
including their leading figure Andrei
Tupolev, were being held in Moscow’s
Butyrskaya prison.

According to an order issued by the
Communist Party’s Central Committee in
1932 “On the Restructuring of Literary
and Artistic Organisations”, which aimed
to ensure a more efficient management of
artistic human resources, artists were
organised into a sort of a collective farm
named the “Union of Soviet Artists”. The
remains of a humanist Russian culture had
disappeared by then, its culture and expo-
nents replaced by “Soviet culture” and the
“great Soviet people”.

The writer Boris Khazanov charac-
terised the sea change that happened in
culture thus: “One can hardly fail to notice
how quickly society transforms during
1925-1935 — the crucial decade in the his-
tory of State-sponsored literature. Faces
are changing, educated individuals disap-
pear, the language becomes simplified,
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thinking flattens... the regime becomes
crystallised. The paradox of the variety of
literature in cultivation becomes apparent:
it pontificates about the new man and
relapses into old, moth-eaten aesthetics.
Uncompromising rejection of innovation
is its main feature.”"

Undoubtedly, on the surface Deineka
was a collectivist person who expressed the
consciousness of the masses, and not the
emotions of the individual. Yet, he was a
completely “buttoned down” person and
one can only guess what he was thinking
more deeply inside himself. It was only at
the time of such great troubles that Deine-
ka suddenly displayed a truly human,
astonishingly lyrical side. As if “insulating
himself” against external reality, the artist
took refuge in the world of humanism and
beauty. The 1930s saw the flowering of
Deineka’s talent as a painter. “Winter”
(1931) is a true masterpiece where the
artist captures with marvellous sensitivity
the child’s experience of living through

1'Jl(hazanov, Boris. The Wind of Exile. Moscow, 2003. P. 52.

Yauua 6 Pume. 1935
Xouict, Maciio

186.,5 x 196.,5
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Street in Rome. 1935
Oil on canvas

186.5 x 196.5 cm
Tretyakov Gallery

XYIOXXHUKMU C LIeJbIo 00J1ee 2(h(heKTUBHO-
IO UMU YIIpaBJIeHUs] ObUTA KOJUIEKTUBU-
3UPOBAHbI B €IUHOM XO3SIUCTBE MO Ha3-
BaHUeM «C0I03 COBETCKUX XYTOXKHUKOB».
Kax BbIpa3usics Toraa HEKHil ocTpoyMell,
K PYKOBOJICTBY MCKYCCTBOM TIPUIILTH Ce-
pbIe MOJIOIbIE JIIOJIV B YePHBIX KOCTIOMAX.
K aTomMy BpeMeHU GBUTO OKOHYATETHHO TI0-
KOHYEHO C OCTaTKaMH TYMaHUCTUYECKOU
pycckoii KynbTypbl. Ha cMeny eii u ee Ho-
CUTENISIM TIPUIILIA «COBETCKasl KyJbTypa»
U «BEJIMKUI coBeTckuit Hapon». [luca-
Tesib bopuc XazaHoB Tak oxapakTepu3o-
BaJI COBEPIICHHBII B KyJIBTYpe TIEPEBOPOT:
«MOXHO 3aMeTWTh, KaK CTPEMUTEIHHO
MEHsSIETCST OOIIECTBO B pelIaroliee s
CTaHOBJIEHUSI TOCYIApPCTBEHHOW JTUTepa-
Typsl fecsatwietue: 1925—1935. MeHsiot-
s JIAIIA, MCYe3at0T 00pa3oBaHHbBIE IO,
YIIPOIIAETCS SI3BIK, YTUIOIIAETCST MBIIILIe-
Hue... [IpoucxonuT KpucTaumm3aius pe-
xuma. [lapagokce yrBepxxaawoouieics -
TepaTypsl OpocaeTcs B I1a3a: OHa BellaeT
0 HOBOM YeJIOBEKe — BO3BpaIlaeTcs K CTa-
poii, ooBeTIIanoi acteTuke. beckomripo-
MUCCHOE OTBEepKeHUEe HOBATOPCTBA — €€
rJaBHas depra»'.

