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Vasily DENISOV
Poster “Exhibition

of Paintings of

V.I. Denisov

and Rosa Russe”. 1912
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. TPETbAKOBCKAA FANIEPEA

Anekcanapa TepentbeBa

BbICTABKU

CEPEBPAHBIN BEK
PYCCKOU PEKJIAMBI

BoicraBka «HeakryanbHas pekinaMa. Pyccknil mimakat Hayaia XX BeKa» MpeCTaBIIsieT COOpaHue
JIOPEBOJIFOUMOHHBIX IIJIAKATOB, XpaHsiumxcs B [ocyapcTBeHHON TpeThsiKoBCcKOM raniepee. B ocHo-
B€ 3TOro coopanusi — nocrynusiuas B 1933 ropy oOmmpHas komnekuust @.P.Penoposa. Mckyc-
ctBoBeql A.® . Kopoctun Hanmcan o HeMm B 1950 ropy: «KomnekiupuoHep niaakaToB U 9KCIUOPUCOB,
MHaye roBOpsl, CTOPOHHUK KPailHOCTEN , KOJIJIEKMOHUPOBABLUMIA BELLIM UM CYT'y0O0-00JIbLIOTO WU
cyry6o-manoro ¢popmaTtoB». OTeNbHbIN pa3es OTKPbIBLUIEHCS BLICTABKU MOCBSIIECH aduiam 13
«mnapuzkckoro Hacnepusi» M.® Jlapuonosa n H.C.IToHuapoBoii, nepegaHHoro B gap TpeTbsiKoBCKO
Tanepee B 1989 rony no 3asewannto aossl M.® Jlapuonosa — A K .Jlapnonosoii-ToMunnHoii.

9 KCTIO3MIIMS OXBaThIBaeT repuos ¢ 1897
roga 1o Hayvajo 1920-x rogos. Jlata
«1897 ron» BO3HUMKAET HE CTy4aifHO: UMEH-
HO Tor1a Obljla opraHu3oBaHa rnepsasi B Poc-
cuu MexxnyHapoaHasi BBICTaBKa XyI0Xe-
CTBEHHBIX a1l IO TOKPOBUTETHCTBOM
nerepoyprckoro OOIeCTBa MOOIIPEHUS
xynoxectB (Cankrt-Ilerepoypr (1897) —
Mocksa (1898) — Kues (1900). Ee moc-
KoBckast aduiia, ucnonHenHas JI.H. Ke-
KYILIEBBIM, TTPECTaBIeHA HA BBICTABKE. AK-
TUBHBIMU OpPraHM3aTOpaMu 1 CIIOHCOpaMu
3TOTO MPOEKTA BBICTYIMIA POCCUNCKHE U3~
narenu. B yactHocTH, B TUIIOUTOrpahUmn
P.Ionuke Obl1a HarleyataHa OOJIbIIAs YaCTh
aduI pyccKoro otaesa, a B MockBe BbIC-
TaBKy MOJICPKMUBaJ MaCTUTBIN M3AaTeIb
N .Kneb6enb. Cpeay Tpex IecsITKOB M3a-
TEJILCTB, Ubsl MPOAYKIIUS 3TOTO BpEMEHU
XOPOIIIO U3BECTHA, 0CO00 BBIACISICTCS e~
areabHOCcTh CkoporneyaTHu A.A.JIeBeH-
cona, M3nparenbckoro noma M. J1.CoiTriHa
u ToBapuiectBa P.Ionavke u A.Buiasoop-
ra, CrielIMaIM3MPOBaBIIMXCS Ha TTeYaTH Xy-
JIOKECTBEHHBIX TIJIaKaTOB. DTa MacIlTad-
Hasl BbICTaBKa, Ha KOTOPOI UIMEHaMMU Tiep-
Boii BenmmumHbl (K. Illepe, T.CreiinneH,
A Tynys-Jlotpek, A.Myxa) ObUIH TIpeacTa-
BJICHBI HalIMOHAJIbHBIC IIKOJbI, MPUBJIC-
KJa BHUMaHHUE M3BECTHBIX PYCCKUX Xy-
JTIOXKHUKOB K TUTaKaTy Kak K 0co0oii ce-
pe TPUJIOKEHUST TBOPUECKUX YCUITUIA.
TepMmuH «1u1aKaT», 10 OJHOM U3 BEp-
CHUi, BOCXOIMT K HUAEpIaHACKoMY “anplak-
ken”, 4TO 3HAYUT «IIPUKJIEUBATD», «IIPU-
OuBaTh». Poccuiickuii miakaT Mo cBoeMy
MPOVCXOXIEHUIO TECHO CBSI3aH C HApOJI-
HOM KapTUHKOM, KOTOpasi BILIOTb J0 KOHIIA
XIX Beka Obl1a pacrpocTpaHeHHO# (op-
MOM pekjgaMbl M aruTainuu. Ilmakat me-
peHsiN y Ty0Ka MHOTHE N300pa3uTeIbHbIE
MPUEMbI, CBSI3aHHBIC B OCHOBHOM C €T0 «I10-
BECTBOBATEJIbHOCThIO». [l1akaT — Be4HO

aKkTyajbHOe siBlieHue. Mi3HayaibHO mpu3-
BaHHBIN MTPUBJEKaTh BHUMaHUE 3pUTENIs,
320CTPATD €T0 B KOHKPETHOI TOYKE FOpOo/Ii-
CKOI1 cpefibl, OH TpeOoBasl (POPMUPOBAHUS
0co00ro TIacTUYecKoro si3pika. B cumy
CBOUX CIeIU(MUIECKUX OCOOECHHOCTEM
IJIAKAT «I10 IIPaBY POXIECHMS» HAIIPSIMYIO
CBSI3aH C >KMBOW M HACBILIEHHON ropoj-
CKOIi cpenoii. B rrakare akTMBHO TIpUMe-
HSUICS IPUHILIMIT KaJIpUPOBaHUs, 3a3bIBal0-
LIIUX PaKypCOB U KECTOB, a TAKXKE KOPOTKUX
HaJmuceii-cioraHoB. MHOTHE KOMITO3U-
LIMOHHBIE ¥ 00pa3HbIe HAXOIKH TOPEBOJIIO-
LIMOHHOTO TUTaKaTa CTajly BIIOCICACTBUM
OCHOBOI TS (POPMUPOBAHMS BU3YaJIbHBIX
LITaMIIOB COBETCKOTO BpeMeHu. Hemocpe-
CTBEHHO OTKJIMKAsICh Ha COOBITHSI COBpE-
MEHHOCTH, OH OKazaJics <«yTPUPYIOLIUM
3epKajJoM» CTUJIEBBIX TEHICHIIMI UCKYC-
cTBa Hauajia XX Beka. Peanusm, akjieKTu-
Ka, «PYCCKUII CTWJIb», HEOKJIACCHUIIU3M,
CHMBOJIM3M, aBaHTap/1 — B IJIaKaTe Mpe-
CTaBJICHBI BCE TEUCHUSI, IPUUYEM KaK B y3-
HaBaeMOM aBTOPCKOM BOILIOIICHUM 3HA-
MEHUTBIX MacTEPOB, TaK U B MPOU3BEIC-
HUSX OCTaBIIMXCSI HEM3BECTHBIMU TIpEI-
cTaBUTeJIeH TIakaTHOTO 1iexa. Haubomee
CO3BYYHBIM 10 CBOUM IIEJISIM ¥ BO3MOX-
HOCTSIM TIJIaKaT OKa3aJiCcsl CTUJII0 MOACPH
C €ro CTpeMJIEHUEM K CUHTE3y MCKYCCTB,
OCBOEHMIO MPOCTPAHCTB U TOBBIIIIEHHOM
JIEKOPATUBHOCTH JIMHUM.

Cpeny U3BECTHBIX MacTepOB, Mpe-
CTaBJICHHBIX Ha BBICTABKE B HEOXMIAH-
HOM TBOPUYECKOM aMILTya, MOXXHO Ha3BaTh
A.M. u B.M.Bacheuosbix, [I.H.Kapnos-
ckoro, K.A.KopoBuHa, XynoxKHUKOB-MUP-
nckycHukoB K.A.Comona, E.E.Jlancepe,
JI.C.Bakcta u rony6opo3zosiieB I1.B.Kys-
HenoBa, H.B.Pemuzosa, B.U.JleHuco-
Ba, H.Il.®eodunakrosa, I.B.fAkynoBa,
C.10.Cyneiikuna, a Takke M.® JlapuoHo-
Ba U XYIOXHUKOB MapUKCKOU IITKOJbI —

I1.® . Yemumena, A.-U.bepiuna, C.dDo-
TUHCKOro. O0paialoT Ha ceOs BHUMaHKUe
CTUJIMCTUYECKU BblAEpPXKaHHbIE adbUIIN
apxutekTopoB — f.51.benb3ena, JI.H.Ke-
kyuieBa, ®.1.Pep6epra u A.M.I1loHoma-
PEHKO.

BeicTaBKa mocTpoeHa B COOTBETCT-
BMM C TPAAMLIMOHHBIM JeJICHUEM ILIaKaTa
I10 XXaHPOBO-(DYHKIIMOHATLHOMY ITPU3HA-
Ky. OTaebHbIe Pa3ae/ibl TOCBSIIEHbI BbIC-
TaBOYHOMY, BOGHHOMY, COLIMAJIbHOMY, 13-
JIATeJIbCKOMY, 3peIUIIIHOMY IuTakaty. B ak-
CITO3ULIMIO BKJIIOYEHBI M IPOU3BEACHUS
OPUTMHAIBHON TpauKKM — 3CKU3bI TIa-
KaTOB Y PYKOIMCHbIE aUILIN.

Adu1m XynoxxecTBEHHBIX BBICTABOK
JIOBOEHHOTO UM BOEHHOIO BPEMEHH I103-
BOJISTIOT ITOTPY3UTHCSI B OYPHYIO XyI0XKECT-
BEHHYIO XXM3Hb Hauaima XX Beka, Kak Obl
«OBELLECTBUTh» BBICTABOYHBIN IPOLIECC,
MPEICTaBUB IMUPOKUIA CIIEKTP XYITOXKECT-
BEHHBIX O0BETMHEHNUI 1 BHICTABOK. 311€Ch
OKa3bIBAIOTCSI PSIIOM BBICTABOYHBIE IIPO-
eKThl U XyIOXHUKH, 3aHUMAaBIINE OTYa-
SIHHO pa3Hble, MECTAMU COBEPIIEHHO He-
MPUMUPUMBIE ITO3ULIIH.

