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THIS REVIEW. IS PUBLISHED WITH THE FOLLOWp,

OBJECTIVES:
70 ACQUAINT RUSSIAN ARTISTS - IN AND OUTSIDE Russ,
WITH EACH OTHER'S WORK ;
70 INFORM THE READER ABOUT THE ARTISTIC CREATIV T
AND DEVELOPMENTS IN CONTEMPORARY RUSSIAN ART
70 PROVIDE A FORUM WHERE WRITERS ON ART.CAN gx
PRESS THEIR OPINIONSON ARTISTS OR ARTISTIC PHENOMEN
THIS REVIEW. DOES NOT REPRESENT ANY PARTICUL A
GROUP OF PERSONS. ITS PAGES ARE OPEN TO ALL INDEPEN

DENT THOUGHTS AND NEW.IDEAS.

HACTORUMNA XYPHAS CTABUT.MEPEQ COE0/ CREAYOUNE

3A[AYN :
— 3HAKOMUTb PYCCKUX XYAOXHNKOB, KAK XUBYUUX g

POCCUN, TAK U HAXOARUMXCA B IMUTPAUNY, C TBOPYECT.

BOM APYT APYTA;
— UHOOPMUPOBATbL YUTATE/A, [TTABHLIM O6PA30M 3ANALQ.
HOro, 0 TBOPYECTBE ITUX XYAOXHUKOB,
- AATb BOSMNXHOCTb NI0AAM. ITNWWYUNM O6 UCKYCCTBE
BbICKASATLCA 110 110BOAY TOIO NN UHOTO XYA0MHuKA
N COBbITUA B UCKYCCTBE.

HE AB/IAACL PYIIOPOM KAKOR-TINE0 [PYNNUPOBKY
XYPHAS NPELOCTAB/IAET.CBON CTPAHULbI BCEMY HOBOMY'

APKOMY. U HE3ABUCUMOMY.

Pazzon  Gynsdosepamu
GbICTAGKU Xy AOMHUKOE

HOWKOHEOpmu cTOE.

Mockes, 15 cenratpn

1974 200a.

A crowd of artists being
dispersed by bulldozersat
an open-air exhibition in
Moscovs, sept. 15th, 1974
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MOCKOBCKUN _
POMAHTUUECKMWN
KOHLIENTYANU3M

Couetanne cnoe pomaHTHYeCK M KOHUENTyanuam’
3BYYMT, Pa3yMeeTCA, YyaoBMwHO. W Bce xe A He
3HAI0 nyywero cnoco6a 0GO3HAYMTL TO, YTO NPOWC-
XOAWUT cervac B MOCKBE, ¥ BbIFNAANT AOCTATOYHO MOA-
HO ¥ OPUrUHANLHO.

CnoBo “"KoHueNnTyanuIm” MoxHo

MOSCOW
ROMANTIC
CONCEPTUALISM

However odd the juxtaposition of these two words
may sound, | know of no better term than romantic
conceptualism to describe the present development in
the moscow art field.

The word

v pocra-
TOYHO Y3KO Kak
BEHHOro HanpasneHwn, OrPaHNYEeHHOrO0 MEeCTOM ¥ Bpe-
MeHem W uMCNoOMm y ¥ MOXHO No-
HumaTs ero 6onee , W1poKo. npu WHPOKOM NOHUMAHUKN

6ya nbylo NONLITKY
oTonTH OY AENaHWA NPEAMETOB WCKYCCTBA KaK marte-

aj o6vexT08, anA

n sense as i

limited to place, time and origin. Or, it
may be interpreted more broadly, by referring to any
attempt to withdraw from considering art works as
material objects intended for contemplation and aesthe-
tic evaluation. Instead, it should incourage solicitation
and f of the i that ine the

o P
HUA U 3ICTETUMECKOM OUEHKM M NEPEITH K BLIRBNEHHIO U
$OPMUPOBAHUIO TeX yCnoBMiA, KOTOPbIE AUKTYIOT BOC-

Py nx nx

viewer's of the work of art, the process of
its inception by the artist, its relation to factors in the
environment, and its temporal status. The rise of moder-
nism or avant- garde art did away with direct cognitive

P npoueay-
c

INEMEHTaMKU OKPYXAouien Cpeﬂhl, nx BQWENNOM cra-
Tycwm l’.[l.. Bo3HnkHOBeHue Monepnusua WnNU ucKyc-
cTBa  “aBaHrapaa”  papywMno HENOCPeACTBEHHYIO

n y KaK HeKoTo-
PbIX BELER MNM TEKCTOB CPean APYrvX Bewei unm Tex-
€T08. U Xya0XHUK, 1 3puTens B KOHue X1X Bexa owy-
™M K TOMYy KO-
TOpOe NOGYXAANO XYAOKHWUKA TBOPUTL U A3BANO eMy
BO3IMOXHOCTb A€NaTh Bewm, NOXOXKME Ha APy e Belw,
B YeM paHee NoOnaranu ero 3aaavy. CGM NpUHUMN cxoa-
crea noa uTo
CXOACTBO O6bEKTOB ecTh MﬂNHOecvauHR CXOACTBa Cy-
Re6 XYAOXKHWKA U 3puUTenA u HyHKUMA o6wein aoped-
NEKTUBHOW OCHOBBI CYXAGHUA, KOTOPOW XYAOKHUK W
3puTent 06N3RAI0T KaK YneHbl OAHON M TON Xe yenose-
yeckon 06wHocTu. Ho nuwb TONLKO 370 6bINO OCO3HA-
HO - " cTanu aHanu-
TUKAMK : UX aHanu3 Gbin HanpasneH Tenepb Ha TOMTO-
6b1 namu He uckyc-
cvea Kak “ npencvannmoumm ¥ 06BeKTOM KaK ﬂpeA—

of works of art as objects. At the end of the
nineteenth century, artists and spectators alike began
to doubt whether there was such a faculty as an inborn
gift. The artist was creating things resembling other
things. The very principle of resemblance was challenged.
As it turned out, resemblance between objects mirrored
analogous aspects in the lives of artists and their audi-
ences. And it was a function of a general pre-reflective
ground for judgement, shared by the artist and the
viewer as members of one and the same community. But
as soon as this was recognized, the unity fell apart. Artists
became analysts : their analytic efforts were now aimed
not at finding a similarity between the art work as repre-
sentation and the subject represented, but rather the dis-
tinction between art works as extant objects and other
objects existing in the world on an zqual footing. The
was as a ., and
when the the realm of
it was always regarded as an experiment showing how
far one might depart from similarity while yet remaining
within the confines of art. Each successful experiment

P mexay
y Kax pucy y 8 Mupe 06BeKTOM
W APYruMu 06beKTamu, Npucy’ B8 Mupe Ha

the of art and, or so it seemed,
sharpzned the demarcauon between art and non-art.

PaBHLIX NPaBax ¢ HUM. CXOACTBO 6bINO OCOIHEHO Kak

ucxyccrea u nunp"ypno-xy-

', ¥ BbIXOA 33 YCNOBHOCTL CXOACTBA BOC-
NPUHMMANCA KaXAbI Pa3 KAK 3KCNEPUMENT, NOKa3bl-

Boris GROYS - was born in
1947 in Berlin.

In 1970 he gratuated from the
University of Leningrad where
he studied mathematical logic.

Residing now in Moscow, he
works in the field of philosophy
of art and language. He is also
active as an art and literary
critic.

K3K A3NeKO MOXHO OTOWTH OT CXOACTBA, HO

. if the was iastic, that meant
lhe arus(s were on the right track ; now, public disap-
proval was seen as a proof that the approach was valid |

The crisis came to the fore when public indignation
waned, and it was discovered that contingency didn‘t
reach far. Thg commgency of resemblance became

Bce ewe ] Kaxab!
y 7 T pasgsuran

W, KaK Ka3anoce, YTOUHAN FPaHWUy MeXay weKyc-
cTBOM ¥ . Her

crano
cronsb xe ysenu

. That is to say, the contingency
of resemblanee between works of figurative art { and all
arts are figurative ) and the object depicted, based on a

HOCTH NyTH, KaK paHee UM 6bIN0 BOCTOPKEHHOE NPUA-
The.

Kpusuc cvan ABHbIM, KOraa Heroaosawwe nyGnukwu

wcyeano u Py 3 HUKyAa
He genace. Y crana
P . Te. y b
TensHoOro (a TenbHbl -
Bce uckyccTea) ¢ u306paxeHHbiM 06veKTOM, 6a3Mpo-
Ha th "
3pUTenA, NpespaTunace B8 YCNOBHOCTL PAa3NUYEHUA
mexay " T.e. ycnos-
HOCTL WMApeK Aeno B Tom,

NTO pa3 Takoe Npu3HaHwe COBEepPWMNOCL — BCE OCTanb-
HOe B NOpPAAKE @ XyAOXHUK BCe, T.e. B TOYHOCTH BCE
06BexThI, caenats uckyc-

crea.

Ka3anocs 6b1, Bce xopowo. Kaxabli Xy A0XHWK aena-
eT, uTO Xxouer, 3TUM CBOIO
— u npexpacko. Ho 3T0My Bb1IBOAY NPOTMBOPEYUNY ABa
COOBPaKeHuA : BO- nepnux ecnu paHbuwe WCTUHA M30-
TO Kyaa OHa aenack
Tenepb? Ecnu OHa BMECTe C yCNOBHOCTLIO Nepewna 8

identity of artist and viewer, was transformed
into a contingency of the distinction between artist and
layman. The fact remains that, once this recognition has
taken place everything else falls into line : the artiste is
capable of turning any object into a work of art.

And so it would appear that all was going well. Each
artist did what he wanted, thereby expressing his perso-
nality, and everything waslme But there are two objec-
tions to this view : Firstly, if pictorial truth had previously
resided in resemblance, where was it now to be found ?
If it had passed over, along with contingency, into the
artist’s existence, then the question arises : what kind of
existence is a true one ? This very question casts doubt
upon the artist’s individuality. Secondly, while indivi-
duality is supposed to predominate, and does indeed
predominate in works viewed synchronically, there is a
logic that can be seen plainly in a succession of trends.