HecomHeHHO, 110 BHEIITHUM TIPOSTB-
neHusM [leiiHeka ObLT KOJIJIEKTUBUCT-
CKVM YeJIOBEKOM, BBIPAXKABIIMM CO3HAHUE
Macc, a He TiepekuBaHUsI UHIUBUIyyMa.
BmecTe ¢ TeM OH ocTaBasicsl COBEPIIIEHHO
«3aKPBITBIM», ¥ O €TO TTOTACHHBIX PAa3MBbI-
IIUIEHUSIX MOXHO TOJBKO TOTaIbIBaThCS.
[TpopsIB B MCKyCCTBE XyMOKHUKA TIIYyOOKO
YEJIOBEYECKOTO, OIIEJIOMIISTIONIETO JINPH-
YECKOTO YYBCTBA MO-HACTOSIIIIEMY TTPOU-
301I1eJT JIWITH BO BpEMEHa CTPAIIIHBIX CO-
ObITHii. Kak 6yaTo OTTOpoauBIIMCH OT AEii-
CTBUTENILHOCTH, OH YeIWHWICS B MUpE
YeJTOBEUHOCTU M KpacoThl. 1930-¢ rombl
0Ka3aJICh BPeMEHEeM HaWBBICIIETO KU-
BOITMCHOTO TTO’lbeMa TBOPUYECTBA MacTe-
pa. Ero mommHHBIN 1IeneBp — pabota
«3uma» (1931), B KOTOPOI yIUBUTEITbHE -
MM 00pa3oM TPOYYBCTBOBAHBI Iepe-
XKVBaHWE PeOEHKOM CKYYHOU TUTMHHOTHI
3UMHETO JHSI, TTQIAf0IINIA 32 OKHOM CHET,
TETTBIA YIOT KOMHATBI C KOHCTPYKTH-
BHCTCKIM OKHOM BO BCIO CTEHY, Cpa3y Xe
MPUIAIONIM KapTUHE TIPSTHBIN TTPUBKYC
coBpeMeHHOCTH. JleifHeKa oUTH He TIcat
HaTIOPMOPTOB (OTHO U3 HEMHOTUX UCKITIO-
yeHni — UK «Cyxue TucThbs», 1930-¢),
HO KOTJIa CJTy9aJioCh, eJial 3T0, KaK U BCe
ocTabHOE, TIPeBOCXOIHO. B KayecTBe mpu-
Mepa MOKHO TIPUBECTH 1IBETHI B COJTHEUHOM
kaptuHe «Crisiiuii pebeHOK ¢ BaCWJIbKa-
Mu» (1932), OTHOM HEXHOTO BOCXMUIIIE-
HUST XPYIKOCTBIO TIOJUIMHHOM KPAaCOTHI.
(HatropMopT B COBETCKOI1 SKUBOTTUCH, €C-
JIA B HEM He ObLTO KaKOi-HUOYIb TIpUMe-
TBI COBETCKOTO OBITa, CUMTATICS OypKyas-
HBIM TIEPEKUTKOM. )

[eiiHeka peTyIsIpHO TTOCeIa JIio-
6umbIii M CeBacToroib — TOPOI MOPS,
IOKHOTO COJIHIIA, CaMOJIETOB, MOPSIKOB
1 KopabJeit. Co3maHHbIe TaM pabOTHI, Ha-
npumep, «CeBactomnonb. Beuep» (1934),

TOYKA SPEHNA

Tapuxc. B kage. 1935
XorncT, Macio

128 x 100
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Paris. Café. 1935
Oil on canvas
128 x 100 cm

Russian Museum

mXaam-toe L. Betep usrnanus. M., 2003. C. 52.

TPOHUKHYTBI «CPETU3eMHOMOPCKUM» OLLY-
IEHUEM TIPUPOJIEI.