HeobxonnmMo oTMETUTh TaKyl OCO-
OEHHOCTb OBITOBAHMS BHICTABOYHBIX TLJIA-
KAaTOB 3TOW 3ITOXU: BCE OHU B TOW WU UHOM
CTEIEeHU SIBJISIUCH YaCTblO €IMHOIO aH-
caMOJ1s1, BBICTABOYHOTO JIU, apXUTEKTYPHO-
IO WM U3IAaTeIbCKOro. 3HAKOBBIM SIBJISI-
eTcsl IU1akaT K MexXayHapoaHOI BRICTaBKe
aum (1897) B CtporaHoBCKOE yUUITHU-
me B Mockse, BbinoaHeHHbIM JI.H.Ke-
KYIIEBBIM, OJHUM U3 BEIYIIUX apXUTEK-
TOPOB MOCKOBCKOIO MOJEpHAa, IMPUHU-
MaBILIKM Y4aCTUE B CO3MaHUU «CUMBOJIa»
3TOT0 CTUJISI — TOCTUHMIIBI «MEeTpOTob».
W He TOJBKO MOTOMY, YTO OCBEIIIAET CO-
ObITHE, CO3BYYHOE Hallleli BHICTABKE, CTAB-
1Iee 3TAlHBIM IJIs1 MCKYCCTBA IlakaTa B
Poccun, Ho 1 motomy, uto JI. H.KekyiieB —
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Alexandra Terentieva

THE SILVER AGE
OF THE RUSSIAN POSTER

The exhibition “Irrelevant Advertising. Russian Posters of the in the creations of unknown poster artists.

Early 20th Century” presents a collection of posters, now held —Asitturned out, onestyle most in tune with
the poster art in terms of objectives and

at the Tretyakov Gallery, that were produced before the Bol-  capabilities was moderne, with its drift
shevik revolution. At the core of this collection are those put toward a synthesis of arts, exploration of

. . spaces and heightened ornamentality of
together by Fedor Fedorov and acquired by the museum in .

1933. The art scholar Alexei Korostin wrote about Fedorov in

Those acclaimed artists whose less-

1950: “A collector of posters and bookplates, in other words —
a partisan of the extremes who collected either very big or very
small items.” A separate section is devoted to playbills the
gallery received, in 1989, as a part of Mikhail Larionov’s and
Natalya Goncharova’s “Parisian legacy” gifted to the museum
in accordance with the will of Larionov’s widow, Alexandra

Larionova-Tomilina.

he show highlights the period from

In Russian, the word “poster” —

er-known creative endeavours in poster
art are featured at the show include the
brothers Apollinary and Viktor Vasnetsov,
Dmitry Kardovsky, and Konstantin
Korovin; the artists from the “World of
Art” group, Konstantin Somov, Yevgeny
Lansere and Léon Bakst; the artists from
the “Blue Rose” group, Pavel Kuznetsov,
Nikolai Remizov, Vasily Denisov, Nikolai
Feofilaktov, Georgy Yakulov, and Sergei
Sudeikin; and Mikhail Larionov and the
artists of the Parisian school such as Pavel
Tchelitchew, Abraham-losif Berlin, and

CI’IEHI’(KIH AfHL .

AARHIHAVE ONI'

ROHHLI.

. s ——

1897 up to the early 1920s. The date  plakat — is believed to have derived from  Sergei Fotinsky. Noteworthy pieces on of Technical Drawing (1897) designed by Not by coincidence, Kekushev’s AM.BACHELIOB Industry of Ceramics” (1900), I. Moro-
1897 is not accidental: in that year Russia  the Dutch anplakken, which means “to  view include stylistically consistent poster Kekushev, one of the leading architects of  poster hangs next to an elegant bill for the  laxam «Cubupciuii zov’s poster advertising an “Exhibition of
held its first “International Exhibition of glue”, or “to nail down”. At its roots, Russ-  bills designed by architects, including Moscow moderne who contributed to the  famous 1902 exhibition “Architecture and ‘;/Ie”bT»o‘BlaiL?uecmo Old Art Objects at the Stroganov School”
Atrtistically Designed Bills” under the ian posters are closely linked to folk pic-  Yakov Belzen, Lev Kekushev, Ivan Rer- creation of the “symbol” of that style, the  Industry of Arts of the New Style”. This CKO’poneanHM (1901), and Yakov Ponomarenko’s bill
patronage of the St. Petersburg Society for  tures (the lubok tradition), which, through  berg, and Yakov Ponomarenko. Metropol Hotel. The poster is a landmark  piece is believed to have been designed by ~ A.AJlesencona publicising an exhibition of art and crafts in
Encouragement of the Arts (in St. Peters-  the 19th century, were a popular vehicle for The exhibition is divided into sections not only because it highlights an event not ~ Ivan Rerberg, along with the exhibition Jlurorpadus Odessa (1910). The posters designed by
burg in 1897 — in Moscow, 1898 — in Kiev,  advertising and propaganda. The poster inaccordance with the traditional segmen- unlike the Tretyakov Gallery’s current catalogue, where everything, including the Apollinary artists-cum-architects are distinguished by
1900). The advertising poster for that exhi-  borrowed from the /ubok many visual tech-  tation of poster art by genre and by func- exhibition and started off the development  advertisements at the end, was created bya  vASNETSOV a special treatment of space and an obvi-
bition, created by Lev Kekushev, is fea- niques, mainly “narrative” ones. Posters tion. Individual sections are focused on of poster art in Russia, but also because  single hand. That show was organised by an  Poster “The Siberian ously ornamental and architectonic cast of
tured at the current show. The exhibition  have an eternal relevance: initially intended  bills advertising exhibitions, military and Kekushev, one of the most outstanding architect, Ivan Fomin, who also displayed ~ Day”- 1915 mind.

was organised and sponsored by Russian
publishers. For instance, most of the
posters from the exhibition’s Russian sec-
tion were printed in Roman Golike’s typo-
lithography workshop, and in Moscow the
exhibition was supported by the renowned
publisher lossif Knebel. Among nearly 30
well-known printers of the age, the espe-
cially prominent workshops specialising in
artistically-designed posters were: Alexan-
der Levenson’s fast-printing workshop,
Ivan Sytin’s publishing house, and Roman
Golike’s and Arthur Wilborg’s Partner-
ship. That ambitious exhibition, where
first-rate artists (such as Jules Chéret,
Théophile Alexandre Steinlen, Henri de
Toulouse-Lautrec, and Alfonse Maria
Mucha) represented various international
schools, drew the attention of famous
Russian artists to posters as a special area
of creative activity.
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as attention grabbers, the fixtures to fix the
viewers’ gaze to a certain location in an
urban environment, posters called for the
use of a special visual language. Due to its
specific features, poster art is “by birth
right” directly connected with the vibrant
and bustling city setting. Poster-makers
actively used cropping techniques, beguil-
ing angles and gestures, and brief slogans.
Many discoveries in composition and
imagery made by poster artists before the
Bolshevik revolution later spawned the
visual clichés of the Soviet era. Directly
responding to what is going on, the poster
proved to be an “exaggerating mirror” of
the stylistic tendencies of early-20th centu-
ry art. The present exhibition highlights
such trends as realism, eclecticism, the
“Russian style”, neo-classicism, symbol-
ism, and the avant-garde, both in recogniz-
able interpretations of famous masters and

social posters, publishers’ posters, and
playbills. The show also features original
graphic pieces — sketched designs of
posters and hand-made bills.

The displayed advertisements of art
exhibitions of the period prior and during
World War I introduce viewers to the thriv-
ing cultural scene of the early 20th century
and “reify”, so to speak, the circuit of exhi-
bitions of the past, representing the wide
range of artistic groupings and shows. Fea-
tured side by side are exhibitions and artists
that championed jarringly conflicting,
sometimes irreconcilable viewpoints.

At that time an advertisement was
more or less an integral part of the entire
project to which it was related, whether an
exhibition, an architectural project, or a
publishing venture. A landmark of sorts
is a poster for an international exhibition
of advertising bills at the Stroganov School

representatives of early modernism, was a
prolific exponent of its Belgian version in
Moscow.

For Kekushev, the international show
of advertising bills was one of the sources of
inspiration along his road to a holistic mod-
ernist style in architecture. 1898-1899 saw
the construction of the first mansion in the
Moscow modernist style, the architect’s
own house in Glazovsky Lane. There were
also several other reasons behind Keku-
shev’s willingness to undertake the creation
of this poster. In the 1890s he worked pro-
ductively in the field of applied art, con-
tributing to the creation of a material envi-
ronment fashioned in the new style. He
made sketches for bronze, wooden and zinc
objects for Moscow industrial plants and
taught, in 1898-1901, silver-plating, iron-
forging and composition at the Stroganov
School of Technical Drawing.

many of his works there. Enlisting financial
support from the biggest industrialists and
patrons of art, as well as leading Russian
and Western producers of furniture, light-
ing fixtures, glass and bronze, he was suc-
cessful in making the show a momentous
event for the dissemination of modernist
aesthetics, design and architectural ideas
both among artists and architects, and
among their clients. Due to the patronage
of Princess Elisabeth of Hesse and by
Rhine (Elizaveta Fedorovna), the exhibi-
tion was visited by international luminar-
ies, such as, for instance, Charles Rennie
Mackintosh. The Russian exhibitors in-
cluded Moscow and St. Petersburg archi-
tects and artists who championed the new
style, Fyodor Schechtel and Lev Kekushev
among them. Other items of interest in this
section are Yakov Belzen’s advertisement
for an “International Show of the Art and

Moscow, Alexander
Levenson fast-printing
workshop

Lithograph

Other pieces worth mentioning
include Konstantin Somov’s sketch for an
advertisement of a show of Russian and
Finnish artists (1897) that came at the very
beginning of the exhibitions of the “World
of Art” group, as well as brilliant stylisa-
tions by Yevgeny Lansere — a bill for the
1915 “World of Art” exhibition and the
1912 exhibition devoted to Mikhail Lomo-
nosov. Their refined poster designs derived
from the World of Art group’s superb book
designs. Vasily Denisov’s elegant poster for
his joint exhibition with the artist Rosa
Russe (1912), which took place at an art
salon on Bolshaya Dmitrovka street, is
poised between modernist ornamentality
and symbolist ambiguity. The artist also
designed the catalogue for the show, in the
same style as the poster. The visual lan-
guage of the advertisement is extremely
ornamental, laconic, reduced to a certain
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formula and represents, in fact, a visual
manifesto of the artist’s style.