It was natural, in seeking a solution to this contradic-
tion, to look at the question of how art works function
by comparison with other types of objects. Clearly, if
art possesses some kind of truth, it is precisely at this
point that it should be discovered. Here, however, as
Hegel might say, Art comes into its concept ; that is,

y T0 sonpoc, it becomes «conceptualn. True, Hegel himself held that,
Kakoe ecrs with of Spirit { or the sphere of
a 3TOT BONPOC CTaBUT ideas or ), art because of its very

noa comHenne. W BTopoe : XOTA, Ka3anock Gbl, AONXK-
Har v OHa aed

TENbHO I 8 pa6orax, pa CHH-
XPOHHO, B CMEHe HanpasneHwi ABHO BMAHA NOTWKa.

Ann aroro

6b1N0 O6PaTUTLCA K BONPOCY O GYHKUWOHWPOBAHWM
NPON3IBEAGHHA NCKYCCTBA B OTANYMK OT BYHKUMOHMPO-
BaHUA NpPeaMeTos MHOro poaa. MOHATHO, YTO ecnu nc-
KyccTBO 06Nanaet KaKoW-TO WCTMHOW, TO OHA AOMKHA
BLIABUTLCA WMEHHO 3aeck. HO 370 W 3yaunT, Kak cka-
3an 6b1 lerenb, 4to WCKyccTBO NPUXOAMT 3A4ech K
CBOEMY NOHATHIO, T.e. CTAHOBUTCA ' KOHUENTyanbHbim.’

nature which is that of the actualization of the imme-
diate. Yet if art subsists while having ceased to be direct,
it is only for the reason that it has become a «concepty.
Again the question arises as to what happens to the im-
mediate. Has it really been left behind once and for all ?
| think this is hardly the case, but the scope of the
present essay will not allow for a detailed examination
of the problem.

From what has been said so far, it is evident that con-
ceptual art by its very nature must be absolutely explicit.
It should contain within itself the clear criteria of its
existence as art. It must not imply any immediacy. The
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a world of pure dreain and 8 world
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creatvit

its own techniques purposes and confines alongside

oth
Art acquired an op :wha
art is will be evident when you can see what the artist
does, how he does it, and how the results of his work
interrelate with other objects in the world.

None the less, this kind of positive-transparency ap-
proach to art presupposes a new form of academism.
For it confronts the artist in his creative work with a

" s e o ¢ "

Moo XyAOmHuku T0-x roaos
“KOHUBNTYBNHIM™ NMTHYGCKUA NOAXOA™ ByH-
T8pcKkuM HanpasnenuAm 60-x roaos. B ve BpeMeHd nc-
KYCCTBO PBCCMBTPUBANOCH KK nocneammi Gopnoct,

R " 8 ero 60pe-

cKWe OCHOBBHMA. 38nda-  certain norm that is d with the
clearly d bou ies of the or, as
they say, of the media within which the artiste

operates. Romantic metaphysicism and other trends in
art likewise have their ways of doing things. Furthermore,
to cach'scnool belong its particular usages in the field of

or it ion. That is, the «romanticy

66 NpoTHB ] B coumMy-
Me. Kpax MNNwoIui OTHOCHTENsHO “n3I6PaHHOCTH" U
nepe-

CTPOUTL KUIHL NO JBKOHY TBOPYECKOA CBOGOALI NOBY-
aun Kouuentyanucros 70-x roaos Hai T ceGe onopy B

P! K8K cneum-

uueckoi npodeccuu, 06NBABI0WIEH HADAAY C APYFUMH
uenAmMm U

r crano on -
. TO TaKOe Y RC.D;”O

KOFA8 MOXMO BHABTH, YTO M KBK ABNBET XYAOKHHK W
K8K PeaynsTar ero PaboTel COOTHOCHTCA C APYrHMH
NPBAMETEMU BHYTPH MHUPA.

0aHEKO NOAOGHBIA  NOIMTHBHO-NPOIPBNHBIA NOA-
XOA K MCKYCCTBY NOAPAIYMEBAET HOBYIO GOPMY 8K8-

4
view of art has its own facticity : reducing it to illusion
amounts, above all, to closing one’s eyes to the facts.
Even if art of this type loses its immediate appeal, it still
preserves its significance, which is to say, its relationships
with ([la realms of action and cognition. It is important
to clarify these relationships, without stressing as before,
on totality and immediacy of perception, and to free
ourselves from the evocation inherent in attempts to
present a work of art as a revelation that speaks foritself.

T'}Q Ppositivist yiaw on art as an autonomous sphere of
activity determined solely by an available historical tra-
dition has always been alien to the Russian mind. We
can hardly reconcile ourselves with the idea that art
should be regarded us‘baing simply the total sum of its
and that its purpose has been lost of sight.

AeMHIME, T.K. AnA 4 XYAOX-
MUK Py Y10 HOPMY,

BNAGMYI0 C YHCTHIMH FPBHHUBMH "DOMCCIM4 WM Kaxk
COAYBC rOBOPAT, “MOAHE", BHYTPH KOTOPOR XYAOKHUK
W np, Hea-
cBOei NpaK-

° TaKNKE

Therefore, romantic conceptualism in Mosct

testifies 10 the cqminucd unity of the «Rusos\i';r?‘;:)gln:v‘
1t also tries to bring to light the conditions under which’
art can extend beyond its own borders. It makes a
conscious effort to recover and to preserve all what
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: KATAJIOT KOMEIWHHHX
: HOBUECTB

1.HoxHo
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weM-HHEYAL 3aHA-

5.MoXHO JAHATBCA KAACCH—

TUKOU, U, KDPOME TOr0, OTHOCUTENBHO HUX C
ywecTeylT
NPAKTUKU UX BOCNDUATMA. MCTONKOBaHMA W T.a. TO
€CTb  POM3HTUYECKOE'' NOHuMmanue UCcKyccTea o6nana-
T CBOed aKTUYHOCTLIO M CBOAWTL €F0 K. “nNw3Inu
03HAYZET Npexae BCEro 3aKPbIBATL FNa3a Ha aKThi.
Ecnu aaxe wckyccTeo Takoro poaa yrpaumsaer ceow
cuny, O 310 BOBCE
He O3mMavaer, uo OHO yTpaunsaer cmmcn .. CBOI CO-
Cne-
nyer nuws, ne ynosan KaK npexae na TOTaNLHOCTL 1
nerlocpencraennocvb BOCNDUATUA, BLIABUTL 3Ty COOT-
TbCA OT He-
:Zie»mou npu NONbITKE NpeacTasuTL NPOWM3BEAEHME
YCCTBa 8 KayecTse Camoro 3a ce6A roBOPAWEro OT-
KPOBEHMA, i
Pyccikomy coamanmuio Bcerna 6bin YA NO3UTHBHLIA
B3rNAA Ha NCKYCCTBO Kak Ha 2BTOHOMHYIO chepy aeA-
nmws ucropuyec-
KOW Tpaguumen. Bpaa nu MoxHO NPUMHUPUTLCA C TeMm,
4TO MCKYCCTBO - NWWb COBOKYNHOCTL NPHEMOB, "uem,"
KOTOPbIX YTpayeHa. ‘POMAHTUYECKHMA KONUENTYaNNUIM"
8 Mockee - aro, . HE TONbKO

constitutes art as an event in the History of Spirit and
which renders its own history uncompleted.

| shall now examine the work of several artists and
poets who may be numbered - somewhat arbitrarily,
to be sure, -- among the romantic conceptualists.

1. LEV RUBINSTEIN

At first encounter, what strikes us about the texts of
Lev Rubinstein is their resemblance to machine algo-
rithms. And this is not only because they are written on
perforated cards. The texts themselves are performatory.
They shower the reader with stem instructions and they
register irreversible events. They also contaln descrip-
tions. As in the case of real working algorithms, the

cvso COXDAHAIOLWLErOCA eANHCTBA "Dy CCKON AYWN™, HO
¥ NO3UTUBHAA NONBLITKA BLIABUTL YCNOBUA, KOTOpPbIE
AENaT BO3IMOXHLIM ANA MCKYCCTBa BbIX0A 33 CBOM
FPaHWUbI, T.€. NONBITKA CO3HATENBHO BEPHYTL U COXpa-
HUTL TO, YTO KOHCTaTUPYeT NCKYCCTBO Kak cobbiTve B
WUctopun flyxa u nenaer ero COGCTBEHHYIO UCTOPHIO
He33BEPLWEHHON.

A PaccMOTPI0 30eCh TBOPHECTBO HECKONBKNX XYAOK-
HWMKOB W NO3TOB, KOTOPbLIX, PAaJYMEETCA AOBONLHO
WCKYCCTBEHHO, MOXHO OTHECTM K POMBHTUYECKUM
KOHUENTYanuCcTam.

1. NIEB PYBUHWTEAH

MNpu nepeom e 3Hakomctee ¢ TexcTamu J1.Py6un-
wreAna 8 rNasa nx CxoAaCTs
anroputMamun. W naneko He TONbBKO NOTOMY, 4TO OHWU

C TOYKK 3IPEHHA CTemeH:
UX KOMEIHRHOCTH; :

gukaunelt crpacTell ¢ :
TOUKH 3PEHHA PaINepoB
ux nocaexcteuhl; :

12 MoxHO 3aHATbCA KABCCH-
gukaunelt coMHennh c :
TouXH OPEHKA CTemeHH
uX Hepa3pemMMoCTH;

CoMHeRHA nanu anzy

Ha 1ax. Camu TexcTsl

texts are into descriptions and instructions.
Generally speaking, descriptions in algorithms have no
autonomous significance. No one expects them to do

nuing action. And they contain nothing more than that.
Actions predominate over description, and the structure
of the actions is determined by their sequence. This
is how the algorithm-like texts of Lev Rubinstein look
at first glance. The unity of the text is ascertained not
by the unity of description or of the object being
described, but rather by the unity of action - unverba-

lized and confined to working pauses. We get the
lmplesslon that, from card to card, _sometl [

is blinking, making a dull
grmdmg noise and altering mo world around us.