B 1935 rogy kakuM-To 4yaoMm (cTpa-
Ha Bce 0OJIbIlle OTTOPaKUBAACh OT MU-
pa) Jleitneka mocetun 3anagHyio EBpormy
u CHIA. C xakuM HacTpOEHUEM XYIO0XK-
HUK BbIeXaJl U3 CTPAHBI, TIOJTyIUB BOZMOXK-
HOCTb TJIyOOKO BIOXHYTH B COBEPIIEHHO
WHOI aTMocdhepe U CBOOOITHO OTJISTHYTh-
s TIO CTOPOHAM, MOXHO TOJIBKO JTOTaJIbI-
BaThCS.

[MopasutenbHbl (hpaHily3cKUe pa-
060THI MacTepa ¢ TUUaHOI st [Tapuxka
OKYTBIBAIOLLEN €ro XXeMUY>KHOU ABIMKOM.
WM He ycTymaioT nmpoKajeHHbIe I0KHBIM
COJIHIIEM BUJBl UTAIbSTHCKUX TOPOIOB,
B HUX SIBCTBEHHO 3aMETHBI HEKOTOPHIE
TPUEMBI €BPOTICCKON XUBOIIUCU TOTO
BpemeHu. B Wranuu [eliHeka mpuiiesn
B BOCTOPT OT MUKeIaHIKe0, C OTHOIIIE-
HHEM K MUPY U UCKYCCTBY KOTOPOTO OH,
KaXeTcsl, HallleJl Co3ByuMe. BeukoenHbl
U OCTpOXapaKTepHbIe TOPTPETHI, HATU-
caHnHble xynoxxHukom B CLLIA.

B 1938 romy /leiiHeka BBITIOJTHWII MO-
HYMEHTaJIbHYI0 paboTy, 0 KOTOPOIi TaBHO
MeuTal — MO3aWKW ISl CTAaHIIUU MOC-
KOBCKOTO MeTpo «MasikoBcKast», COOpy-
JKEHHO 1o npoekTy Ajnekces JlynikuHa.

DTO BENUWKOJEMHBI o0Opasel] CUHTe3a
M300pa3UTEILHOTO NCKYCCTBA U apXUTEK-
TYpBI, HO, KaK CITPaBEUTMBO YKAa3bIBAIOT
WCCTIeIOBaTeN M, HBIHEITHUE TTOKOJICHUS
He CMOTYT IOHSATH OOJIBIITMHCTBO YKpaliia-
IOIUX CTAHIIMIO M300pa3UTETbHBIX CUM-
BOJIOB, CJIUIITKOM TECHO CBSI3aHHBIX CO CBO-
et anoxoii. C 1941 mo 1943 rox [eitHeka
paboTtan Hax Mo3aMKaMU Ul CTAHIIMU
«[laBenenkas».

B nHauane 1941-ro XymosXHUK Harm-
cajl 0oJIblyl0 KapTUHY «JIeBbIil Mapii».
KoneuHo, ee ipeBo3HOCUIIN B HEKOTOPBIX
MOHOTpadUsIX, HO OHA HE CTaJla TeM SIB-
JIECHWEeM, Ha KOTOpOE PAacCUUTHIBAT XYy-
TTOSKHUK, BOCTIPUHUMASICh B 3HAYMTEITLHOM
cTeTieH! KpyImHO(GOPMaTHOM WILTIOCTpa-
11eil K OMHOUMEHHOMY CTMXOTBOPEHUIO
MasikoBckoro. OHa o6saaeT KaKuM-TO
TPOMEXYTOUHBIM, TTIPOTUBOPEUNBBIM Xa-
pakTepoM: 3HaYMMast TIOJTUTUIeCcKast TeMa
repenaHa B KMBOTIMCHOW MaHepe Haya-
J1a — cepenuHbl 1930-X rom0B.