Of special interest is a poster of the
first show of Old Russian art, a landmark
event after which icons started circulating
around exhibitions and became a focus of
academic research. The show of icons was
held under the auspices of the Nicholas I1
Imperial Institute of Archaeology in
Moscow, in the year when the House of
Romanov celebrated its 300th anniversary.
The institute’s activities were focused on
archaeology, archaeography, Russian histo-
ry and related areas of scholarship. The
creator of the poster, Vladimir Mayat, an
artist and architect working in a neo-classi-
cist style, used the floral design of a wood-
en iconostasis. The exhibition was a part of
the celebratory festivities scheduled for
1913, which included the laying of the
foundation stone and the construction of a
new building for the Nicholas II Institute, a
project in which Mayat was involved as a
member of the team of architects. The edi-
fice, now gone, graced Miusskaya Square
until the 1960s.

The charitable art shows of the war
years, such as “Moscow Artists for the
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Benefit of War Victims. An Exhibition of
Paintings and Sculpture” (Nikolai Piska-
rev, 1914), “Women Artists for the Benefit
of War Victims” (Yevgeniya Zaidner, 1914),
“Assistance to the Families of Heroes. An
Exhibition of Paintings of the Russian
Artists of the Old and New Schools” (Vik-
tor Vasnetsov, 1915), even then brought
together artists with utterly different sensi-
bilities, employing utterly different aesthet-
ic strategies. The surge of patriotic feeling
revived interest in the national art tradi-
tions. The important public sentiment was
captured in the works of the “Russian
style”. Such renowned artists as Apollinary
and Viktor Vasnetsov and Konstantin
Korovin were enlisted to produce political
posters. A poster devoted to a fund-raising
drive called “The Siberian Day” was fash-
ioned by Apollinary Vasnetsov as a histori-
cal reconstruction centred on the figure of
Yermak blowing a trumpet. This piece is a
fine example of “realist drawing” in
posters, a style whose other exponents
include the artists Konstantin Klever and
Leonid Pasternak. Viktor Vasnetsov created
several posters and handbills for charity
events employing images culled from the
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B.M. BACHELIOB
Iaaxam
6.1a20MBOPUMENbHO0
6asapa. 1914

M., ToBapuiuecTBo
CKOpOTeYaTHN

A.A JleBeHCcOHA
Xpomonurorpadust

Viktor VASNETSOV
Poster for a Charity
Bazaar. 1914
Moscow, Alexander
Levenson fast-printing
workshop
Chromo-lithograph

Russian epics, which by then had become
the staple of his art. Such is the style of an
advertisement for a city charity bazaar held
in 1914 for the benefit of the wounded: it
was displayed at the exhibition “Artists for
the Benefit of Their Fellows, Soldiers”.
The poster depicts a fight between Ivan
Tsarevich and the serpent of the sea, evok-
ing the 1912 painting “Ivan Tsarevich
Fighting the Three-Headed Serpent of the
Sea”, the idea for which Vasnetsov had
conceived in the 1880s.

Quite a few posters in the gallery’s
collection are devoted to an issue of public
bonds called “War Loan”. The bonds were
issued in February 1916, their final due
date set for 1926. That attempt of Nicholas
II’s ministers to borrow money for the war
from the citizenry was quite extensively
advertised among all the groups of popula-
tion of the Russian Empire. The poster, for
this reason, incorporated all stylistic trends,
from the narrative poster close to oil folk
prints (the /ubok) to the emblems of state-
hood. Other noteworthy items include
works by Vladimir Varzhansky, Ivan
Vladimirov, and Alfred Eberling; we have
yet to learn the names of many other poster
artists whose pieces went into countless
reprints.

Also on view in this section are
unique pieces like the hand-painted
sketches for the 1917 “Freedom Bonds”
posters, published on the orders of the
Moscow Committee of Finances. Very
famous and with politics woven into its very
name, that instance of official borrowing
was initiated by the Provisional Govern-
ment, which issued the bonds in late
March 1917. Unlike similar campaigns of
the Tsar’s policy-makers, this issue had a
long maturity period of 49 years, which
underscored its democratic nature. The
“Freedom Bonds” split society into con-
flicting groups depending on their stance
on the war and the new government. The
posters were a part of an expansive propa-
ganda campaign — the “Freedom Bonds”
programme included film screenings, lec-
tures, demonstrations, and performances
by actors and poets.

The agency in charge of the campaign
was the Russian National Committee of
Public Assistance to Government Bonds,
which, in addition to brochures and news-
papers, also printed posters. The jury eval-
uating the artists” proposals for the design
of the “Freedom Bonds” posters was
chaired by Konstantin Korovin, who was
experienced in the creation of “monumen-
tal” advertising bills, one of which, pro-
duced earlier under the “old regime” (in
1914) — “Dmitry Donskoi” — is held at the
Tretyakov Gallery. Created by artists with
different levels of skill and experience and
with different stylistic leanings — Pavel
Kuznetsov, Alexander Moravov, A. Filip-
pov and Georgy Pashkov — these hand-
drawn drafts, which survived by miracle,
are the most telling artefacts of their day. In
the margins, they carry still legible inscrip-
tions and notes pencilled by the artists and

OJIHA U3 CaMbIX KPYITHBIX (PUTYp paHHEe-
ro MoJepHa, aKTUBHBIN MPOBOAHUK €TO
Oenbruiickoro BapuanTa B Mockse. Mex-
JNyHapoaHasi BbICTaBKa adulll SIBUJIACH
JIJISI apXUTEKTOpa OMHUM U3 UCTOYHUKOB
BIOXHOBEHMS Ha ITyTH Tiepexofa K Lea0-
CTHOMY CTWJIIO MOJCPH B apXUTEKType.
1898—1899 — 5T0 roabl MOCTPOMKHM Tep-
BOT'O OCOOHSIKA B CTUJIE MOCKOBCKOT'O MO-
JIepHa, a MMEHHO COOCTBEHHOTO IoMa ap-
xuTekTopa B [71azoBckoM mepeyike. MH-
tepec JI.H.KekyiieBa K co3nmaHuio 3TOro
TJ1akaTa He CIydaeH M elle MO HEeCKOJb-
KuM mpuyuHaMm. B 1890-x romax oH ak-
TUBHO paboTaj B 00JacTU JeKOPaTUBHO-
MPUKJIATHOTO UCKYCCTBA, YUYaCTBYS B CO3-
JTaHUU TIPEAMETHOM Cpeibl HOBOTO CTHUJIS.
OH fenan 3CKU3bl OPOH30BBIX, TEPEBSH-
HBIX U IIMHKOBBIX MPEIMETOB JIJIsI MOCKOB-
ckux adpuk u npenoaasai B 1898—1901
rofax cepedpeHue, XKeJle3HYI0 KOBKY U KOM-
no3uiiio B CTPOraHOBCKOM XYIOXKECT-
BEHHO-TIPOMBIIIUIEHHOM YYWJINILE TEXHU-
YECKOTO PUCOBaHMSI.

He cnyvaitHa u usbickaHHas adu-
11a 3HAMEHUTON BBICTABKU «ApPXUTEKTY-
pa 1 XyI0XKeCTBeHHasl MPOMBIIIIEHHOCTh
HoBoro ctuiist» 1902 roma. [penmonoxu-
TEJIbHO, OHA OblJIa CO3AaHa APXUTEKTOPOM
W..PepbeproM BMecCTe ¢ BHICTABOYHBIM
KaTaJlorTOM, B KOTOPOM BCE, BIUIOTH 1O
peKJIaMbl B KOHIIE, ObLIO CO3MaHO OIHOM
pyKoii. BeicTaBKa ObL1a OpraHu30BaHa ap-
xutekTopoM M. A.DOMUHBIM, SIBISBIINM-
¢Sl TaKXKe OMHMM M3 CaMbIX aKTUBHBIX €€
y4acTHUKOB. [IpuBiIeKast AeHbI'M KPYITHE-
LIUX TIpeANpUHUMATEICH U MEeIICHATOB, a
TakKe BEAYIIMX POCCUICKUX U 3aMaIHbIX
MPOU3BOINTENEI MeOEI, OCBETUTEIbHBIX
¢upMm, creksa, OpoH3bI, EMY YAaJIOCh C/Ie-
JIaTh 3TY BBICTAaBKY SIBJICHUEM OTPOMHON
BaXHOCTH ISl paCIIPOCTPAHEHMS 3CTETU-
KW, TN3aliHA U apXUTEKTYPHBIX UIEH MO-
JIepHa KaK Cpeau XyIOKHUKOB U apXUTEK-
TOPOB, TaK U Cpenu 3aka3uyumkoB. biaro-
J1apsi MTOKPOBUTEIBCTBY BEJTUKOM KHATUHU
EnuzaBetst ®eqopoBHBI HA HEll MPUCYT-
CTBOBaJIM TaKMe 3HAMEHUTOCTU C MUPO-
BBIM UMEHEM, Kak, Harpumep, Y. MakuH-
Tour. Cpenn pycCKMX 9KCTIOHEHTOB — ap-
XUTEKTOPBI U XYIOXHUKA HOBOTO CTWJISI
u3 Mocksbl u [letepOypra, B TOM yucie
®.0.1exrens u JI.H.Kekyiues. B paznene
BBICTABOYHBIX TJIAKATOB MHTEPECHBI TAKKE
aduim «MexXmyHapoaTHOI XyT0XKeCTBEH-
HO-TIPOMBIIIJIEHHON BBICTABKM KepaMU-
yeckux uzaeauii» (1900) padotst 5.4 benb-
3eHa, «BbICTaBKM XyI0XECTBEHHBIX IPO-
U3BeIACHUI cTapuHbl» B CTPOraHOBCKOM
yuunuine (1901) padoret .M1.Mopo3zoBa
1 «XyI0XKECTBEHHO-TIPOMBIIIICHHOM BbIC-
taBku» B Opecce (1910) pabotst A.M.Ilo-
HoMmapeHKo. [lpousBeneHus XymoXKHU-
KOB-apXMTEKTOPOB CO3[AI0T CBOE 0CO00E
MPOCTPAHCTBO, B HUX C TIEPBOTO B3IJIsiAa
MPOYUTHIBAIOTCS HABBIKM MBICIUTD KO-
pPaTUBHO U apXUTEKTOHUYHO.