As we go reading, however, it dawns on us that some-
thing is not quite right with those stern instructions.
And in the attempt to find out what exactly is wrong
with them, we also down our reading somewhat and
turn our attention to the description of those situations

TueHbl. OHn oprumsawY Ha YMTaTENA rpo3HbIe yKa3a-
HWA M KOHCTaTMPYIOT HEo6paTumMbie CO6bITMA. EcTe,
Bnpodem, m onucawmA. Kak u B8 HacToAwmx paboumx
aNropUTMax, TEKCTbI YNEHATCA HA ONWMCAHWA W NPUKa-
3bl. BoOGWe roBoOpA, ONMCaHKUA B aNrOPUTMAX He Mme-
10T CAMOCTOATENLHOTO 3HayeHuA. HWKTO He xaeT or
HUX Huyero 60nbwero, Yem NONyYeHWA WHGOPMauun
ANA NPOAOMKEHNA neucvsun. W Huvero 6onewero 8
HuX He wan onuca-
HUAMM, M b
WX CTPYKTYpy. TaKoBbl XK€ Ha NepBbIA BIrNAA. vexcm-
anroputmsi J1.Py6unwrenna, EaMHCTBO TEKCTa KOHCTa-
mpvercn He eNNHCTBOM ANCKDUNUAW MNM EAMHCTBOM
° a eauHCTBOM - He-

vounnh pw
gakTop cymecTsoBaHUn —
HO B ITOM-TO X BCA :
TpyRHOCTD; :

44.MoxHO NMOUTH MATWHAALHO
KOHCTPYHPOBATE MHGONO-
rUUECKHE CHTYALMH; :

. 45.MoxHO oXa3aTbca B 6o- .
Aee ueM RBYCMWCAEHHOM |
nonoxenuu;

46.MoXHO OKa3ATHLCA Hemo-
Raneky ¥ 3aTH, uTOSM |
BMMHTL uaD K NOGOATATS; |

} 58.MOXHO MMCTHQWUMPOBATD +
10 ToH cTenenu, npu
KOTOpO# BOIMOXHOCTH .
EEMACTHOHKALKK NPHOGPE- |
TaeT OTKPOBEHHO NpH-—

0 B pabouue nay3ael.

Taxoe sneuamenue, 4TO OT KAPTOUKM K KAPTOuKE 4TO-

TO NPOMCXOAMT - YTO-TO FAYXO CKPEXEWET, Muraer,
TCA W MEHAET OKp

Ouuaxo No mepe TOro Kak uTeHue TCA,

which the i are designed to act upon.

And now it becomes clear that they are not precise
enough to serve as a basis for machine activity and at
the same time they are 100 precise to serve as a basis
for human action. They are not so much precise as they
are subtle, refined and just plain romantic. Yes, romantic.

For example, in the «Catalogue of Innovations in
Comedyn { September 1976 } we read: «lt is possible
to discern the causes of various phenomena and not to
tell anyonen.

«lt is possible to look at one another with such keen
watchfulness that this can become a rather exciting
kind of gamen.

Yes, that is possible. That is indeed the way romantic
heroes behave. They conceal their knowledge and they
play exalted games with each other. Yet we know very
well xhe pm:e of that upcsmbh». It exudes the horror
of the t this v of being
impossibles |s broken up into isolated instructions, it

HaYMHAET Ka3aTLCA, YTO C FPO3IHLIMM NPUKAIAMKU HE BCE
s nopAake. ¥ B NONBITKE BLIACHUTD, YTO Xe C HUMNK He
™Mbl npouecc YTeHun

" Ha Tex CuTyauni, Ha
KOTOpbIe 3TW NPUKA3lbl MMEKT Uenb BO3AEACTBOBATL.
W TYT CTaHOBMTCA ACHO, YTO OHM N HEAOCTATONHO TON-
HbI, 4TOGbI CAYXNTb OCHOBOW ANA AGACTBUA MALIMHHO-
O M Yepecyyp TOYHbI, YTOGbI CAYXMTb ANA

foses the v of using the halo of the romantic
hero's porsonaluy 1] mspwe direct conhdence as a
desirable and i model for The
performatory «it is possibles, replacing description of
the «hero who can» and with whom the reader incon-
sciously and in an illusory manner identifies, leads the
reader to a knowledge of his own possil es. Here we
see a revelation of the inner mechanistic nature of

REMCTBUA Yenopeyeckoro. To ecTe He'TO, NTO TOuHbI, 3
cy6TUNbHbI, PAOUHWUPOBAHEI M NONPOCTY POMBHTUYHBI-
Aa, pomanTuuHbl.

Hanpumep, 8 “Katanore komeanHbix HoBwecTs”
{cenTR6pL 1976 r.) mbi yuTaem : “MoxHO npoapesaTs
NPUYMHBI PA3NUYHBIX ABNEHUA W HUKOFO HE CTaBUTL 06
3TOM B M3IBECTHOCTL''.

“"MOXHO NPMFNAQLIBATLCA APYF K APYTY C TAKOA Ha-

apaumit xapaktep;

66.HOXHO MOroBOpHTL O TOR
ONacHOCTH, KOTOPYR
npexcrasaner cobokt
MHOTO3HANHTENLHOCTD, -
noBceMecTHO BumaBae- .
Mas 3a MHOrO3IHAUM~ :
nocth; :

OTMEHE BBTOPCKMX MpH-
BUAEr#i, MPOABARA MK
9TOM C pa3HNM ycmexoM
CKpHBaeMOe XOKETCTBO;

4TO 3TO MOXET APEBPAaTMTLCA B POA
nosonmo 3aXBaTLIBAIOWEA UrPLI”.

Aa, moxHO. Tak n NOCTYNAI0T POMaHTHYECKUE repou.
OHW NPAYYT CBOE 3HaHWEe W WUFPAIT APYr ¢ APYFOM B
B038bIWeEHHbIE Urpbl. HO Mbl XOPOWO 3Haem, Yero cTo-
MT 370 “MOXHO". OT HEFO BEeT yXKACOM HEBOIMOXHO-
ro. 3TOr0 POMan’ 0 ""MOXHO GbITe

“ Ha nuwaer

as well as a hurled at the
reader : to take cognizance of the true measure of his
participation in the romantic dream. The distance
between «able to do it» and «able to read it» becomes
evident.

In the text « That is All», the subjectivity that ascertains
the world discovers its own romantic origins. This text
is a sort of uAnti-Husserln. The description is given
inside that space of fanguage which is formed, as it were,
by the language’s own possibilities and to which no
experience corresponds.

«That is All - an avalanche of forebondings, crashing
down for no reason at all ..
~ the voice of longed-for repose, drowned out by other
voicess and so on.,

When we read a rarity of this type, the ease with which
we can undemand what is being said is in proportion to

ero opeo °
NMYHOCTLIO pomanvmecxoro repoR, su:sau nenocpea-
cTeenHoe avecTee
nenworo o6pasua AnR noapaxanua, neptbopmamanoe
MOXHO”, NPUXOAALLEE HA CMEHY ONUCANMIO “repon,
KOTOPbIA MOXET” U C KOTOPLIM 6ECCO3HATENBHO U un-
unTarens, T 4nTa-
TenA K no:munmo €ro CO6CTBEHHBIX BOIMOMHOCTEN.
Mbi BMAMM 3aeCt U OGHapYKeHue BHYTPEHHeW mexa-

our utter when we try 1o relate it to our
own extra-literary experience. These descriptions are
possible only in a world where literature exists as an
autonomous sphere of linguistic development and
functioning. Whereas Husser! sought to give a foundation
1o the word in purely subjective experience. Here the
subject faces a task that is transparent on the literary
plane but cannot be carried out empirically.

We may say that here Lev Rubinstein, in the way he
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So what bout thot r
turned out to have no basis. They have not gained so
much as a square inch of ground for justifrable acnoln
from the conquest of literary language-space. The only
action forming an exception t0 this 1s that ot readng.
All of the instructions boil down to an order to read.

- Thus, we find the following text { «New Entracten,
1975 ): .
- Read, beginning with the words
4At certain moments many resort to silencen. etc.
up to the words i
«The author excels in silencen.
So the reader reads and the author s slent. And
further on in the same text we read :

- & Turn the page»
or
«See belows, written at the end of the page.

or

« — read the following : 5

«Things which have invaded the sphere of poetical
perception become signs in a poetic sequencen.

We now know the kind of algorithms we are pealnr!g
with. They are reading algorithms. The only activity in
which we are given «all thaty and in which the that-is-all
becomes «it is possiblen is reading : is reading, life
as exi in the i ible space of literary language.

instructions ? They have

ro aeictenn. Kpome oamoro : uterwn. Bce
CBENUCH K OAHOMY NPUKa3y : wn1ath. TaK, mMbl HBXO-
aum cneayowmi tekct (Hosed antpexr, 1975 r.):
““Yuraiite, HAYMHBA CO CNOB MONuYBHMIO B WIBECT-
HbIE MHUHYTI NPWBEraloT mMHOTWE' W T.A. A0 cnose :
‘'ABTOp NpeycnesaeT 8 MONNBHWK'",

Wrak, wutarens wuaer u 88Top MONuKT. U panee mel
euaum 8 ToM 0 Tekcte : “lepesephnTe Crpannuy”
MM “CM. ABNBWE", HANWCAWHOE B KOWWUE CTPBHMUBI
unK “wuraitte cneayiowee : “BropriyTsie 8 cepy nos-
THMYECKOrO BOCNPUATHA BEWW CTBHOBATCA 3HBKEMM
NO3THYECKOrD pARS”.

Mbi 3HBEM Tenepb, NTO 33 BATOPHTMBI NEPER HAMM.
370 anroputms: uteHuA. EauncTBenHOe aeno, B KOTO-
POM HOM 0BETCA 3TO BCE W B KOTOPOM OHO AenaeTcA
MOMHO" - 3TO uTeHue. JKMIHL KBK YTeHWe, KBK Cywiec-

The pages are written out with effort, amid loud inter-
jections by the author. «Read, turn the pages, read, turn
the pages...» and the things become signs in a poetic
sequence,

Performatory verbal acts reveal their illusory character
and return to the text as pure literature, making nothing
evident but the despair and the tormant of reading. The
literary text itself is impenetrable and transparent : it
requires no interpretation. Hermeneutics has been
replaced by-an i of reading. L ing is
attained by means of the effort it takes to turn the page.
What is reading ? It is turning the pages. The rest is
obvious on its own terms. In the writing of Lev
Rubinstein, the reading process uncovers its own active
substratum, its nature as vital effort. The effort of
reading is disclosed to be a principle of textual structure.