HenopaboTtka Obuia «KcIpaBieHa»
cozmanueM B 1942-M cBoero pomia KuBo-
MCHO-UIE0TOTUIecKoro menespa «060-
pona CeBacToIToIsI», C CONePKaHUEM BECh-
Ma JajJeKuM OT WMCTOPUYECKOU IpaB-
IbI. OTO TIOJIOTHO O0O3HAYMIIO PEe3KUit
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the wearying time of a short winter day,
capturing the snow behind the window as
well as the warm coziness of the room with
a “Constructivist” window the length of
the wall, which immediately lends to the
picture a sharper modern feel. Deineka’s
legacy includes only a few still-lifes (among
them the “Dry Leafs” series created in the
1930s), but on the rare occasions he set out
to capture a still-life, he did an excellent
job, as in other genres. A case in point is
the sunny picture “Sleeping Child with
Cornflowers” (1932), filled with tender
admiration and anxiety over the vulnera-
bility of true beauty. (In Soviet art, a still-
life without at least one token of the “Sovi-
et” domestic routine was considered a left-
over of the capitalist past).

Deineka regularly visited his
favourite city, Sevastopol — the city of the
sea, the southern sun, airplanes, seamen
and ships. The pieces he created there,
“Sevastopol. Evening” and others from
1934, are richly evocative of the Black Sea
ambiance.

In 1935, by a sheer miracle, given
that the USSR was then ever more tightly
insulating itself from the outside world,
Deineka visited Western Europe and
America. One can only guess what sort of
feelings he felt when he left his homeland,
given the chance to draw a deep breath in
an entirely different atmosphere, and to
look around without fear.

Deineka’s French pieces, featuring
Paris under its characteristic veil of pearly
gauze, are magnificent. Equally charming
are the views of Italian cities scorched by
the southern sun — in them Deineka obvi-
ously used some of the techniques typical
of contemporary European art. In Italy
Deineka was enraptured by the work of
Michelangelo, whose attitudes to the
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world and art he seems to have found con-
genial. The sharp portraits created in
America are splendid as well.

In 1938 Deineka accomplished a
monumental project he had long dreamt
about — the mosaics for the Mayakovskaya
metro station in Moscow. Arguably, this
work, by the architect Alexei Dushkin, is a
splendid example of the synthesis of visual
art and architecture. But, as researchers
justly point out, people today are unable to
understand most of its visual symbols,
which are too closely related to the age
when the composition was created. From
1941 to 1943 Deincka worked on mosaics
for the Paveletskaya subway station.

In the beginning of 1941 Deineka
accomplished a major painting, “Left
March”. Not unexpectedly, some critics
praised it, but it did not stir up as much
emotion as the artist had hoped for.
Largely thought of as a large illustration to
Mayakovsky’s poem of the same title, the
piece seems transitional and internally
inconsistent: an important political topic is
treated in the painting style typical for the
beginning and the middle of the 1930s.

This relative failure was made up for
in 1942, when Deineka created his master-
piece of politically-engaged painting,
“The Defence of Sevastopol”, where he
deviated from historical truth to a consid-
erable degree. The picture marked a sea-
change in Deineka’s work — whereas “The
Defence of Petrograd” had been dominat-
ed by formal and artistic aspects, in “The
Defence of Sevastopol” a decidedly politi-
cal concept was expressed with the lan-
guage of exaggeration typical for the genre
of battle scenes. The painterly expressive-
ness previously distinguishing Deineka’s
imagery gave way to an expressiveness of
gestures and poses in “The Defence of

#1201
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Tretyakov Gallery
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Sevastopol”. (As has been noted earlier,
blue-cyed blonds always remained Deine-
ka’s favourite models, especially in his
sports-themed pictures.) Deineka evolved
as an artist, and the sentiments of future
generations of viewers of his work would
also change too.