CremyeT OTMETUTD W UCTIOJTHEHHBII
K.A.CoMOBbIM 3¢cKu3 aUIIM BBICTABKU
PYCCKUX U (DUHISHACKMX XYTOXHUKOB
(1897), o3HamMeHOBaBILIEll HA4YaI0 BbICTa-
BOYHOII AesITebHOCTU «Mupa HMCKycCT-
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Ivan GORYUSHKIN-
SOROKOPUDOV
Poster advertising sub-
scription to the maga-
zine “Niva” for 1910.
1909

St. Petersburg, artistic
enterprise of Adolf
Marks Company
Phototype, chromo-
lithograph

Ba», a TAKXKe OJIMCTAaTe/IbHbIE CTUIM3ALIUN
E.E.Jlancepe — acduiu BoicTaBKM «Mu-
pa uckycctBa» (1915) u mocBsIeHHOMN
M.B.JlomoHocoBy BeicTaBku 1912 roza.
DTa M3bIcKaHHas1 rpaduKa BbIpOCa U3
HEIPEeB30IIeHHOIO MAaCTePCTBA CO3MAHMS
KHUTH, KOTOPBIM CIaBUJIUCH XYI0KHUKM -
MMPHUCKYCCHUKHU. YTOHYEHHBIN ILJIaKaT
B.U.[leHucoBa K €ro COBMECTHOM BbIC-
TaBke ¢ xynoxuuiieit Posoit Procc (1912),
npoiteanein B Xymn0xXeCTBEHHOM CajJlOHe
Ha bosbioit JIMuTpoBKe, 6ataHCUpyeT Ha
rpaHKd MEXIY IeKOpaTMBU3MOM MOIEpHA
M MHOTO3HAYHOCTBIO CHUMBOJIM3MA. Xy-
TMOXXKHKUK O(OPMUIT KATAJIOT B TOM K€ CTH-
Jie, 4yTo U aduiry. 31ech SI3bIK MPEAcIbHO
NIEKOpaTUBEH, JAKOHUYEH, CBelIeH K (hop-
MyJie, SIBJISIETCSI CBO€OOpa3HbIM BU3Yyallb-
HBIM MaHU(ECTOM aBTOPCKOTO CTHIIS.

BbICTABKW

225 Gr 5O Iz
vt OO =8

e 12,
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Cllererpyere, ¥ Toraaa, 248,

Oco0Bblii MHTEpEC MpeacTaBiIsieT ahu-
1Ia TEePBOIl BBICTABKU IPEBHEPYCCKOTO
HMCKYCCTBa, C KOTOPOI Havajlach BbICTa-
BOYHAsI XKM3Hb NKOHOIHUCH U €€ aKTUBHOE
nsydeHre. OHa MpoOXoaAuIa IO 3TUAOMN
MMriepaTopcKOro MOCKOBCKOTO apXeoJio-
TMYECKOTO MHCTUTYTa UMEHU UMIIepaTopa
Huxkonas I1I B rog 300-1etust noma Poma-
HOBBIX. UTHCTUTYT 3aHMMAJICSI apXEOJIOTH-
eii, apxeorpadueil U pyccKoil uctopueit
CO BCITIOMOTATEeJIbHBIMU AUCLIUIIIMHAMMU.
B aT0i1 aduiiie, NICTTOTHEHHOM XyT0XKHU -
KOM-apXUTEKTOPOM HEOKJIACCULIUCTUYC-
ckoro HanpasjieHuss B.M.Masitom, 00bI-
rpaHbl PaCTUTEJbHBIE OPHAMEHTHI JIepe-
BSIHHOTO HKOHOCTaca. BpicTaBKa crana
YacCThlO TOPXKECTBEHHBIX MEpPOIPUSITHIA
1913 roma, B mporpamMmy KOTOPBIX Oblia
BKJIFOUCHA 3aKJagKa M CTPOUTEIbCTBO
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N.s1.BUIIMBVH
Acpuwa konyepma
«/lyxoeHoe
nechonemue»

6 Mockoeckoii
xoncepeamopuu. 1910
M., ToBapuiecTBO
CKOpOIeYaTHH

A A JleBeHCcOHA
Xpomonurorpadust
C 30JI0TOM

Ivan BILIBIN

Playbill for the concert
“Spiritual Chants”

in the Moscow
Conservatory. 1910
Moscow, Alexander
Levenson fast-printing
workshop
Chromo-lithograph,
gold print

HOBOTO 3[IaHMWsI MHCTUTYyTa MMeHu Hu-
konas II, B mpoeKTUpOBaHUM KOTOPOTO
B.M.Masrt npuH1MaJ yyacTie Kak apXu-
TEKTOp. DTO 3[aHME, CTOSIBILIEE BIUIOTH
1o 1960-x romoB Ha MuyccKoii miomamm
B MOCKBe, HE COXPaHUJIOCh.

BrarorBopuTebHbIE XyTOKECTBEH-
HbIC BBICTABKM BOGHHOTO BpEMEHMU, TAKUE
KaK «XyIOXXHUKUM MOCKBBI — KepTBam
BOIHBI. BhICTaBKa KapTUH M CKYJBITY-
pel» (H.W.I[Muckapes, 1914), «Xymox-
HUILIBI XepTBaM BoitHb» (E.W.3aiiaHep,
1914), «[lomomib cembsiM boratsipeii.
BricTaBKa KapTUH PYCCKUX XyIOKHUKOB
crapoii u HoBoli mikos» (B.M.BacHe1ioB,
1915), yxe Torna o0beIUHSIN XyT0XKHU-
KOB COBEPILIEHHO Pa3HBIX 3CTETUYECKUX
HanpaBJIeHUI U YyBCcTBOBaHMI. Ha BosI-
HE MaTpUOTU3Ma BO3POXAACTCS MHTEPEC
K HallMOHAJIBHOMY HCKYCCTBY. 3Hauu-
MBI OOIIIECTBEHHBIN MMIYJIbC OBLT pea-
JIM30BaH B ITPOU3BEICHUSX «PYCCKOTO CTH-
Jisi». Takue M3BEeCTHBIC XyTOXKHUKHU, KakK
A.M. u B.M.Bacueuossl 1 K.A.KopoBuH,
OKa3bIBAIOTCSI BOBJICYEHHBIMU B CO3IaHUE
MOJUTUYECKUX T1akaToB. A.M.BacHe1oB
CO31aeT IJIakaT B IyXe UCTOPUUECKHUX pe-
KOHCTPYKUMH, MOCBIIIEHHbIN COOpY MO-
KepTBoBaHU «CUOUPCKUI NeHb», LIEH-
TpaJIbHBIM 00pa3oM KOTOPOTO SIBIISICTCS
Tpyosimuii EpMak. O1o npousBeaeHue —
SIPKUIA IIPUMEP «PealuCTUYECKOIO PUCO-
BaHUsI» B IJIaKaTe, KOTOPOE MpeacTaBiIe-
HO TakKXe TaKMMM XyIOXHUKaMU, Kak
K.}O.Knesep u JI.O.ITacrepHak. B.M.Bac-
HEIOB CO3[aJl HECKOJBbKO IIJIaKaTOB W
MporpaMM OJIarOTBOPUTEIBHBIX MEpO-
MPUSITUN, OCHOBAaHHBIX Ha OBLIMHHBIX,
CJIOKMBIIUXCS K 3TOMY BPEeMEHU Tpaau-
LIMOHHBIX I Hero oopa3ax. MMeHHo Ta-
KOB TUIaKaT 0J1arOTBOPUTEIBLHOTO TOPOJI-
cKoro 6azapa oMoy paHeHbsiM 1914 ro-
J1a, 9KCIIOHMPOBABIIMICS Ha BBICTABKE
«XyIoXHUKU —TOBapuillaM BouHamM». Ha
IUlaKkaTte m3obOpaxkeHa OutBa MBaHa-lia-
peBUYa ¢ MOPCKUM 3MeeM. Kommosuiius
U CIOXET TEPEeKIMKAITCSI ¢ KapTUHOM
1912 rona «boit UBana-uapesuya ¢ Tpex-
r1aBbIM MopckuM 3meem». Cpenu nipe-
CTaBJICHHBIX IIPU(PTOBBIX TJIAKATOB MOX-
HO OTMETUTH €llle OAUH MaJOM3BECTHBIM
Iiakat, co3gaHHblii B.M.BacHenoBbIM
TSI BBICTaBKM «IToMOIIIb CeMbsIM GoraThbi-
peii. BoicTaBKa KapTUH PYCCKUX XYdOX-
HUKOB CTapoif 1 HOBOU wIKoJbl» (1915),
npoienieii B Ilerepoypre, MockBe u
Kuese. B.M.BacheuoB, kak u K.A.Ko-
POBUH, MMEJI OTBIT OOpaIlleHUs K XKaHPY
abumm — oba co3gaBaiM UX IS «I0-
MalllHUX» TTOCTAaHOBOK MaMOHTOBCKOTO
Kpyxka B 1880-¢ rompl.

JlocTaToyHO MHOTOYMCIIEHHAS TPYTI-
ma miakaToB B komaekuuu ['TI mocss-
1IIeHa KPeIUTHOM aKIIMU rOCy1apcTBa, Mo~
JIyJuBIlIeil Ha3BaHUE «BoeHHBINI 3aeM».
O6aurauuu ObLIU BBITYILEHBI B (heBpaje
1916 roma, ux OKOHYATeJIbHOE IMOralie-
HMe IUIaHupoBajoch Ha 1926 rom. DTa
nomnbiTKa npaBuTeabeTBa Hukomas 11
MpUBJIEYb IEHBIM HACEJICHUS Ha cTpaTe-
TUYeCKKMe HYXIbI TOCTaTOYHO MacIuTad-
HO peKJaMHUpoBajach Cpeau BCEX CI0EB

HaceneHus Poccuiickoit Umnepuu. U no-
TOMY ILIaKaT, TTOCBSIICHHBII BOCHHOMY
3aiiMy, BKJItoYas B ce0s1 BCe CTUIIMCTUYC-
CKH€ Pa3HOBUIHOCTU — OT OJIM3KOIo K
JIyOKYy MOBECTBOBATEJIbHOIO TUIaKaTa a0
000OIIIEHHBIX 9MOJIEM TOCYIapCTBEHHOM
ractu. Cpeau nMpeacTaBlIeHHbBIX Ha BbIC-
TaBKe IJJaKaTOB MOXHO HaszBaThb pado-
Tl B.Bapxkanckoro, M.A.Biagumuposa,
A.P.D06epaunra.