180BaHNE 0 186 NUTEPATY D!
r0 A3bIKA. C HATYrOA W NOA OKPHUKK BBTOPA NEPENUCHI-
BAKOTCA CTPBHWULI. YuTaliTe, NepenucTeIBBiTe, uuTaiTe,
A W BOWM CTAHYT IHBKBMW NOITH-

n Akt
€BOI0 MANKIOPHOCTL W BOIBPALIBIOT K TEKCTY KAK K
NHMCTOR NUTEPBTYDE, NUIWb AGNBA ABHLIM OTYBAHWE W
MYKW 4TeHHA. Cam WO NUTEPATYDHLIA TEKCT W Henpo-
H#uaem W NPO3IpaueH 1 OH He TPeByeT MHTEpNpeTauni.
FepmonTon TKa 38menena anropuTMOM uTennA. onu-
MBHHE - YCUNWEM NEPEBEPHYTb CTPAHWUY. YTO SHAUMT
4MTaTL? JTO IHAWMT NepeBOPEYMBaTL CTpaHWubl. Oc-
TBNLHOE ACHO CBMO cOGoW. pouece YTeHHA 06HapY XU-
82eT y /.PyGunwredna cBOW aenTensMuiit cybcrpar,
CBOA XBDAKTEP KMIHEHHOFO YCHAWA. YCHNWE 9TeHWA
BLIABNAGTCA KBK NPUHUKMN NOCTPoeHNA Texcra. Texcr -
370 70, 4TO RONEIOT, KOFRB FO YNTBIOT : NBPENKCTHIBE-
10T, BOAAT rnasamn u “8006pamanT"’. POMBHTHYECKOR
BOOGPAXOHMD XOTA M CTABHTCA 308CH HA MECTO (B nosy
UMTBIOWEro) "~ 38T0 OHO CHOBA HaWMMBET MBRNMTS B
6GeckoneuHocTk wnTatensckoro YCHNHA, KOHCTUTYMpY-
wero texcr.
leg TeHUE, TBKOBO W nucemo. B “Mlporpamme
Pa6oT” (1975) we npeanarserca Muiakmx ONMCaHNA,
HO 3870 W We AeETCA HMKBKWX YKalaHuia, uro nemu:
OY6pPYMBAET TV NYCTOTY, B KOTOPOI Ha-
::cn;“(::‘?:“ecv‘o NMCYBA CNOMTAWHOCTS, T.8. po‘:«anv:-
o e :nnocn K8k 18KOBaA. U 8 “MNporpam-

veckoro paga”.
n

The text is that which is performed in the reading of it :
you turn the pages, you move your eyes, and you «ima-
ginen. While the romantic imagination occupies its
rightful place at this point, in the pose of the person
reading, it then begins once again to beckon in the end-
less distance of the reading effort that registers the text.

As the reading is, so is the writing. In the «Program of
Worksy | 1975 ), no descriptions are offered, yet at the
same time no instructions are issued on what to do. The
4Programy sketches out the emptiness occupied by pure
spontanaity, that is, by romantic subjectivity as such.
And in this text we read :

_ 4In the event that the realization of this or that point
in the Program should be factually impossible, the verbal
expression of these points is to be regarded as a special
case of realization or as a fact of literary creationy.

Actually, two imperatives are being equated here : to
read and to write. Literature is endowed with being,
with its own reality and with arealizations when another
form of realization is «f; y i i - in other
words, always.

A text by Lev Rubinstein is both the syntax and the
practice of the romantic, given in unity. The effort of
reading and the effort of writing here appear as auto-
nomous work engendering and organizing an indepen-
dent reality. As cognizance of the practice of the
romanttc, these texts likewise lead beyond the boundaries
of romantic conscience. And they return it to the
hmitude of its existence, to the state of being doomed

. 68.MoxHO BRPYr 06parur,
: B30P KA ORHO U3 mpg.
: TOUMCAEHHEX NPOABAe.
. Hull peanbHOCTH ¥
noTOM HA3IBAThH 3To
MPOUIBOABHLM BHGOPoy
o6"exTa;

. 80.MoxHO GeCKOWewHo yga_
I ARTbCA OT 06"eKTa way
I NpUEIUEATBEA X O6"ey.
B Ty, He YHMXBACh npy
I aToM Xo Kakux 6u 1o
Wi 6uno o6obmennt;

. §5.MOXHO Ha MORHOM Bugq.
£ 7" "Xe Bunoxuth BCE, ure
3HBemb, HO CMMCAOM
CKa3BHHOTO oKaxeTcy
MMEHHO CAM BHIOX;

2 91.MOXHO MPENCTABATH
ceGe ap6oro » avbo#t
cHtyauuu - M 3T0 6y
ZeT KOMERUAHUM HOB-
TeCTBOM;

* 93.MoxHO apTHCTHUeCKu

N npeneSpeub CUCTEHON
co6CTBOHHLX NOCTYrA~
Top, ecau camo oTo
npenebpexenue CMocos-
HO CTATH KOMeXHHHMK
HOBEECTBOM;

. 96.MOXHO B KOHRE KOHILOB
: 83ATb BCETO MOHEMHO-
: Ty B MPOM3IBOALHOM Mo-
. PAAKE ¥ MPOMIBOABHLX
. TNPONOPUKAX - HE CeKw
N pet, uro 3aTo Gymer

M KoMenuiHoe HOBRECTBO;
£102.MoxHo CUMTATH, uTO

. ao6as ocosHawias ¢op-
: M3 KOHCEPBATHBHA, M

: KCXORHTE U3 3TOrO B

: ouenxe semelt;
:122.MoxHo He ayMaTs O MO~
. CAGRCTBMAX : MX XapaK.
: TeD GVvReT KoMEmMHHMN;

1.Pybunwrein
L. Rubinstein



- B cnysae dak

e ommbnnx nyHK 108 "DOrDaMMaI cunrats cnosec-

Hoe U cnyuae nunu

@awi nuTepaTypHoro rsomema

CobeTaeHHO 3aech OTOXAECTBNAITCA 483 UMNEpaTHa-

B3 @ YNTATL W NUCATL. nmeparvpa o6nanaer Gbitnem,
"

Tel0 * yorpa,
KOra3 WHaA “daKTuieckn I
WHBIMW cnoaamu, scerga.

Texct - 310

pomanmecxom AaHHbIE B UX eauHCTBe. Ycunug ure-
NKR u ycunue nucema 1A9Ch BbICTYNAaOT KBK 3BTOHOM-
HbIf TPYA.
myto peansHocte. Kax ocoananue NPaKTUKK POMaHTU-
4ecKOro 3TH TECTbI BLIBOAAT BMECTE C Tem 33 npeaens!
pOMaH Onu ero
ero cywec K Ha

TPYA U CMEPTh, U B TO Xe BPEMA OHM CO BCEH Tpe3ao-
CTbIO PACCTABNAIOT ANA HErO BEXW TeX BO3MOXHOCTER
P! Yepes A3bIK Nu-

to labor and to die, while at the same time they soberly
set up the landmarks of those possibilities for its exis-
tence which are attainable through the facticious language
of literature and are not attainable by any other road.

2. IVAN CHUIKOV

Ivan Chuikov is an artist who centers his attention on
the problem of the corelation between illusion and rea-
lity. A picture, in the traditional sense of the term, is
a thing which is not self-identical. It presents us wnh the

of "

y
Tepatypel 8 €ro g3k " HAKa-
KHUM MHBIM NYTeM.

2. UBAH YYAKOB

WNeaH HyWKOB - XYAOKHUK, Ybe BHUMAHWUE COCPEeaoTo-
yeHo Ha coot mexay "
peansHocTbio. KapTuHa 8 TpaguumonHom cmsicne ecte
He4TO He ToxAaecTeeHHOe ceGe. OHa ABNAET Ham 3pe-
NUWE 4Ero-TO KOO, YeM OHa eCTb Cama, A0 TAKOW CTe-
neHn OTYETAMBO, YTO Kak 6bl pacTeopAeT 8

different from itself ; and so
distinct is that presentation that the picture dissolves
its own subjective being, as it were, in the object repre-
sented. This, precisely, is the illusory nature of the pic-
ture as a work of fine art. The attempt to perceivethings
in their external aspect has always been tied to the
attempt to know them by discovering their identities
and differences. Modern science, however, has cut the
ground under such attempts.

Behind the apparent external aspect of things, science
has uncovered something else -- atoms, vacuum, energy
and, last but not least, the mathematical formula. The

neHHOM CBOE npeameTHoe GbiTue. ATO U ecTs CBOWCT-
BeHHan KapTAHE KaK npouasedenmio “306pa3uTensHo-
o Ky P
HUIO osnm(n Bsewen Bceraa Gblno CBA33HO CO CTpemne-
HMEM K WX NO3HAHWIO Yepe3 O6HapYKEHNE B HUX TOX-
[EeCTBEHHOro \ 0. OpHako

HaA HAyKa MOAOPBaNnNa camsbie KOPHU NOAO6HOro

YCTpeMNeHuA.
3a snaHeIM Bewen Hayka Py He-
4TO MHOE - aTOMBI, NYCTOTY, JHEPTUIO W, B KOHUE KOH-

uoe, marematuyeckywo dopmyny. Camo nepsoHauans-
HOe CO3epuaHve Bewed NPeacTano Kak unnw3vaA. WU
NpUTOM K3k
T

8
" yrpamnu Gmnvw
cBA3L C " Mup
CTan O6MAaHHBIM MOKPLIBANOM Maiin, HAKMHYTLIM TO
N HA NYCTOTY, TO NU HA MATEPHIO.

B 3TMX YCNOBMAX WCKYCCTBO 06paTMnoch Npous OT
WANIO3MK, BMAR B Hel NOXb. MCKyCCTBO cTano awanu-
Tuuneim. N ncKkyccrea py csow0
COBCTBEHHYIO CTPYKTYPY M CBOE MaTepuansHoe npu-
cyvcTene B mMupe. B uenTpe BHMMaHMA OKa3anocs YO,
4TO OTNMYAET NPOM3BEAEHME UCKYCCTBA OT ApYrux Be-
wewn, a He TO, 4TO AenaeT ero NOAOGHLIM APYrum Be-
wam 80M o6paTtunocs
H3 KOHCTPYKTUBHYIO OCHOBY KapTWHbI KaK NpOCTO
npucyTcTeylowed Bewn. Cneaosano Tenepb BLIABMTL
3Ty OCHOBY W NPEACTaBUTL €€ HarNAAHO, 4TO6bI vruep-
auTe 310 KaK
8a. 370 330343 NOPOAMNA TO, 4TO MbI HAILIBIEM ABIH-
FapAHBIM NCKYCCTBOM.