Deineka the artist paid all that was
due to the theme of World War II. His
wartime legacy includes an assortment of
drawings, from quick sketches made on
the front line to studio compositions that
became historical documents of indis-
putable value. That period also yielded a
series of paintings, the most famous among
them “Outskirts of Moscow. November
19417 (1941). After the war Deineka’s
progress as an artist was uneven. The peri-
od from 1946 through 1948 witnessed a
new round of political repression in cul-
ture, and the entire nation was mobilised
to fight Impressionism, a campaign that
did not leave Deineka unscathed: in 1948,
under the excuse that some “formalist”
trends were to be found in his teaching
method, he was demoted from the position
of director at the Moscow Institute of
Decorative and Applied Art to that of an
ordinary instructor. However, he “exoner-
ated himself” with his later work.

Let us leave aside his mosaics for the
lobby of a conference hall at Moscow
State University (1956) and the Palace of
Congresses at the Moscow Kremlin
(1961) — assignments that demonstrated
the artist’s technical skills squeezed into
the narrow mould of a public contract. His
most famous post-war paintings are worth
noting: “Relay Race Along the Garden
Ring” (1947), “On the Vast Construction
Sites Near Moscow” (1949), and “Open-
ing of a Power Plant on a Collective Farm
(Kolkhoz)” (1954) show an amazing sym-
biosis between Deineka’s typical monu-
mentalism, on one hand, and a trend
toward naturalist illustration coupled with
false-looking enthusiasm of the charac-
ters, on the other. In “Conquerors of
Space” (1961) the rockets look like toys;
only the large size of these compositions
recalls the “exemplary” works of the
1920s.

These pieces gained Deinecka mem-
bership of the Academy of Fine Arts of
the USSR; in 1962-1966 he held the post
of vice-president at this institution and
was awarded the honorary title of Hero of
Socialist Labour. In 1964, he received the
Lenin Prize for his mediocre mosaics “A
Good Morning” and “Hockey Players”
(both created 1959-1960). Alexander
Labas, Deineka’s fellow artist from OST
and one of the best painters of the 20th
century, wrote about that period and the
“petty and conservative” people around
Deineka: “Little by little Deineka too
became like them <...> Undoubtedly, in a
different environment he would have
developed different traits, which are pret-
ty much extinct by now. And perhaps the
artist Deineka would indeed have become
the greatest artist of our times.”"

repesioM B uckycctBe [leitHeku. Ecmum
B «O6opone [leTporpama» mpeBarpoBa-
J1a (hOpMaTbHO-XYIOXECTBEHHAsT CTOPO-
Ha, TO TeTiepb Cyry0o MOTUTUYeCcKast KOH-
Lerusl ObUTa BBIpakeHa TUTIEPTPOPU-
POBAHHBIM SI3BIKOM 0aTaTLHOTO KaHpa.
[Tpuuem cBoiicTBeHHas npexHeMy Jleii-
Heke XWBOIMCHas akcmpeccust B «O60-
pone CeBacTomnoJisi» OblTa MOIMEHEeHa K-
cIipeccueil KecToB U T03.

Bropas mupoBas BoliHa 3aHsiia 101~
JKHOE MECTO B TBOpUecTBe MacTepa. [1pex-
JIe BCETO, 3TO OOMITNE PUCYHKOB — OT TTOJIe-
BBIX HAOPOCKOB JI0 CTAHKOBBIX KOMTIO3M -
LA, UMEIOITX HECOMHEHHYIO TOKYMEH-
TaJTbHO-UCTOPUUECKYIO IIeHHOCTh. OT Tex
JIET OCTaJICS Y LMKJ XXUBOITMUCHBIX TTPO-
WU3BENEHUI, Cpenr KOTOPBIX, KaK Tpe.-
craBisieTcs1, HanboJiee M3BeCcTHa paboTa
«Oxpanna Mocksbl. Hosiops 1941».