Kpowme Toro, aToT paszaen conepkKuT
YHUKaJIbHBII MaTepral: pyKOIMCHBIE 3C-
KHU3BbI IJIaKaTOB K «3aiitmy cBoboabl» 1917
roma, IMOCTyNUBIIME U3 MOCKOBCKOTO
DUHAHCOBOTO KOMUTETA. DTOT 3HAMEHU -
THII 3a€M, 1axke B CBOEM Ha3BaHUU UMEB-
LA TTOJIMTUYECKYI0 OKpPACKy, MpeacTa-
BJISLT COOOI KpeAUTHYIO aklinio BpemeH-
HOTO TIPaBUTEILCTBA, BHIITYCK OOJIUTALII
10 KOTOPO#l ObUT OCYIIECTBIEH B KOHIIE
MapTa 1917 rona. B ominuue oT mogoOHbIX
AKLMI HapCKOTro MPaBUTENbCTBA, JaHHBIN
KpeIuT ObUI JOJTOCPOYHBIM (€ro Iora-
LIEHUE TUIAHUPOBAJIOCH OCYILIECTBUTD Ye-
pe3 49 7eT), 4yTo, MO MHEHUI0O MUHHUCTpa
¢uHancoB M.U.TepelieHKo, TTOAUYEepKU-
BaJIO €ro JeMOKpPaTMYECKMI XapakTep.
«3aeM cBOOOABI» CTaJ CBOEOOPA3HOI jie-
MapKallMOHHOW JMHUEW, pa3aeauBIICH
00111eCTBO, B 3aBUCUMOCTH OT TMOJTUTUYC-
CKUX TIO3ULIMIA TI0 OTHOLIEHUIO K BOWHE
¥ HOBOHM BiacTu. [lnakaTel SIBISITMCH
YacThl0 OOIIMPHENIIEH aruTaluOHHOM
nmporpaMMbl — JIHeE# «3aiiMa CBOOOIBI»
C TIOKa30M KMHO(MDUIbMOB, JEKIIUi, ae-
MOHCTpALMii, BBICTYIUIEHUI apTUCTOB U
MO3TOB. 32 3TOT KOMILJIEKC MEPOTIPUSITUIA
oTBeua Becepoccuiickoii KOMUTET 0011Ie-
CTBEHHOT'O COJEMCTBMSI TOCYIapCTBEH-
HBIM 3ailiMaM, 3aHMMAaBILUICS, B YaCTHO-
CTH, TIOMMMO OPOIIIOP U Ta3eT, MevyaTbio
miakatoB. [1pencenareneM Kopu KOHKYp-
ca Ha TIPOEKTHI TJ1aKaToB «3aiiMa cBOOO-
nbl» 011 K.A.KOpOBUH, MMEBIIMIA OIBIT
B CO3JIaHUU KaK TeaTpaJIbHbIX aulll, TaKk
U COLIMAIbHBIX TJ1aKaTOB, OIUH U3 KOTO-
poIX — «JImuTpuii [loHckoii» (1914) — Ha-
xonutcst B coopanuu I'TT. UcrioaHeHHbIE
XyIO>KHUKAMU pa3HOTO YPOBHSI MacTepCT-
Ba, OTBITA ¥ CTMJIMCTUYECKUX MTPEATTOUTE-
Huii — I1.B.Ky3neuoBwsiM, A.B.Mopa-
BOBbIM, A.®. DumunmossiM u LI1.ITam-
KOBBIM, 3TU PYKOIHMCHbBIC YyIOM COXpa-
HUBIINECS 3CKU3bI SIBJSTIOTCS TIOOOTIBIT-
HEeUIIMM TOKYMEHTOM CBOETo BpemeHu. Ha
MOJISIX MOXKHO TTPOYUTATh KapaHIalIHbIe
HaJIIMICHU 1 TIOMETHI aBTOPOB M PELIEH3EH-
ToB. [IpoekT [LI1.I1amkoBa, XynoxxH1Ka-
MOHYMEHTaJIMCTa, PabOTaBIIEro TaKxkKe
B ITaKaTe B Pa3HbIX CTUJISIX, — CBOEOO-
pa3Hasi «<MHBEPCHUsI» MKOHOMUCHOTO 00-
paza. OH MPUCYTCTBYeT Ha BBICTaBKE W
B Turnorpagckom BapuanTe. K atomy ke
3aiiMy OBLIT BBITIOJIHEH KYPBE3HBIN TUIa-
kat A.M.KpaBueHKO ¢ I10A3aroJ0BKOM
«PonnHa 1 CBoOoOIa B ONTaCHOCTW», CTAB-
LW TPYCTHO-UPOHUYHBIM ITPOPOYECT-
BOM TTOCJIEAYIOIINUX COOBITUI. MBI UMeeM
BO3MOXHOCTh TaKXe OLIECHUTb W WHTE-
pecHbIe 00pa3yMKM CTPaxOBOW peKJia-
MBI, MPEACTABICHHbIC IBYMsI TIaKaTaMKu
JI.H.Kapnosckoro (1917). 3nech npume-
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H.M.ITMCKAPEB
Iaaxam «XyooxcHuku
Mockevt — scepmeam
BOIHbIL.

Buicmaska kapmun u
cKyavnmypbi». 1914
M., ToBapuiecTBo
CKOPONeYaTHH

A.A JleBeHCcOHA
Jlurorpacust

Nikolai PISKAREV
Poster “Moscow Artists
for the Benefit of War
Victims. An Exhibition
of Paintings and
Sculpture”. 1914
Moscow, Alexander
Levenson fast-printing
workshop

Lithograph

AT

yareseH TekcT: «CTpaxoBaHUe XKU3HU B
TOCyIapCTBEHHBIX cOeperaTesibHbIX Kac-
cax. Kaxagomy TpyKeHMKY HEOOXOAMMO
00eCTIeYnTh OT HYXIbI CEMbIO Ha CIydait
CBOCI CMEPTU».

CouuanbHas Tema, oTpaxalolas
MpolLecchl Kak BOGHHOTO, TaK 1 MUPHO-
o BpEMEHHU, TPOJOJLKEHA KOJUIEKIIHEeH
acui 0JJaroTBOPUTEIbLHBIX aKIMii, Oa3a-
POB M KOHIIEPTOB, 3aTParuBaBIINX Pa3HbIe
COLIMAJIbHBIE CJIOW M YaCTO OCYIIECTBISIB-
LIHUXCS TIOJT aBI'YCTEHIIIUM ITOKPOBUTEIb-
CTBOM. DTHU TIPOU3BEICHUS B OOJIbIIIMH-
CTBE CBOEM 0aJTaHCHUPYIOT Ha TPAaHU «pyC-
CKOTO CTUJISI» M MoaepHa. Llenblii «uKi»
M3 YEeThIpeX IJ1aKaToB (OAWH M3 KOTOPBIX
CO3/1aH XyTOXXHUKOM-apXUTEKTOPOM U BbI-
naromumcs takatucrom A.B.JlypHoBo)
nocBsiiieH 3HaMmeHuToMy J1Hio benoit Po-
Malllku, ctaBiieit ¢ 1911 roma cuMmBoioM
0J1arOTBOPUTEILHBIX MPOTPaMM OOpPbObI
¢ Tyoepkyne3oM. OTIAENbHO CIEAyeT OT-
meTtuth miakarel JI.C.bakcra, C.I1.5Ipe-
muya u C.A.BuHorpamgosa, cBsI3aHHbIE C
M3IAaTEJbCKON AESITEIbHOCThIO OOIIMHBI
CB. EBrenun — 6;1aroTBOpUTENILHOM OpP-
raHM3aunu Hadanza XX Beka, CYIIeCTBO-
BaBleil B pamkax KpacHoro Kpecra non
aBTyCTEMIIIMM MOKPOBUTEIBCTBOM ITPUH-
1eccel EBreHnu MakcumunuaHoBHBI OJib-
NeHOYprckoit. 3a BpeMsi CBOETO CYIIECT-
BOBaHHUs OOIIMHA M3fasa Oojee IIeCTH
THICSY OTKPBITOK, YacTh KOTOPBIX ObLIa
co3maHa XyIOXHMKaMU Tpynmbl «Mwup
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the jurors. The design of Pashkov, a monu-
mental artist who also designed posters of
different styles, is an “inversion” of the
iconic imagery. The exhibition features a
printed copy of the poster as well. An artist
Alexei Kravchenko submitted to the con-
test the design of a funny-looking adver-
tisement with a subheading “Motherland
and Freedom in Danger”, which looks like
a sad and ironic prophecy of events that
would follow in later years. The show also
offers up interesting examples of insurance
advertising, such as two posters by Dmitry
Kardovsky (1917). The texts speak for
themselves: “Life insurance in state saving
banks. Each worker should insure his fam-
ily’s wellbeing in case of death.”

Social themes reflecting the wartime
developments and the preceding days of
peace are likewise addressed in the collec-
tion of advertisements of charity events,
bazaars and concerts which involved differ-
ent social groups of the population and
were often patronised by the Tsarist family.
Most of these pieces combine the “Russian
style” and modernism. A whole “series” of
four posters (one of which was created by
the artist and architect Alexander Durno-
vo, who also excelled in poster design) is
devoted to the famed “Day of the White
Chamomile”, which, from 1911, was the
symbol of philanthropic programmes for
fighting tuberculosis. Deserving special
mention are posters by Léon Bakst, Stepan
Yaremich and Sergei Vinogradov highlight-
ing the publishing venture of the St. Euge-
nia Community — an early-20th century
charitable organisation operating under the
auspices of the Red Cross and patronised
by Princess Eugenia Maximilianovna of
Leuchtenberg. During the years of its exis-
tence, the community published more than
6,000 postcards, some of which were
designed by artists from the “World of Art”
association. Many posters featured at the
show were printed on the famed cartes
postales — open letters of the Red Cross.

Especially noteworthy is an informa-
tional poster about a weather station in
Gagra (1904). The station was set up at the
instigation of a member of the same distin-
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guished family, Duke Alexander Petrovich
of Oldenburg, the consort of the patroness
of the St. Eugenia Community; over two
years it built the first Russian sea resort on
what were previously feverish swamps.
Opened in autumn 1903, the resort came to
be known as a Russian Riviera. The pos-
ter’s style is a “salon” version of moderne,
creating and advertising a certain way of
life.