Ho np npeac " ato
03HAYaET, 4TO MCKYCCTBO He YTPAaTUNO CBA3N C UNNI03N-

06!

primordial of things has itself
become an illusion, an illusion moreover that leads
astray. The identical and the non-identical have lost
their old connection to the similar and the dissimilar.
The world of appearances has become the deceptive
shroud of the Maya, cast across the void or over matter
as the case may be.

Under these circumstances, art has veered away from
illusion which it regards as a lie. Art has become analy-
tical. The work of art has disclosed its own structure
and its material presence in the world. Attention is now
focussed on what distinguishes the art work from other
things, rather than on the resemblance to other things
that it acquires by means of illusion -- which is to say,
attention has been directed to the constructive basis
of the picture as an object that is simply there. This
process gave rise to what we call avant-garde art.

Y 2 T

p
tation, and this means that art did not lose its links
with illusion. Discovering the laws of an empirical
world, science destroyed the visible world and accom-
plished its disintegration, only to assert thereafter the
identity of its findings with the primordial form. Expe-
rience, trying to find the law of the visible, moves ever
farther away into the invisible. But art does not extend
beyond the sphere of representation. A painting, contai-
ning the depiction of the structure of some other
paintings that existed before, hangs alongside that one
on the walls of a gallery. Its priviledged status can be
proven only historically. It passes judgement by itself
on the art before, just as it is judged by that art. A stone
smashed into bits and reduced to atoms is still the same
stone ; but a picture torn to shreds is either annihilated
asa work of art or is tranformed into a different picture.

en. Hayka, o P 0 MUpa,
YHUNTOXAET BUANMOe, Ae3UHTErpUpyeT ero vraep)«nan
3atem csoero pesy

Exper in art does not penetrate into represen-

tation or desuoy illusion : n merely engenders a new

4ansHon hopmoir. OneiT, cTpemAcs oﬁnapy»(un 33aKOH
8uanumoro, sce 6onee yaannerca 8 Heenaumoe. Ho nc-
KYCCTBO He BbIXOAWT 33 chepy npeacTasnennn. Kapru-
Ha, Ha KOYODOM HDGACYHEHENZ CTPYKTYpa HeKoen apy-
roin Y no KapTu-

and the illusion. As long
as society pmtecls art from outright destruction, art
retains the sur
illusion that no experience is able to transgress.
Ivan Chuikov's work is a thematic treatment of this
aspect of artas a consevvlng force. He stretches a film of

HbI, BUCUT DAAOM C Heto Ha cTeHe ranepeu. Ee
FUPOBAaHHAA NO3UUMA MOXET GbiTe AOKA3AHA NUWL MC-
Topuuecku. Cama no ce6e OHa TaKxe CYANT Npeasiay-
wee UCKYCCTBO, KaK U cyanma um. Kamens, pazbuteit
H3 KYCKW M Pa3bATLIA H3 aTOMbI, OCTAETCA TEM XKe Kam-
HEM, HO K3pPTHHA, Pa3PE3aHHAA H3 KYCKWU NUEO yHUUTO-
MAETCA KAK NpOM3BEAEHME UCKYCCTBA, NMEO CTAHOBNT-
CA APYroM KapTUHOW. JKCNEPUMEHT B MCKyccTee He

el and airtight
This way of handlmg the landscape is in keeping with its
function as a membranous encasement that conceals the
thing-in-itself from the solitary romantic rapt in contem-
plation. To a classical landscape-painter, the landscape
was a view to be understood as a stage in the cognitive
process. The next stage in that process is the next view --
the one opening up to the wanderer who travels to the
interior of nature and gains knowledge through obser-

wnaer 8 rny6s npeac paspy -OH
nMws T HOBOE vation. C
AR UNNI103KI0 BHOBL. MOKYA3 O6WECTBO XPAHUT UCKYC-
CTBO OT NPAMOrO pPaspy . MCKycCTBO v
csoe 6b1TH # unnio-

ary man finds landscape overcome
at the very first step on the cognitive road. Landscape
is an ||Ius|on that makes up the world of romantic

3MeAl 33 KOTOPYIO HE MOXET NEpPecTyNuTe HUKaKOW
onwit,

Wean Yyikos Temartusupyer. 8 csoem TeopuecTse
3TY XPaHAWYI0 CUNY UCKyCCTBa. Ow o6TAruBsaer nnex-
Kon "

OKHa, ITa TPaKTOB KA Neif3ama COOTBETCTBYET ero dyH-
Kunu L uy e6e OT 0ANHO-

; or else it is a collective illusion shared
by those who dwell within it : the illusion of art.

The insurmountability of art is the same thing as the
insurmountability of landscape. Chuikov exposes the
material substratum of romantic subjectivity. A thin
layer of paint is applied to the surface of a nameless
object without a distinct form of its own. The social
definition of art, by its very essence, renders that

W.Yyidkos :
1. BupTyansHan cKynenTypa,
1977

2. Yzon komnarel, 1977
3; 4. Nanopama , 1976

1.Chuikov :

1. Vertual sculpture, 1977

2. Corners of the room, 1977
3; 4. Panorama I, 1976



H.Yyixoe :
1. Bupryansisie nposxres, 1977
24 M; cepuu “Yans: u sonst”,

1.

1.Chuikov :

1. Virtual projer, 1977

24 From the series « Corners
and Zoness, 1978
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i ed in a landscape emerges in all its coay
ﬁ:::'i:{l?eo the viewer’s gaze. It s enght at hand..':
Heidegger might put it. The void behind the film of
arealy landscape, surrounding the observer on all sides
has taken on the vulgar form of a box which now passey
into the ownership o" the viewer. However, as the
material carrier of the film of «arty this box is no more
accessible than is the thing-in-itself - the Kantian Ding
an sich. The box is under guard, and 1n its banal mate.
riality it remains an eternal secret. Its discovery woulg
be equivalent to the demise of art ; this would be sacr;.
lage. not experimentation. . o

Here we see the role played by illusion, institutionalizey
in art as defense and pro'tecﬂon.' In this context, the
anonymity of style in vgrglch the illusion is reproduceq

ensures h:

The works ment < v

ambiauitv. The question ans'a

is trying to make a gesture of " e

Iass l”:‘;;ng the purpose of art. Or is he demonstrating 5
ition for the exi: ofa painting ? One

r of its 3
tioned above retain a certain degree of
s as to whether the artisy
guardianship and defense,
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o snaaenwe OAHBKO, .
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AOCTHXUM, YeM KEHTOBCKAA sews-a-cebe. On noa oxg:.
HOW W B CBOEIH NOWNOH MBTEPHANLHOCTH omcrcn;
Hol 1aAMOR. Ero oBHapymenue pasHo3HauKo rubenn
HCKYCCTBd W 03naYBET He ONuiT, a EBITDYBTCI!O'.

IABNIBHA PONIb WANKINU
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andscape demonstration
ualize the roman.
toward nostalgic
of the i
nditions for that

may suspect that his 'box-l
was inspired less by a desire to cpnqep(
tic experience l_han by an aspiration

nd i Y
;icwre itself. The transcendental col
gesture would thereby be shown.

All reasonable considerations lead us to favor the
second of these alternatives, Indeed : in itself, the paral.
nd the completely anonymous window are

lelepiped a n
sucr? negligible objects that the artist can hardly be
seriously il d in their pi . Hence the

B WCKVCCTBE KK OXPBHbI U IBLUNTGI.

HUMHOC . CTHAA, B poM 378
B64€HS, FADBHTHPYET 68 KONNBKTUBHO NPHIHAHHbIM 33

WHTHTENbHBIA XBPAKTED.
YNOoMAHYTbIe PaGOTeI OCTBKTCA OTYACTA ABYCMBbIC

80npoc : CTP LOES7.0
MHK K XKECTy OXPBHEI M 38WHTLI, BUAR B ITOM 3ansdy
ycnosue

parallelepiped is taken here to serve, rather, as a tangible
example. And it could be replaced by any other object,
So what we see is the sheer possibility of protection,
rather than the actuality, insofar as it leaves the viewer
emotionally indifferent. The pathos of involvement
ic il is not aroused in his soul.

ueKyccTea, WK
HHA DOMBHTUYECKOA K8pTUHBI? BOInmKseT noaospe-

HHE, 4TO ABMONCTDAUNHA WM AWUKA-NEAIBNE NPOANKTO-
B3H8 CTpemeHwem He CTONBKO K KOHUENTYanuiauuu

ONLITA POMBHTHIME, CKONBKO K HOCTANbIUYECKOMY W
camon po-

P pa3IBep
MBHTHYECKOA KBPTHUHEI.
Bce palymHbie [0B80AbI CKAOHAT HAC KO B8T0pPOMY
u : cam no cebe
nunea (KJK W BNONHE BHOHWMHOE OKNO) KaxercR
CAMWKOM HUYTOXHEIM OGBEKTOM, HTOGSI XYAOKHUKE
MOFNI8 8Cepbe3 IBUHTEPECOaTL Bro COXPBHHOCTL. Mapan-
nenenunea, CNeacsaTentHo, BIAT 3geck Ckopee B Ka-
yecTse HArnAGHOro npumepa. M mor Gel 6617s 3ameHed
No6biM - apyrwm 06BeKTOM. OH AemOHCTpWpyeT no-
3ITOMY YMCTYI0 BOIMOXHOCTL JBWHTLI, 8 He ee feAcTen-
pn-
Tens paBHOAYWHbIM, HE BO3BYXKASA B ero Ayie nago-
€3 NOANMHHOA 38MHTEpecoBaHHOCTH. C ApYrod cropo-
Mbl, M MIOBPANEHHLIH HA ALIMKE NEA3AX HACTONLKO
“ 470 €ro -
AOXKHAKOM, MOXET GeiTh, KBK K&XKETCA, NOAYUHEHO
TONbKO 38Aa84e KOMUenTy 0.

as
On the other hand, the landscape depicted on the box
is itself so trivial and easy to grasp that its reproduction
by the artist would perhaps appear to have been occa-
sioned solely by the problem of conceptualizing the
object portrayed.