B mocneBoeHHBI TIepUON UCKYC-
ctBO JleitHeKkn ObUTO OYeHb HEPOBHBIM.
B 1946—1948 rompl IpoM301IET O4epe-
HOU TIOTPOM B XyIOXECTBEHHOU KyJIBTY-
pe: OblUIa O0BsIBJIEHAa BCEHAPOIHAS 0Opb-
0a ¢ UMITPECCOHU3MOM, 3aTPOHYBIIAS
u [eitnexy. B 1948 romy 3a «bopmanuctu-
YecKMe» TeHIEHIIMY B TIPETIOIaBaHN OH
OBIT TIOHMKEH C JOJDKHOCTH JAMPEKTOpa
MOCKOBCKOTO MHCTUTYTA JIEKOPATUBHOTO
U TIPUKJIATHOTO MCKYCCTBA JI0 TTPOCTOTO
nipeniofasaresist. Ho XynoxXHuk «omnpasaain-
CsT» CBOUM JAJIbHEUIITM TBOPYECTBOM.

OcTaBUM B CTOPOHE MO3aWKU IS
(oite akroBoro 3ama MI'Y (1956) u Isop-
11a cbe310B Mockosckoro Kpemiist (1961),
TJIe TIPOSIBWJICST TEXHUYECKUI TIpodheccro-
HaJlM3M MacTepa, 3aKIIOYeHHBIN B TIPO-
KPYCTOBO JIOKE TOCYIapCTBEHHOTO 3aKa3a.
OO6paiarmT Ha ce6s1 BHUMaHUE eTo Hau-
0oJiee M3BECTHBIE TIOCTIEBOSHHbBIE KapTH-
HBL: «OcTadeTa 1Mo Konbity “b”» (1947),
«Ha mpocTopax OIMOCKOBHBIX CTPOEK»
(1949), «OTKpBITHE KOJIXO3HOU AIEKTPO-
cranum» (1954), B KOTOPBIX CIIOXWIICS
YIUBUTEbHBIIA CUMOMO3 TIpUcylLero Jeii-
Heke MOHYMEHTaJIM3Ma C HaTypaJIuCTH-
YeCKO-MJUTIOCTPATUBHBIMU TEHIEHIIUSIMU
1 (GaablIMBBIM BOCTOPIOM MEPCOHAXENH,
nosiotHO «ITokoputenn KocMoca» (1961)
C UTPyIIeYHBIMU pakeTamu. O «Irporpam-
MHBIX» TIpou3BeneHus1x 1920-x Harmomu-
HAIOT TOJILKO WX OOJbINNe pa3Mephl. 3a
9TU KapTuHbI [leiiHeka Ha3HavYaeTCs aka-
JIEMUKOM, a B 1962 roay — Bulle-TIpe3u-
nenToM Axkanemuu xynoxects CCCP, mo-
sryqaet 3BaHue [epost Cormanuctnaecko-
ro Tpyna. 3a mocpencTBeHHbIE MO3aWKU
«Xopoiree yTpo» U «XOKKEUCTHI» (00e
1959—1960) B 1964-Mm [eitHeka ymocTau-
Baetcst JlennHckoi npemun. Ero ToBapuiig
1o OCTy, onrH 13 caMbIX OJTMCTATETbHBIX
KuBornuciieB XX Beka AjekcaHnap Jlabac
MHACAJI O TOM BPEMEHU, O «MEJIKNX 1 KOH-
CepBAaTUBHBIX» JTIOISIX, OKPYXKaBIINX Jleti-
Heky: «HezameTHo [efiHeka cam rpruodpert
ux 4yepTol <...> HecoMHeHHO, B JpyromMm
OKpPYXKEHUU OH pa3BWJI Obl B cebe apyrue
CTOPOHBI, KOTOpBIE ceifuac, B 00IIeM-TO,
3arioxiu. Y, ObITe MOXeT, XynoxXHUK Jleit-
HeKa NEUCTBUTENIbHO ObLT Obl KpyMHEl-
IIAM XyJOXXHUKOM HaIlleTO BpeMeHM» ',
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