The Russian theme, tackled in the
posters designed by unknown artists and
advertising charity bazaars, fairs and festiv-
ities, many of which took place in the
rooms of the Russian House of Nobles and
in the city’s riding halls and squares, was
also addressed in Ivan Bilibin’s gorgeous
ornamental panel-size poster, an advertise-
ment for a concert of sacred music at the
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St. Petersburg, Roman
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Moscow Conservatory (1910). Like many
“World of Art” artists, Bilibin also excelled
as a book illustrator. He designed many
items for reproduction in print, creating
sketches of postcards, bookplates, post-
marks, labels, calendars and menus, and
commercial advertising posters — at least
one of them deserves mentioning for its
ironical attitude and superb mastery — that
of the beer-honey brewery “New Bavaria”
of 1903.

Among all varieties of posters present
in Russia, the “publishing house poster”
has the longest history, and it was precisely
this sort of work that became a springboard
for the development of the Russian poster
in general. Its functions naturally close to
those of book illustration, publishers’
posters became the most “cultured” area of
advertising, along with exhibition posters
and playbills. The genre was tackled by pro-
fessional book designers who worked on
the staff of different magazines at different
times and whose works formed the basis of
the collection of pre-Revolutionary pub-
lishers’ posters at the Tretyakov Gallery —
its artists included Nikolai Samokish, Yele-
na Samokish-Sudkovskaya, and Ivan Go-
ryushkin-Sorokopudov.

Most posters were created for the
“Niva” magazine between 1899 and 1918.
This ambitious publishing venture targeting
the average reader cast its net all across
Russia — not only in big cities, but in the
provinces as well. One of the major engines
of this spread was the magazine’s market-
ing policy to offer in addition to the maga-
zine as such a large number of free literary,
academic and entertainment supplements.
Many artists in their memoirs criticised the
magazine’s approach as pandering to petit
bourgeois tastes. Yet, precisely on account
of its accessibility for the ordinary per-
son, this almost /ubok-like, demotic art
penetrated the everyday life of peasants
and city folks, cultivating particular tastes
in culture. Apart from the “French”,
ostentatiously ornamental, gaudy version
of moderne offered by Samokish-Sud-
kovskaya and the grotesquely opulent
“Russian theme” in Goryushkin-Sorokop-
udov’s pieces, there also existed more sty-
listically neutral works created by Nikolai
Samokish and Vasily Svarog — an aesthetic
strategy closest to the realist posters of the
Soviet era. Another item worth mentioning
is a 1913 bill advertising the “Vokrug sveta”
(Around the World) magazine; it was creat-
ed by Aleksandrs Apsitis, an artist well
known for the grotesque satires he authored
after the Bolshevik revolution. Markedly
different from this material targeted at the
common folk are publishers’ small-scale
advertisements for the illustrious artistic
and literary magazines of the Silver Age —
Nikolai Feofilaktov’s for “Golden Fleece”
(1905) and Nikolai Remizov’s for “Apollo”
(1911). These aesthetic symbolist images
are self-contained as an ivory tower.

The exhibition offers up unique arte-
facts that survived only by miracle — Sergei
Sudeikin’s posters in form of folding

HMCKycCTBa». MHOTHE TUTaKaThl, MpeacTa-
BJICHHBIC Ha BBICTaBKE, ObLIA BOCITPOU3-
BeleHbl B 3HaMeHUThIX Carte Postale —
OTKpPBITHIX McbMax KpacHoro Kpecra.

OTIebHOTO YIIOMMHAHMS 3aCTyK1-
BaeT OMOBEIIAIOIINI IJIaKaT KJIMMaTu4e-
ckoii cranuuu B [arpax (1904). Unest cos-
JTaHWS 9TOI CTAaHLIMM CBsI3aHa C TIpeNcTa-
BUTEJIEM TOM K€ 3HAMEHUTOM (haMUIUU.
Wmenno mnpunil Anexkcanap IlerpoBuy
OnbaeHOYPIrcKuid, Cynpyr moKpOBUTEIb-
Hu1bl o61mmHbI CB. EBreHun, 3a asa roga
U3 MaJIIPUMAHBIX OOJIOT MOIHSI MEPBbIi
POCCUICKUIT MOPCKOI KypOpT (OTKPBLICS
ocenbto 1903 ropma), cTaBUIMII PYCCKOU
PuBbepoii. ITnakat npeacraBiseT coboit
CBOEOOPa3HbBIN «CaJIOHHBIIT» BApUaHT MO-
JIEPHA, PEKJIIAMUPYIOIUI OIpEaeIeHHbIN
o0pa3 X13HU.

[TomuMoO pabGOT HEM3BECTHBIX Xy-
JIOXKHUKOB, TOCBSIILIEHHBIX OJJarOTBOPU-
TeJbHBIM 0a3apam, SpMapKaMm U Mpa3aHu-
KaM, BO MHOTHUX CJIy4yasX MPOXOIMBIIMX
B 3ayax Poccuiickoro biaaropomHoro co-
OpaHusi, a TaKXXe B FOPOACKUX MaHexkax
M Ha IJIONIANsAX, pyccKasl TeMa IpOoJIoJI-
JKE€Ha BEJIMKOJIETTHBIM OpHAMEHTaIbHbIM
iakaroM-tianHo U.4. bunubuna — apu-
el KoHuepra «/IyxoBHOe MeCHOMEHUE»
B MockoBckoii KoHcepBatopuu (1910).
OTOT XyIOXHUK, KaK U MHOTME MUPHUC-
KYCCHUKU, OBLT OJIECTSIIIUM MacTepoM
kHurd. OH co3aal MHOTO MTPOU3BEACHUI
IIJIST TTIOIMTpaduIeckoro BOCIIPOM3BEIE-
HUSI — 3CKU3bl OTKPBITOK, SKCIUOPUCOB,
MMOYTOBBIX MapOK, ITUKETOK, KaJeHaapeit
1 MeHP. OTIeIbHOTO YIMOMWHAHUS 3a-
cayxuBaeT ToT ¢akT, uro U.A.bunnubun
MAacCTEePCKU 1 C IOMOPOM HCITOJTHSUT TOpP-
roBbI€ TIJIaKaThl (HampuMep, Tulakatr IMu-
BO-MeloBapeHHoro 3aBona «Hopast baBa-
pusi» 1903 rona).

MznaTenbckuii maakaT UMeeT Hau-
0oJiee IUTMHHYIO CPey TUIaKaTHBIX BUIOB
ucropuio B Poccun. 1o cytn, uMeHHO 3Ta
Pa3HOBUIHOCTH CTajla 0a30ii Il pa3BU-
THSI pycckoro Tiakara. HemszoexHo 6113
Kas Mo (pyHKUMSIM K KHUKHON WJUTIOCT-
pauLuu, OHa cTajla Haubosiee «KyJIBTYPHO»
c(epoii pekiiaMbl, HapsiIy C BBICTABOYHBIM
U TeaTpaJIbHBIM IIJIakaToM. B aToMm XaHpe
paboTtanu mpodeccruoHaTbHbIE XYTOX-
HUKU-WLIIOCTPATOPhI, COTPYIHUYABIIIME
¢ XXypHajlaM{ B pa3HOe BpeMsl Ha TTOCTO-
siHHO# ocHoBe — H.C.Camoxuu, E.I1.Ca-
mokuii-CynkoBckasi, WM.C.IopromkuH-
CopOoKOMy/oB, YbM MTPOU3BEICHUS CTAIN
OCHOBOM KOJIJIEKIIUU TOPEBOJIOIIMOHHO-
ro uznarenbckoro riaakata I'TIL Boab-
LIMHCTBO auIl OBLIO CO3MAaHO IS XKYp-
Hasa «HuBa» ¢ 1899 o 1918 roaml.

Kypnan «HuBa» — rpaHAMO3HBIIM 13-
NATEJIbCKUM MPOEKT, OPUEHTUPOBAHHBIN
Ha CpeIHero yMrareisi, ObUT OYeHb pac-
MpOCTpaHeH 1o Beeit Poccuu, mpuyem He
TOJBKO B CTOJIMIIAX, HO U B TTPOBUHIIUU.
Bo mMHOrOoM 3TOMY CIoco6¢TBOBaIa peK-
JlaMHas TOJUTHKA XypHala, MpeaiaraB-
LIIETO TOTMOJHUTEIBHO K MOAMMCKE MHO-
JKECTBO OeCIUIaTHBIX JIUTEPaTYPHBIX, Ha-
YUHBIX ¥ pa3BiieKaTeIbHBIX TPUIOXKCHUI.
KpuTtuky nosunuu xypHaja, Kak Mmora-

Kawlei MelaHCKOMY BKYCY, MOXHO
BCTPETUTh B BOCIIOMUHAHUSIX MHOTHUX
XyIOXHUKOB. OHAKO MMEHHO B CUITY CBO-
eii TMOHSITHOCTU MJISI MPOCTOTO 3pUTEs,
3TO MTOYTH JIyOOUHOE MCKYCCTBO ITPOHUKA-
JIO B Macce CBOEM B OBIT KPECThSIH U TOPO-
JKaH, oIpeieJICHHBIM 00pa3oM CIoco0CT-
BysI 1 (POPMUPOBAHUIO XyI0KECTBEHHBIX
npucTtpacTuii. [Tomumo «ppaHIiry3cKOro»
HapOYUTO NEKOPATUBHOTO, «pa3Malluc-
Toro» BapuanTa MmoaepHa E.IT.Camokuii-
CyIKOBCKOI M POCKOITHOTO BOTUIOIICHUS
«pycckoit Tembl» y U.C.TopromkuHa-Co-
POKOIIy10Ba, CYIIECTBOBAIM 1 CTUJIMCTH-
YyecKu 0oJiee HEMTpasIbHBIC TJIAKAThI, CO-
3na”HHble H.C.Camokuiiem u B.C.Cpa-
poroM. MIMeHHO MX 3CTeTHKAa OKa3ajach
HauOoJjiee OJIM3Ka peaTuCTUISCKUM TIa-
KaTaM coBeTcKoro BpeMeHH. ITokasarte-
JIEH C 9TOM TOYKM 3pEHMS PEeKJIaMHBIA
IU1akaT MOANMCKUA Ha XypHan «Bokpyr
cBeta» (1913), ucnonneHusiit A.I1.Ancu-
TOM, XOPOIIIO U3BECTHBIM CBOMMU I'POTE-
CKHBIMM CaTUPUUYECKUMM MOCIEPEBOJIIO-
LIMOHHBIMU paboTamu. OCOOHSIKOM cpeau
3TOW MPOAYKILIMU, OPUEHTUPOBAHHOW Ha
MPOCTOTO 3PUTEISI, CTOSIT Majodopmar-
Hble U3IaTeJIbCKUE TIIaKaThl K 3HAMEHU-
TBIM JINTEPATYPHO-XYI0XKECTBEHHBIM Xyp-
Hanam CepeOpsiHOTO BeKa — K «30J10TO-
My pyHy» H.I1.Deodunakrosa (1905) u
K «Aniostony» H.B.Pemusosa (1911). Otu
9CTETCKUE CUMBOJUCTCKUE OOpa3bl Mo-
CBOEMY CaMOJOCTaTOUHBI, MOJOOHO «balii-
HE U3 CJIOHOBOW KOCTH».