An interpretation based on this kind of reasoning
nevertheless is still nothing more than an interpretation,
It stands in Opposing contrast to the artist’s work by
presupposing an external vantage-point. Conceptuals-
zation is not carried out in the work itself. The indivi-
dual work is not placed within any kind of series, nor
is it supplied with any attributes which might unequi-
vocally impose a reading. An art work as such must
possess an expository force and a compulsive quality
directed at the viewer. That is what distinguishes it
from natural objects revealing themselves passively to
man. If a concept takes form only in the mind of the
observer, that means that in the art work it exists
only as a potentiality, without having acquired genuine
actuality. Thus it is only natural to suspect, that in the
case at hand, we are shown the box-landscape not so
much because of an attempt to conceptualize the
ic experience, but as in the sense of still another

OaHEKO, ANKTYEMAEA TAKUMK
UMA OCTBETCA BCErO Wb WHTEPNPETaUeR, T.e. NPOTH-
BOCTOMT CBMOR PAGOTE XYAOKHUKE, NPEANONArsn IpH-
TeNbCKui BIrNAA, NPUXOAA WWA uaaHe. B camon paboTe

QraensHan pa-

KOMuen Y
6078 He NOMELIEHD HU B KBKOH PAZ U HE CHBGKEHE Hh-
KaKUMN KoTOopbIE y HaBA-
3anu 6u1 ee n K8K

TBKOBOE AOMKHO O6NANATL BLIABNEHHOCTEIO W NPUHY-

B cBOE#H K 3purenio, YT0
“ OTNUNBET ero OT Bewed NPMPOaLI, KOTOPLIE Npea-
CT8BAIRIOT CE6A yenoBeKy naccueno. Ecnu KoHuent dop-
MUPYETCA MWk B rONI0BE Y 3IPMTENA, TO 3TO IHANMT,
YTO ON €CTb 8 NPOMIBEAEHNN MCKYCCTBA TONMLKO KBK

" W aeAcTBu Me npu-
410 8

o6pen. Tax
ABHHOM Cnyvae HBM
NPOANKTOBBHA He CTONBLKO CTPEMNEHHEM K KOoMuenTya-
NN38UNK ONbITE POMBHTHIMAE, CKONBKO K HOCTaNbruvec-
KOMY Pa3BepTuiBAHUI0 38HOBO COMON POMBHTUYECKON
KBpPTHMHbI.

MNpeansraemoe U.4yikossimM Onpedenenne nekyccr-
B3 K&K MNNI0INK HECOMHEMMO CyxaeT ero o6nacTs, No-
CKONbKY MUMEET B BHWAY HEKOTOPOE YXE UMeweecs,
YK€ HaNuYHOe MCKYCCTBO. Mo CYTH aenad xe UcKyccT-
BO €CTb BCErAa 8IX0A K Beuldm camnum no cebe. He 8
TOM CMbICNE, PBIYMERBTCA, YTO OHO C8MO CTaHOBMTCA
BeWbio, HO 8 TOM CMbICNe, 4TO OHO cBuaeTeNnbCTBYET
Nﬂﬁf O Bewax, K8k OHW eCTb NO WCTHHE. TIK, ecnu WU.
Yy#ikos ABNAET HBM O6PE3 HCKYCCTBA KAK MAMIOIUN CO

370 O3HAYEET, YTO OH rOBOPUT
H3M O HeM HEYTO UCTUHHOE. Y panee, ecnu OK coanaeT
TaKoe NPOMIBeAENHE M

nostalgic elaboration of the romantic picture itself.

Ivan Chuikov proposes to define art as illusion - a
definition that unquestionably narrows the field of art
already in existence, an art that is already there. In
essence, art is always an exit, an avenue of access to
the things themselves. Not of course in the sense that
the art becomes a thing itself, but that it affords us an
insight into the true nature of the things. By presenting
us with an image of art as an illusion, and that in all
seriousness, Ivan Chuikov is saying something true to
us. Further, by creating a work of art in which art
displays its illusory nature, it is clear at any rate that the
artwork he himself has produced is a true one.

At this point we must inquire whether that work still
pelongs to the realm of art, or whether it goes beyond
u.AOna way or the other, we arrive at a paradox. Maybe
this very paradox gave the artist pause, preventing him
from using the resources of art to complete his expo-
sition of the artistic truth revealed to him. One gets the
impression that Chuikov assumes the existential status
of art to be revealed not in itself but in the discourse
of which i} is the object. However, it is contemplation
and not illusion that is insurmountable in art. To
suppose that contemplation is always illusion, or that
genuine contemplation is impossible, and that all
contemplation must be founded on the unseen { in
other words, on reasoning ) is to remain within the
romantic framework and to deprive oneself -
right to truth. Yet in oractice a perceptive grasp of
existing  that is, of art as illusion, has always been
for the artist a motivating occasion to overcome illusion
and to go out toward the things themselves in true
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Hue. Monaravs we,
3uA, T.e., 410
Koe

AONXKHO

contemplation. Artistic truth is historical, and like
history itself it is irremovable.

Ivan Chuikov does accomplish the journey beyond
the confines of the conditional, but not by way of con-
ceptualizing the romantic ( as earlier suspected ) but
rather via its further expansion. In the works entitled
« Corners and Zoness he opts conclusively for the

M, " )

direct gesture, y In
these works he restores to an enclosed space — the room —
its ritual and mystical significance. ( Let us recall : the
Red Corner, Happy and Unhappy Walls, the Place for
Household Gods, etc.) «Corners and Zones» organize
space in such a manner that it acquires an individuality

and loses the i ity of mere
living space. At the same time there is a risk of non-

(uHave rosopn, ) ¥ 3HaunT 8
P3MKaX DOMBHTUYECKOrO, NUWAA CaMOro ce6A npasa
Ha ucTuHy. Ha nene e 0COIHHUE HANUYHOO MCKYCCT-
83, T.e. UICKYCCTBA KaK w“nno3um, 65IN0 Bceraa ANA xy-

W BLIATH K
CaM1M Bewam 8 NOANWHHOM co3epuaHun. UCcTuna mc-
KyccTsa " Ku

Wean Yyiikos u cosepuwiaer suixon 3anpeaensi ycnos-
HOrO, HO He NyTeM KOHuen

POMaH

ro (kak u paHee NOAO3P:

W 3 NyTeMm ero aanuHedwedn akcnancuu. B paborax
Yraw” u “3ous” W.lyikos 61

and of non-artistry, which signifies a genuine
departure beyond the confines of reflecti
Unlike the box, the room calls for protection, and this
appeal arouses an immediate reaction in the viewer. The
authenticity of the interest thus stimulated guarantees
that i in the ing which
one or two features on the ceiling and in the corners of
the room into a work of art. A few elegant and reliable
tracings confer to the room the status of an indestruc-
table object of contemplation, unrelated to any stereo-
illusory character is thereby transcended and it
becomes rooted in authentic emotional experience. The

NPAMOW XecT v oTsepraer pednexcnio. OH BO3IBPawWa-
€T 8 3TUX PaboTax 3aMKHYTOMY NOMELWEHWIO - KOMHa-
Te - ro PUTYaneHbIi M MUCTUYECKMA CMbicn. (Benom-
HuMm yron, c 1en cre-
. MECTO ANA AOMawHux 6oros u T.4.). “Yrawl” u
30HbI" TaK OPraHWU3yIOT NPOCTPAHCTBO, YTO OHO NPU-
06peTaeT WMHAMBMAYANLHO-CAKPANbHLIN XapaKTep, Te-
PAR 6€3NMYHOCTL XUANNOWaAAW. B TO e BpeMA BOIHM-
Kaer puck "
4TO M O3HEY3ET NONHBIN BLIXOA 33 NPeaens! pednexcuu.
Komwara, 8 0TnMuMe OT AWMKa, BILIBAET K 33WNTE, U
3107 308 Y

3auH
HOCTH rapaHTUpyeT Ty B0BNEYEHHOCTs B NPOMCXOAALLEE,
KOTOPaA U NPEBPaLAET OAHY UNW ABE YEPTHI HA NOTON-
Ke W 8 yrnax KOMHaTsl 8 NPOM3IBEAEHME WCKYCCTBA.
H " HaYepTaHuiA Npu-

AaoT
MOrO, He OTCHINAIWMA HW K KBKOMy CTepeoTuny, u 8

3TOM Cmbicne y
ees CobcrsenHsie

ITUX HAYepTaHuin (X Urpa Npu aBMKEeHUW 3puTenA
T.8.) He CTONb Y BaXHbI W, CTPOFO rOBOPA, U3NULIHK.
BaHO 1O, 4TO OTK333B WUCKYCCTBY B NPaBe HA UCTUH-
Hoe co3lepuanve WMean Yynkos NPAMO NpPOAONXKMN
3AeCh Ty TPBAWUMIO 3BKNWHBIOWErO XKECTa U PbIUapCT-
BEHHOW 33WNTHI, KOTOPYIO OH BLIAGNUN W OCOIHAN KaK
OAHY M3 BO3IMOXHOCTEW OCMBICNEHHOrO AENaHWA WC-
KYCCTBa 8 Hawe BPEMA - MCKYCCTBa, NOHATOTO KaK He-

HO

3. ®PAHUUCKO UHOAHTI

C Havana Hawero BeKa MCKyCCTBO, OCO3HAB CBOIO a8-
TOHOMHOCTb OT “XU3HKU", T.e. OT U3IO6PAXKEHNA XKN3HK,
NPEUcnoNHUAOCH BMECTE C TeM U BbICOKOMEPHOrO npe-
BOCXOACTBA Haa Hel. Beaw ecnu y ucKyccTea ceomn 3a-
KOH, TO U XWU3Hb MOXET GbITb NOHATA KAaK MCKYCCTBO,
W ecnu ee TaK NOHATS, TO CPa3y CTAHOBUTCA BUAHO, 4TO

of these tracings ( the effect of play when
the viewer moves, for instance ) are not very important
and in fact superfluous. What is important is that lvan
Chuikov, in denying to art the right of true contempla-
tion, is directly continuing the tradition of incantatory
gesture and chivalrous defense which he singled out and
perceived as one ibility for il i artistic ac
in our time - for art understood as insurmountable yet
genuinely experienced illusion.

3. FRANCISCO INFANTE

At the beginning of our century, art became aware of
its autonomy with respect to «lifes, or the depiction
of life, and at the same time it grew inflated with an
attitude of arrogant superiority towards it. If art has its
laws, then life, too, can be understood as art ; and life
perceived in this way may be quickly recognized as an
ugly art. An artist familiar wit!, the law of creative free-
dom has a duty to transform life in accordance with
that law - to make life beautiful. Futurism and the
Bauhaus are well-known examples of artistic projec-
tionism. In the 1950s and the 1960s a desire to subor-
dinate life to art found expression in the happening and
in utopian visions of the future. But from the very out-
set the aggressivity of art was met with resistance. Indeed,
can an artist really lay claim to a position outside of the
society in which he lives ? In his activity the artist is
defined by the limits of his vision and by the way he
relates what he sees with reality.

But the limits of his vision are narrow ones, owing to
the finitude of his existence. The process of knowing

i i ble and the knowledge-

KHM3IHB - 3TO NNOX0E UCKYCCTBO.
W 6

38KOH Wmeert gonr o-
8aTb KM3Hb NO 3TOMY 33KOHy, T.e. CAENaTb XWU3HL Npe-
. OyTypuim, yxay3 - aTu XyAo-

without end.
is above all and historical. It
holds the artist prisoner. To discover and to grasp it he
has to overstep the bounds of art and rely on other

ECTBEHHOrO NpOXeKTepcTsa obwenasecTHsl. B 50-
60x ronax xenaHue NOAYUHUTL XKUIHb NCKYCCTBY BO3-
8 ensy

6yayuwiero. ArpeccusHOCTb MCKYCCTBA, OAHAKO, C C€a-
MOro Hayana P ] , aen
TeNsHO, pPalse MOXET XYAOXKHWUK NpeTeHaosars Ha

no or K Y, 8 KO-
TOpOM OH xuser? X

B cBOER AeA

having little or nothing to do with it. Thus
he falls into renewed dependence on «lifes asit realizes
itself here and now. Extension of art into the social
domain, or the attempt to force a particular aesthetic
ideal onto society, is always a diachronic undertaking, .
for that ideal is itself nothing more than that same
society, albeit its historically transcended form.
Art in our day is more than ever disinclined to put its

r csoero " TeMm, Kakum
06pa3oM OH COOTHOCHT BUANMOE C AEHCTBUTENbHBLIM.

Ho rpanuusi ero y3Ku
Thero a COOTHe-
ceHuA Ll 8 6ec-

]

KOHEYHYI0 aBaHTIOPy. JTOT MEXaHuim, B Nepsyio oye-
peas, " puveH. KUBET y Hero
8 NNEHy U ANA €r0 NO3HAHWUA U BLIABNEHUA BbIHYXACH
BLIATU 33 NPEAENbI UCKYCCTBA U ONEPETLCA HA UHYIO,
CP3aBHUTENBHO € WCKYCCTBOM, NPaKTUKY, 4TO Aenaet
ero BHOBbL 33BUCUMBIM OT “XKU3HK'', K8K OHa3 OCywecT-

faith in 1t turns to the common and
vulgar categories as a way out. The old arrogance toward
life's drab and humdrum aspects is gone forever. And
yet the dream and the ritual have not died out, not by
any means, as the work of Francisco Infante so elo-
quently testifies.

Stylistically, his art lies within that traditional tendency
of the European and the Russian avant-garde which
took upon itself the mission of remaking the world.
Infante’s pictures are projects for another kind of li
in another sphere of living. Of late he has gone to photo-
graphing the modifications introduced into the natural
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MHD - 310 MHD NOAOINEHHIA, NOTOMY NTO TEXHONOIMA -
370 YNpABNGHMO, & HENLIN YNDABNATS, HE NORAOIPEBOA.
To, 4TO aenset peansHoCTs, CTOAWYIO 30 dororpadmn-
Mu AHGAHTI NDUBNBKBTENSHOA - ITO B YHCTAR HOPMS,
wucron 310
©OT N0A0IPOHMIA NOCTONBKY, NOCKONLKY OHA HE TpeByer
NPOHUKHOBEHHA 38 CBOW GOpMY. W, cNeaosaTensHo,
PoaNbHAI 10N6KO0 HOTOrPadMM, 8 10, 4TO chOTOrpadm-
POBaHO - NPOCTO MCKYCCTBO M OBNAA0ET PLANsHOCTLIO
POBHO HBCTONLKO, HACKONLKO €10 8006We O6nagaer
ucKyccrao. B ocvoae newnt o6 man. Ho cam 31071 06mak
ocre . Wndanta nowATHe
K8pTUKLI TOK, 4TOBk1 COXPBHMTE €r0. W 310 aenser wa-
KOHBU NDUEMNGMBIM TO, ¥TO 8B TAK HBAABNHO B bIJ4IBa-
N0 Tpenory. OBHADY MHB KOHCEPBATUIM a83Hrapas. Mu-
B3NT3 BOIBPALIBET BrO B NOHO WCKYCCTBA, rAe OM, NO
CYTM 20N, BCErae n Npesian,

4. TPYNINA “"KONNEKTUBHLIE BEACTBUA"
! Huxurs Anexcees, Anapeti Mowactaipckui v ap. /

y D TaKxe B
Mockae rpynnoit “Konnex ruensse aeicrena”, Ecrs,
Pa3yMEeTCcA, U Apyrue ero npeactasmtenn, Ho nl:nlnz
HOR rpyNND MOHEE ADYrUxX CBAIEHD C COUMANLHOCTBIO W
OPHENTUPOBAKA HO NPOBneMSI, CTORWIWE nepen neryc-
CTBOM KBK ToK
¢ 0K0BMIM, E:‘nuoom Y€ A0BONLHO MHO-

aenee.) Xyaox-
HAKA, BxOQAWME 8 3Ty rpynny, cresnr ceSe cepseInyie
304044, NbITAACL PAINOMMTS Iputensckui addexr or
:&:6 TR HD €0 NePBOINeMeHT.s ; NPOCTpancTao, spe-
. IBYNBHHE, WMCNO Buryp w 1. > 8cex
18y fx YP ¥ 1.4. OcoBennoctaio acex
HOR npeanacTpoenHocTy
IPUTBNA, X YKCTBIA “ny "
Beo un i 2gemeprs. O o
Nm:wupym 8KOHB, MO KOTOPOMY WX HBRO Bocnpw.
cxor:" M CYauTs, ¥ OTAB10T cobA Ha Nponison :mwe:;-
cworo B0CNPUATUA. Bepeys ¢ umm IPUTBNA vacTo w,
PEHHO cnyvaine. Tax, XYROWHUKYH OCTaBnA0T no:

1ist’s imagination, Y S
:':':i;‘_;';'as they ares. The myth o{ the dn;passnonal:
photographer, however, vanished :mme a :l:;:: :lﬁikaena

tist's imagination seems no longer s
l'a"v: ?:sell ; but in performance photography both of

illusi ing to life afresh. The artist forms the
e b meaning the content-plan, and not the

ifie meaning or
:f%;;f:}u"fme namz or the expmxion plan : the q?o_lo-
graph reveals itself to usasala_nh!uldowmem testifying
the authenticity of another life. lnsgead of aggression,
what predominates here is the nostalgic dream.

The performance in Infante’s version is gultgdllferenl
from the Western one. In the West, attention is centered
on individual, social and biological s of the
human body and on the limits of human existential
possibility ; Infante gives us a world of technological
reverie reminiscent of faraway childhood. By their grace
and elegance, their clarity and wit, hns' ppotogrqphs
stand ctly apart from the science-fiction designs
that became a boredom for everyone. Infante’s world is
a world of trust, whereas the real technological world is
a world of distrust, for technology is control, and you
cannot exercise control without suspicion. What makes
the reality underlying Infante’s photographs attractive,
is their purity of formal representation. This reality is
free from suspicion inasmuch as it does not demand
penetration beyond the form. Consequently, there are
only the photographs that are real. The subject photo-
graphed is merely art, containing reality only to the
degree to which art is real at all. Infante modifies the
concept of a picture in such a way as to preserve that
concept : deception lies at its basis, but it is precisely
hat i i L

that art. By his
Infante's art 1s finally recognized ; an achievement which

was not easy.

4.4TIHE COLLECTIVE ACTION GROUP
INikita Alekseyev, Andrey Monastirski and others /

Performance art is represented in Moscow
3 by th
:::ew" as «Collective Actions. The artists irr t‘h:g:g:g
dem"a‘ssngned lhe_mselves serious tasks, in an attempt to
'compose the visual effect produced by events into its
Primordial e}emenxs =~ such as space, time, sound, or a

ugﬁ:llhe vi'ewer's emotional predisposition,
i performance are all somewhat ephe
phemeral.

is::iguez n'o ‘A::vya;i:: h‘t;w the‘y should be approachedT::s
K g emselves over to the ob: g
perceptive whim. The viewer" ith these
works is often intentionall it 10 chance. ‘Thp et
Tor exampnen i fonally left to chance. The artist
. ', May leave a ringing bell u nd 4

2 ¥ er the sno
Ppainted tent in the woods, The effect brought b;v:’h?s'

loynna “Konnexrusnsie
deucreun” :

1. Wapss
2. Nanarxa, 1976
The Collective Action
Group :

1. Balls

2. Tent, 1976



cHErom 3BYNAUWA 3BOHOK, OCTABNAIOT B necy paipu-

CoBAHHYIO NNATKY M T.A. IBAEKT, KOTOPLIH NPOK3BO-

Wt NOAOGHOTO POAA CRYYAHHbIE BCTDEYN, OTChINgeT K
" u

Mupy
WbiX HBXOAOK, B KOTOPOM EULE TaK HEASBHO uNno Bee
Boinu A3

4enol nwoan
HaxXOAUNM HEOGBACHUMBIE CNeAb! Ybero-TO NPUCY TCTBUA
HeKHe YKa3aHNA HE REATENBHBIE U cu-

kind of accidental encounter opens up a world of unex-
pected forebondings and amazing discoveries - the sort
of world in which mankind was actually living not so
very long ago. There was a time when people came across
mexphg:able traces of some indefinite presence, signalling
the existence of active and purposive forces that lead
pe_\‘/_onq the limits of common-sense explanations. These

nbi, BbIXOAAWME 33 rPaHUUbLI OGBACHEHWH, npeanarae-
Mbix 3APABLIM CMLICNOM. 3T NpUMETHI NpUcyTCTBMA
MaruiecKnx CHA MOXHO CYHTaTL BaKTamu WcKyccTea,

P daxtam aed noro-
My WTO “x HeNnvIA OS\NCNMYL, 8 MOXHO TONBKO ucrTon-
koBaTh. XYAOXKHUKW 43 rpynnel “Konnextemsie
AEACTEMA™  CTPEMATCA NOATONKHYTH COBPEMEHHOro
3pUTENA K TAKO# Kak 6b) CAYYBHHONH BCTPewe (WnM Ha-
xoaKe), KOTOpaR 6b1 €ro K

Mocne NPEANPUHATOrO BbILIE BHANK3A TBOPYECTBE He-

pointing to the presence of magic forces can
be regarded as facts of art opposed to facts of reality.
that cannot be explained but only interpreted. The
artists of the uCollective Action Group» endeavor 10
nudge the contemporary observer into some such fortui-
tous encounter or discovery, as will compel him to en-
gage in interpretation.