YHUKaJIbHBIMU 3KCITOHATAMMU SIBJISI-
fotcst Tnakatbi-mupMbl C.HO.Cyneiiku-
Ha, MpeaHa3HaYeHHbIE 11 0OPMIICHUS
noatuyeckoro Beuepa B.B.KameHckoro
14 masa 1919 roga B TMhANCCKOM TeaTpe
«ApTHCTUYECKOTO 00I1IecTBa». Kak 1 B 3Ha-
MEHUTBIX TIETepOYPIrcKUX Kabape 10peBo-
JIIOLIMOHHOM 3moxu «bpoasuas cobaka»
u «[1puBajl KOMEIMAHTOB», TIIe «pacKpa-
LLIEHHOE CJI0BO» ObLII0 OOOPOTHOM CTOPO-
HOI1 103311 Ha Yac, 31eCh, B TIPY3UHCKOM
TeaTpe, MTHOBEHHBIE «VIITIOCTPALIMI» CO-
TBOPUYECTBA XYIOXKHUKA U 1M03Ta, KaK Urpa
B CHMBOJIBI, CJIOBa U 00pa3bl, OKa3aINCh
3areyvyarjeHHbBIMU Ha Oymare B MpOHUYEe-
ckoii hopMe. OTHbIHE HOBOE MpPU3BaHUE
auIIM — HE CTOJBKO PEKIaMUPOBATh,
CKOJIbKO JIeKOPUPOBaTh MPOCTPAHCTBO,
BHOCUTbH B HETO JIyX WIPbl U XYIOXKECT-
BeHHOI UMITpoBu3aiui. Co3ByYHbIE TBOP-
yecTBy CynelikuHa, B 1I€JIOM, 3TU XPYII-
K€ aKBapeJbHbIE TUCThI OTpaXKalu CTpe-
MJICHUE XYTOXKHUKA K OOBITPIBAHUIO MU~
MOJIETHOCTU ObITHs. OTOOpaxkast 3T0O Xe
9SMOIIMOHAILHO-TBOPYECKOE COCTOSIHUE,
C.10.CyneiikuH co3nan aduilly KapHaBa-
na Pycckoro oxotHuubero kiay6a (1914).

Penkue, n3roroBiaeHHbIC B €AUHUY-
HBIX 3K3eMIIsApax, JUTOTpacdupoOBaH-
Huie apuinm JI.C.bakcra K nepBoii mocra-
HOBKe JiereHnapHoii Mawl PyOuHIITEIiH
«MyuenuuectBo CB. CebactbsiHa» (1914) —
CBOETo pofa MaHUMECT XyT0XKHUKa-Tpa-
¢uka, yTBEepXKIAOIINi B TUPAKHOW TeX-
HUKE JUTOrpaduu MPUHIUITUATBHYIO 3C-
KHU3HOCTb M300paXkeHuUsl, HOCSIIIETO CJIe
KMBOUW PyKHM Mactepa. M3ymutenbHas
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C.J0.CYJIEVKVH

WILA HA HEBO

Sergei SUDEIKIN

screens, which were designed as a detail of
the stage set for Vasily Kamensky’s poetry
reading held on May 14 1919 in an audito-
rium of the Artistic Society in Tiflis (Tbil-
isi). As in the famous Stray Dog Café or
Comedians’ Halt where “the painted
word” was the reverse side of the poetry for
an hour, here we have instantaneous “illus-
trations”, the cooperative creative effort of
an artist and a poet, words and images, a
play with symbols, which were committed
to the paper in a most saucy manner.
Sudeikin’s creation is one of the examples
of the new application of the art of poster —
no longer a purely advertising vehicle, it
was now a fixture to decorate a space and to
introduce into it “the spirit of play and
artistic improvisation”. In tune with
Sudeikin’s oeuvre in general, these water-
colours on a delicate paper reflected the
artist’s intent to play up the transient nature
of existence.

Sudeikin’s bill advertising a carnival
at the Russian Hunters’ Club (1914) high-
lights a similar emotional and creative
state. The extremely rare lithographed
posters of Léon Bakst for Ida Rubinstein’s
first stage appearance, “The Martyrdom of
St. Sebastian” (1914), are an artistic mani-
festo of sorts which introduces into the
reproduction technique of lithography a
conceptual sketchiness of imagery evoca-

of artistic practices, rowdiness and clown-
ishness. The collection of posters “Bal
Olympique” was created by Russian émigré
artists for a charitable bazaar for the benefit
of the artists of the Parisian school, which
took place at 28 Boulevard des Capucines,
to this day home of the Olympia Concert
Hall.

These artists’ balls injected with
eccentricity were organised, in the early
1920s, by Mikhail Larionov, who saw in
them a priceless opportunity for realising
his boldest ideas that reached beyond the
“grand” genre in theatre. Initially intended
for adornment of the ball rooms, the
posters, although reproduced through the
medium of print, had a circulation of just
several copies (as was indicated on them).
Such posters featured in their centre a
blank space, to be filled with hand-made
drawings. This original technique distin-
guishes the works of Pavel Tchelitchew,
Serge Fotinsky, Isaak Frenkel, and A.-I.
Berlin. The drawings offer a humorous take
on the topic of Olympus as the seat of arts,
on Edouard Manet’s “Olympia”, a piece
iconic for the new art, and on the traditions
of the Olympic games — the latter images
spoofing the “fight” of artists and nations.
Printed on delicate yellow paper, the adver-
tisements for Mikhail Larionov’s and
Natalya Goncharova’s “definitive” exhibi-

acdumma [.b.fxynoBa nist kade «Pittoresque»
(1917—1918) mopaxaeT, BOIPEeKU CBOCii
MeYaTHOM IPUPOIE, OLIYIICHUEM <«KHU-
BOI'0» MCITOJIHEHMUSI. A Ha IIPOTUBOITOIOX-
HOM IIOJIIOCE OKA3bIBAIOTCS 3PEJIUIIHBIE
IJIAKAThbl — B IIPSIMOM CMBbICJIE CJIOBA. DTO
HeOOoJIbIIasl TPyIa U3 MSITH KMHOADUILI
«HEMBIX» (DUIIBMOB, BBITIOJHEHHBIX B He-
CKOJIbKO HAaBHOM, YMCTO WLIIOCTPATUB-
HOM KJIIOYE, 3aBJICKAIOIIMX 3PUTEIST He
TOJIbKO OPOCKMMM Ha3BaHUSIMU, HO 1 IIPH-
CYTCTBMEM OOHAXXEHHOI HATyphbl, — KakK
Ha aduiie K ¢uapmy B.TypxkaHckoro
«Obmanytas Epa» (1918). [pyroii mna-
Kat npenacranisier KuHoguibM A.MUBaHO-
Ba-las1, cHaThIi B 1917 Mo 3amnpelnieHHO-
My B 1902 mamdiery A.B.Ambutearpo-
Ba «CeMbst OOMaHOBBIX», MPEICTABIISIO-
1eMy co0oil caTupy Ha MMIIEPATOPCKYIO
ceMblo. PekyiaMHBIe JUCTHI NEPBHIX B
Poccum aBTOMOOMIBHBIX BBICTABOK, MC-
MOJIHEHHBIE (DPAHIy3CKUM XYTOXKHUKOM
P.ITeanom, paccynMTaHbl UMEHHO Ha «3pe-
JIMIDHOCTb» IIJIAKATHOIO KaHpa. 31ech
HCIIONB3YIOTCSI BCEBO3MOXKHBIE ILITAMIIBI
B Bocnpusitun Poccuu: cHera, Mexa 1 pyc-
CKUE KpacaBUIIbI, IPUAEPKUBAIOIINE Ha-
LIMOHAJIbHBIE (hy1ary mpeacTaBIeHHBIX Ha
BBICTaBKE JIEPKaB.

B 1920-¢ roawr B [1apuke ObL1a Ipo-
OJDKeHa TpaauLiusl 01aroTBOPUTEIbHBIX
aKLU U XyIOXHUYECKUX (DyTypucTHUe-
CKHUX 0aJloB, CyllecTBOBaBIINX B Poccun

BbICTABKW
M.®.JIAPMOHOB Mikhail LARIONOV
Agpuwa evicmasku Playbill for
M.® Jlapuornosa u Mikhail Larionov’s
H.C.Tonuaposoii and Natalya
“L’Art decoratif Goncharova’s exhibition
Theatral moderne” “L’Art decoratif Theatral
6 2anepee Sauvage. moderne” (Decorative Art
1918 of Modern Theatre) in
IMapux, Tunorpacust the Gallery Sauvage.
J.K.Watelet 1918

JIurorpacpust, ryaus Paris, J.K. Watelet

Hap A K.Jlapuonooii-  Printing House

TomumHoI Lithograph, gouache
Bequested by Alexandra
Larionova-Tomilina

symiesa, C.@oruHckoro, U.Ppenkens,
A.-WU.bepnauna. 3nech HACMEIIINBO 00bI-
rpbiBatoTcs ¥ TeMa OJuMITa Kak OOUTeIn
HMCKYCCTB, M 3HAKOBasl UIsl TOIO BpEMEHU
KaptuHa D.MaHe «OnuMnusi», a Takxe
TPagULIUKM OJUMIIMICKHUX UTP, IIYTOYHO
MpeIcTaBlIeHHbIE KaK 00pb0a «repaibau-
YEeCKUX» 3Bepeil, OJIMLIETBOPSIOIIMX Pa3-
HbIE CTPaHbL.

[To co3ByuMio, B 3TOM K€ KYJIBTYp-
HOM U pealbHOM BBICTABOYHOM IIPOCT-
paHCTBe MpeICTaBIeHbl U HalleyaTaHHbIE
Ha XpYIKOM XeaToi OyMmare auIImy K «Te-
aTpajbHOI 0TYeTHOI» BhicTaBKe M.MD.Jla-
puonoBa u H.C.Tonuaposoii (1918, Ga-
lerie Sauvage). Hacrosiiyio «raiepero
CTWIE» — MMIIPECCUOHM3MA, ITyaHTHU-
nm3Ma, Jydnsma — cosgaet M. D Jlapuo-
HOB, PACHUCHIBAIOLINI TYallblo THUIIO-
rpadckue otTucku. K 3T0ii XXe BhICTaBKe

tive of the artist’s hand. Georgy Yakulov’s  tion of stage design projects (1918, Galerie
wonderful poster for the Pittoresque café  Sauvage) are put on show in the same cul-
(1917-1918) has a stunning “live” feel that  tural and real exhibition space because they

«Jlecmuuya na ne6o».
Iaaxam-wupma 045 opopmaeHusn Poster-folding screen, designed for
Nn03MU1ECcK020 6evepa the stage set for Vasily Kamensky’s
B.B Kamenckoeo 14 masn 1919 200a. poetry reading on May 14 1919

“Stairway to Heaven”.
1o 1917 roma. 3mech oHa COeIMHWIACh C U K ee OTKphITHIO B 1919 roay B raiepee
¢ paHIIy3CKOil Xyn0XXeCTBEHHOI MpakTu-  Barbazange HeM3BeCTHBIM XyTOXHUKOM,
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the word; there is a small series of five cin-
ema posters for silent films, fashioned in a
somewhat naive, purely illustrative vein and
luring the viewers not only with the catchy
titles of the films but also with such gim-
micks as nude models, one such example
being an advertisement for Victor Turzhan-
sky’s picture “Eve Deceived” (1918).
Another bill advertises Alexander Ivanov-
Gai’s 1917 film, an adaptation of Alexan-
der Amfiteatrov’s pamphlet “The Family of
Obmanovs” (The Family of “Cheat-ovs™),
a send-up of the royal family prohibited by
the censors in 1902. Advertisements for
Russia’s first automobile shows, designed
by a French artist Rene Pean, rely precise-
ly on the “showy” quality of the art of the
poster. The bills feature all imaginable
clichés about Russia: snow, furs, and Russ-
ian belles holding on to the banners of the
countries represented at the exhibition, and
this imagery gives the posters a decidedly
cheesy look.

The tradition of charitable functions
and artistic futurist balls, which existed in
Russia before 1917, was continued in Paris
in the 1920s, where it converged with
French artistic practices. Improvisation is
the keyword for these soirées. The artists’
balls initially were farcical performances
with the participation of artists, poets and
composers. Including costumed presenta-
tions, poetry recitals, and readings of face-
tious manifestos, the events were a mixture

such as impressionism, pointillism, and
rayonism. In anticipation of the Larionov
and Goncharova 1918 exhibition and the
show of the same artwork in 1919 at the
Barbazange Gallery, an unknown artist,
presumably Viktor Bart, created fine hand-
made typeface posters introducing to the
public artists, poets and composers who
were to win international recognition in the
future. Mikhail Larionov also created the
“41°” posters on a pack paper, by hand and
in cooperation with the poet Ilia Zdanevich
(Iliazd), in advance of the latter’s poetry
reading in Paris. These bills are an original
send-up of surrealist principles in poetry
and visual art. Like many projects spear-
headed by the futurists, the futurist univer-
sity called “41°”, set up earlier in Tiflis in
1918, was an emotional and amusing
utopia which, all Zdanevich’s efforts
notwithstanding, would not come back to
life in Paris.

The name of the exhibition, “Irrele-
vant Advertising”, is a provocation of sorts.
On the one hand, the show offers a chance
to relish the flavour of an era long gone and
to appreciate the artistic side of works
whose advertising message lost their edge
many years ago. On the other hand, the
exhibition is very relevant because it
demonstrates a witty, creative approach to
the production of advertising, an approach
that has value today when advertising lays
its claim on a huge “informational terrain”.
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0011 U3HAYAJbHO IITYTOYHbIE TBOPUYECKUE
aKIMKU C YYacCTHEM XyTOXHUKOB, TTO3TOB
1 KOMIO3uTOpoB. OHU BKJIIOYAIN B ceOs
KOCTIOMUPOBAHHBIE TIPEICTABICHUST BME-
CTe C YTEHUEM CTUXOB U IITYTOYHBIX Ma-
HUDECTOB, 1 BCE 3TO — HA TPAHU XyI0XKe-
CTBEHHOI MPaKTUKH, XyJIUTaHCTBA U ep-
HuvaHbs. Komnekuus apum «Bal Olim-
pique» co3naHa pyCCKMMM XYIOKHUKAMU-
SMUTPAHTAMM IS 0JIATOTBOPUTEIHHOTO
0aJsia B MOJIb3Y XYIOXHUKOB «ITapUKCKOM
LIKOJIbI», TIPOXOIAMBIIErO0 IO alapecy
Bynseap KanyuuHok, 28, rae Haxomuiacs
(1 HBIHE HAXOIUTCS) KOHIIEPTHBIM 3ai1
«Onmummus». OprannsoBannbie M. D J1a-
PMOHOBBIM, 3TU a0CYypPAMCTCKO-XYIOXe-
CTBeHHbIe Oanbl Havama 1920-x romoB
MPEACTABIISUIM ISl HEro OECIIEHHYIO BO3-
MOXHOCTb peaju30BbIBaTb CBOM CaMble
CMeJIble TIPOCKTHI, BBIXOISIINE 32 PAMKK
«0OJIBIIOTO» KaHpa B Teatpe. M3Havaib-
HO OpPMEHTUPOBAHHBIC HA YKpAIlIeHHE ITPO-
cTpaHCTBa OaJsia, Takue auIly, BOITPEKHU
cBoeil monurpadudeckoit npupouae, Obi-
JIM HareyaTaHbl BCETO B HECKOJIBKUX K-
3emrusipax. [lycroe mojie B LieHTpe Tuia-
KaTa MpeaHa3HavaIoch sl PYKOTBOPHBIX
KOMITO3MLMii. B Takoii opurnHaabHOMI
TEeXHUKE TpeacTaBiaeHbl padotel [1.dD.Ye-

I1.B. KY3HEIIOB 4 Pavel KUZNETSOV

Ockus naakama «3aem Sketch for the poster
€80600b1». 1917 “Freedom Bonds”. 1917
Tyaus Gouache on paper

Toamp «Apmucmiicorozo Theaire of the “Artistic Socicty” defies the medium of print used for its ~ echo the above-mentioned works. Lari- KOii. Camoe IIaBHOE ISl XapaKTEPUCTUKK  Nipeanooxutenbio B.C.Baprom, 6butun gig‘;;iggf ?]:Z‘C‘;l“;:rr XQOE/QZ?V
obwecmea». Tugpauc. 1919 Tiflis.1919 reproduction. On the opposite extreme we  onov, painting over the printed pieces with 9TUX BEYEPOB CJIOBO — MMIIPOBU3ALMS.  HaMMCaHbI BPYYHYIO IIPU(TOBBIE TIaKa- “3aen Caobodw. 1917 “Freedom Bonf;s,‘, 1917
Axsapens Watercolour on paper find show bills, in the most direct sense of  gouache, created a real “gallery of styles” XynoKHUYECKHE Oalbl IPEACTABIISIM CO-  Thl, NPEACTABISAIOLIME 3PUTETIO XYAOXK- Ty, ryus, ’ Gouache, ink, coai,

HUKOB, IIO3TOB 1 KOMITIO3UTOPOB, B 6y,£[y— KUCTb, Yrojb
IIEM OOpPEeTIINX MUPOBYIO M3BECTHOCTD.
M.®.JlapuoHOBY IpuHaIIeXaT U PyKO-
MUCHBbIE aui Ha o0epTOYHOI Oymare
«41°», co3gaHHbIE COBMECTHO C IO3TOM
W.M.3naneBuueM (Mnbsizmom) K MO3THU-
YeCKOMY JIOKJIaay nmociaenHero B [1aprke.
OHU B OpUTMHAJIBHOI MapoaUitHON Ma-
Hepe MHTEPIIPETUPYIOT MPUHIIMIIBI CIOp-
peayiM3Ma B TI033UU U U300pa3uTeIbHOM
uckycctBe. CosnaHHbI eiie B Tudauce
B 1918 romy, dyTrypucTtuieckuii yHUBep-
cuTeT «41°» OB, KAK MHOTHE MPOEKThI
(GYTYpPUCTOB, 3MOLIMOHATBHO-IITYTOUHOM
YTOIIUEM, KOTOPOW, HE CMOTPS Ha BCE YCU-
st U.M.3naHeBuua, He CyXKIEHO OBbLIO
Bo3poauthbes B [lapuke.

HaszBanue BoicTaBKM «He-akTyanb-
Hasl pekjiama» — CBOEro poja IMpoBOKa-
uusi. C ogHOM CTOPOHBI, TPEACTaBICH-
Hasl BKCIO3ULIMS TMO3BOJISIET TTOUYBCTBO-
BaTh apoMaT JaBHO MPOILIEAIIe 3MOXH,
OIIYTUTD XUBOU «BO3IyX» JOPEBOIIOLIM-
OHHOTO ropojia U OLIECHUTh XyIOKECTBEH-
HYI0O COCTaBJISIIOIIYI0 TIPOU3BEACHUIA,
YTPATUBIIMX CBOIO pEKIaMHYIO (DYHK-
uuto. C apyroit CTOPOHBI, OHA YPE3BbI-
YailHO aKTyaJbHa, TaK KaK JIEMOHCTpHU-
pYET OCTPOYMHBI, TBOPYECKUI MOIXON K
Mpoleccy IMPOU3BOACTBA PEKIAMHOTO
MPOAYKTa, CTOJb BaXKHBIN JJIs1 COBPEMEH-
HOI1 3MOXM, KOorma pekjamMa IMpeTeHayeT
Ha BJIaJIeHUe OTPOMHOM «MH(pOPMAaIIOH-
HOU TePPUTOPHUECIA».

brush on paper
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