In the foregoing we have undertaken to analyze the
creative work of several contemporary Moscow artists.
This naturally leads us to a further inguiry into the

BONPOC : ¥TO oco-
6eHHOCTb COBPEMEHHOTO PYCCKOro ucKycctea? Yo ge-
naer ero CBOEO6Pa3HbIM, ECNM TAKOBOE CBOEOGPa3ue y
wero Boobule ecTs? MOXHO NM rOBOPUTL O ero NpoTH-
@ONOCTABNEHHOCTH WCKYCCTBY 3anaga, BMAA memay
HUMU O4EBUAHOE CXOACTBO?

A nonaralo, YTO TaKan npo ace

typical istics of y Russian art as a
whole. What is it that makes this art unique, if indeed it
is unique ? Can we relate it antithetically to Western art
to see what the two have in common ?

It is certain that such an antithesis does in fact exist.
Perhaps the ditferences are not so plainly evident in the
works of Moscow artists today compared with their

e ecTb. BbiTb MOXET, OHa He BBIABNEH Celyac B non-
HOW Mepe B CAMUX PAGOTEX COBPEMEHHDBIX MOCKOBCKHX
XYAOMHWKOB, HO HET COMHEHWRA, YTO OHa NPUCYTCTBYET
e 3TMx paGoT u , v ny .
A CNeAOBATENBHO, W HA PAGOTLI NOXKUTCA NEYaTs PaInu-
4R, K Y TaK 410
M3 MHTEPNPETauMA ANA TOro,4To6b! NPaBUnbHO BUAETL.
WckyccTeo Ha 3anage TaKk Unu MHave roBopUT O M-
pe. OHO MOXET rOBODUTL O BEpe, HO OHO rOBOPHT O
JOM, KaK BEepa BONNOWAETCA 8 mupe. OHO MOxeT roso-
puTh ¥ 0 camom cebe, HO OHO rOBOPHUT O TOM, KaK OHO
OCYWECTBNAETCA B MuUpe. PYI:I:KOO MCKYCCTBO OT MKO-
Hbl A0 HAWMHX AHEA XOYeT roBopMTL O MHUpe uHOM. B
Poccuu Cenyac OYeHb OXOTHO BCNOMMUHAIOT O TOM, YTO
cNOBO “KynpTypa’ NPoMCXOAMT OT cnoBa “Kynst’’.
KynsTypa 3aech NOHMMAEETCA KaK COBOKYNHOCTb WC-
xyccTe. KynbTypa BbICTYNaeT M Kak XpaHuTensHUua
or “ Kak ANA HO-
@bix OTKPOBEHWA. FA3bIK WCKYCCTBA OTAMYIETCA OT
NPOCTO A3bIKA, OT A3bIKA OGBIAEHHOCTH, HE TeM, 8 nep-
BYI0 O4EPeAb, YTO OH rOBOPHT O Mupe Gonee KPacueo u
W3AWHO, W HEe Tem, YTO OH FOBOPHT O “BHYyTpeHHem
Mupe xyaoxHuKa' u T.a. Aseik Y TCA

ts in the West ; but the contrast is clear, beyond
all doubt, in the way the public and the artists them-
selves understand their work. Consequently these works
bear the stamp of distinguishable difference, though
unfortunately to an only half-recognized extent, so that
interpretation is required in order to see them in a
proper light.

In one way or another, Western art says something
about the world. Even when concerned with faith it
speaks of faith as incarnate in the world. It may turn
its attention inwards onto itself, but what it says has to
do with its own process of realization in the world.
Russian art, from the age of icons to our time, seeks to
speak of another world. Russians of today like to point
out that the term culture is derived from aculty, whereby
culture is understood as the totality of the arts, Culture
comes out as the guardian of primordial revelation and
also as the mediator for new revelations. The language
of art differs from everyday language not because it
speaks of the world in a more elegant and beautiful way
or discloses the tinternal world of the artistn. What
makes it different is the message it has to convey about
the other world -- something that only art can say. The

Tem, 4TO OH FOBOPUT O MHPE HHOM, O KOTOPOM MOXET
CKa3aTh TONLKO OH 0AuH. CBOMM BHYTDEHHUM CTPOEM
RA3bIK MCKYCCTBA OGHapyXMBAET CTPOH MWPa WHOrO,
KaK CTpOW A3biKa O6bLIAEHHOTO 06HApPYXHBaET CTPOH
Mupa 3peusHero. U kaxnaan ap’

inner of artistic language empowers it to
convey the structure of that other world, just as the
inner structure of our everyday language discloses the
world of here and now. Each discovery of the power of
artistic language to communicate something new is

HOCTb ANA A3bIKA WCKYCCTBA CKa3aTh 4T0-NM60 HOBOE
OSNGW)‘(MB*T HOBOE M paHee HeM3IBECTHOE B CTPOEHHH
“HOro Mupa. MO3TOMy XyA0KHUKAE MOXHO NIOGMTH 33
TO, NTO OH OTKpbIN 06nacTe HexenawHylo. Mexycecteo
8 Poccun - 310 MaruA.

Y70 Xe Takoe MHP MHOH? BTO ¥ MUP, KOTOPLIA HaM
OTKPLIBAET PenuruA. 370 M MUP, KOTOPLIA HAM OTKPDbI-
B3eTCA TONLKO Yepe3 y . 310 u Mup, ]
8 nepeceseHnu 3Tux AByx Mupos. MoaToMy OTHOWEHNA
Mexay MCKyccTeoM M Bepow 8 Poccuu cronb Hanpa-
weHHbl. BO 8CAKOM cnyuyae, MMpP MHOM - 3TO He NpowNoe
 He Gyayuiee. 310, CKOpee, TO NPUCYTCTBYIOWEE B Ha-
CTORLUEM, BO 4TO MOXHO yWTH 6e3 ocTaTka. inA Toro,
YTOGb! XKHTh B UEPKBYW MAKW B UCKYCCTBE, HE HAA0 XKAATL
W He Hano XNONOTaThb. Haao NPOCTO CAENaTH War 8 CTO-
POHY # O4YTUTBCA B Apyrom mecte. 310 TaK xe nNpocTo,
KaK ymepets. W, No cywecTsy, TO )e caMoe, 4TO yme-
peTs. YMepers ANA MHUP8 U BOCKPECHYTH PRAOM C HUM.
Marun cy B a He BO

a discovery of something new, something
never known before, about the structure of the other
world. We may love the artist for showing us a region
we long for ; we may hate and fear him for revealing a
world we do not want. In Russia, art is magic.

What is the other world ? It is the world opened up
to us by religion, It is the world that opens itself to us
only through the medium of art. It is also the world that
uated at the point where those two worldsintersect.
This is the reason why there is so much tension in the
relationship between art and faith in Russia. At all events,
the other world is neither the past nor the future. It is
rather the presence in the present into which we may
withdraw without reserve. No waiting around and no
wheeling or dealing is needed in order to live in the
church or in art. All you need to do is to take one side-
ward step, and you find yourself in another place. This
is quite as simple as dying ; and, essentially, itis thesame
thing as dying. You perish for the world and you are

Cam Kocmoce YCTPOEH TaK, 4TO B8 HEM eCTb MecTo ANA
P83HLIX MUPOB,

XYAOMHNKH, O KOTOphIX FOBOPHNOCHL Bbiuie, Hepe-
NUrMO3HBY, HO YTot wc-
KYCCTBa KaK 8epbl. Kak 4yncTan BO3MOXHOCTL CyulecT-

KaK YHCT3A npeAac: v (o7
HECOKPBITOCTE) uNK Kak 3HaK, A cBhIWe M

resurrected the world.

Magic subsists in space but not in time. The cosmos is
constituted in such way that it contains adequate space
for different worlds.

The artists whose works have been discussed here are
not religious persons ; yet they are able to comprehend
art in terms of belief. Whether as merely potential

TPeGyIoWui HETONKOBAHUA - 8 NIK6OM cnydae Y

or as portrayal { or

80 ECTb ANA HUX BTOPXEHHE MMDA UHOTO B H3W MUD,
B

absence of ), or as a sign from above that
calls for interpretation, art — as they see it — involves

poe ocy-
UIECTBNAETCA YEPEZ HUX CAMMX, W 38 KOTOPOE Mbi HE
MOxeM He 6biTe Mm BnaronapHul. Bean 6naroaapn Ta-
KOFO pOAA BTOPNEHHAM MUPa HHOro B8 Hauly WcTopuio
Mbl MOXEM CKA3aTb O HEM HEYTO TAKOE, YEro OM He MO-
XET HAM CKA3ATh C3M O CeGe. A WMEHHO, Mbl MOXEM
CKa3aTh, YTO MUP MHOW He eCTb UHOA MHP, 3 ECTL HAWA
COGCTBEHHBA WCTOPUYHOCTH, OTKPLITBA HaM 3AECH W
ceivac,

of that other world on our own. We must
make an effort to understand what this invasion signifies.
The intervention has occured with the artists” complicity,
and we cannot be ungrateful to them on that account.
By invading our History, the other world gives us the
power to make statements about it that it could not
make itself. And what may we finally conclude ? Preci-
sely this : that other world is not another world at all
but it is our own historicity, revealed to ushere and now.
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