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ago on the haleony of the Peggy Guggenhenm Collection invenice, We envisioned acompri
hensive and spectacular presentation ol Russian art. The goal of RUSSTAL i nothing T than
to reveal the creativity and worldview of a nation through cight hundred years of Russian
masterpieces and more than two hundred years of art collecting. This exhibition paints a
compelling visual portrait of a nation confronting the wavails and winmphs of it history.

The multiplicity and spirituality of Russian culture is represcated through the greatest
masterworks of Russian painting and sculpture, many of which have never before been
exhibited together The artworks in the show—produced over a period spanning the thir-
teenth century to the present—are the greatest treasures from our most illustrious museuns,
including the State Hermitage Museum, the State Russian Museum, the State Tretyakov
Gallery, and the Moscow Kremlin State Museum-Preserve of History and Culture, as well as
regional musenms and private collections in the Russian Federation. This exhibition under-
scores the perspicacity of Russians as art collectors and as carctakers of some of the
most remarkable expressions of world culture through periods of war and peace. Select
works from museums and private collections outside of Russia testify to the international
significance and appeal of our nation’s greatest artistic achievements.

The Federal Agency for Culture and Cinematography is delighted to pariner with
the Solomon R. Guggenheim Museum in the development and execution of RUSSIA! This
landmark exhibition fulfills the agency’s mission to nurture and study Russian art and to
foster international awareness of our exceptional culture. For almost the entire twentieth
century, the work of many of Russia’s most talented artists was sealed off from the rest of
the world. RUSSIA! offers fresh perspectives and new insight on our culture. What was only
seen in fragments will now be presented in sweeping totality. From this unique international
collaboration, we will all experience a profound understanding about the Russian nation,

the Russian people, and the Russian soul.

Mikhail Shwydkoi

Head of the Pederal Agency for Culture and Cinematography of the Russian Federation
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anpres cdent=d exhibition RUSSTAUThis is the st tinic Ut Waster andionees are able
(o see o compreliensive show ol Russias rich heritage of panting and sculprore: Rissian
culture, and Russian painting in parllt'lllar, with the exception ol cons el e avant-garde,
io litde known in the West, Yet artis the universal language that transcetwds all barriers.
Througlh music, literature, theater, and the fine arts, people come o understand and
appreciate other cultures and mentalities.

While Russian painters and sculpors created most of the works shown in the
Guggenheim exhibition, there are also a number of Western masterpieces on display, which
the Russian imperial family acquired in the cightecntl and carly ninetcenth centuries.

Additionally, the show highlights two of the most avid and discerning collecrors of
French Impressionist and Post-Impressionist art: two Russian merchants, Sergei Shehukin
and Tvan Morozov, who reflected the new evolving breed of the Russian art patron in the
late nineteenth and carly twentieth centuries. These true connoisseurs of the contemporary
art of their time purchased and commissioned works in Paris and built up iheir collections,
which today form the basis of the Impressionist galleries at the Pushkin Museun ol Fine
Arts in Moscow and the State Hermitage Museum in St. Petersburg. Even before Shchukin and
Morozov, though, another such merchant, Pavel Tretyakov, began to assemble a collection
of Russian art that forms the basis of the remarkable holdings of the State Tretyakov Gallery,
which is celebrating its 1coth anniversary in May 2006. Fortunately, nowadays, these long-
standing traditions are being revived as more and more Russian corporations and enhghtened
businessmen begin to appreciate the personal satisfaction and noteworthy national enrich-
ment that comes from their support of the arts.

The Guggenheim, the only major global museum, is the mosl appropriate venue to
provide this unprecedented international exposure for Russian culture. RUSSIA! comes
to New York as the ambassador of Russian art in time for the sixtieth anniversary of the
UN General Assembly. We believe that this exhibition will do more 1o promote an under-

standing of Russia internationally than most diplomatic efforts.

Leonid L. Lebedev
Founder of the SINTEZNEFTEGAZ Co.

Senator, Federal Assembly of the Russian Tederation






RESSTAY  the ot commprehensive exhithition of Rioussian vt sinee the ond ol dic Cald i
was initially concetved three years ago during a conversation in Venice with my longtime
fricnd Mikhail Shwydkot, then the Minister of Culture, now the Head of the Federal Agency
for Culture and Cinematography of the Russian Federation. The exhibition is timed 10 open
during the sixtieth anaiversary of the United Nations, aud we are deeply honored that
Russtan Federation President Vladimir Putin has agreed to be its official patron,

During my discussion with Mr. Shwydkoi, we talked about the Guggenheim’s long
history ol organizing major exhibitions of the Russian avant-garde. In 1981, the Guggenheim
mounted the first presentation of George Costakis's extraordinary collection of avant-garde
art, which at that time had been seen outside the Soviet Union only once. This show helped o
introduce audiences to the rich achievements of the gencration of artists whose experimental
art of the frst decades of the twentieth eentury looks [resh to this day. In 1992, we opened the
expansive survey The Great Utopia: The Russien and Soviet Avant-Garde, 1915—1932, which explored
multiple facets of the avant-garde’s art production, including not only painting and sculpture,
but also architecture, design, decorative arts, textiles, photography, and film. At this same
time, we presented an exhibition at the Guggenheim Museum SoHo of Marc Chagall’s renow-
ned murals of 1920 for the Jewish Chamber Theater in Moscow, which had been rolled up in
storage since 1950 in the State Tretyakov Gallery. Inn 2000, we revisited the Russian avant-garde
with Amuzons of the Avant-Garde, a show that highlighted the remarkable achievements of a
group of women artists. In 2003, we turned our attention to Kezimir Malevich: Suprematism, the
first exhibition Lo focus exclusively on this defining moment in Malevich’s career.

During our conversation, Mr. Shwydkoi and I discussed the origins of the avant-garde,
as well as the fact that the art produced between the age of the icon and the early twentieth
century—in other words the art of the eighteenth and nineteenth centuries—remained vir-
tually unknown outside Russia. We also noted that the complex history of Soviet art, which
spans nearly fifty years, had not been adequately presented 1o the public, It became clear 1o
us that the best way to redress this situation would be to organize an exhibition that included
the greatest Russian masterworks from the thirteenth century to the present, which encom-
Pass five centuries of icons; portraiture in both painting and sculpture from the eighteenth
through the twentieth centuries; critical realism in the nineteenth century as well as Socialist
Realisim of the Communist era; landscapes through the centuries; pioneering abstraction;
and experimental contemporary art. We also thought this show should account for another
very important aspect of Russian culture, the great imperial and merchant collections of
Western art, which testily simulianeously to the diseriminating taste and daring of Russian
art collectors, the discernible influence of these outstanding colleciions on the development
of Russian art, and the special relationship between Russia and the West. Thus the concept for
RUSSIA! was born,

Hard work lay ahcad of us, but it became much easicr omee we assembled a remarkable

team of Russian and American curators. At the Guggenheim, we turned to Robert Rosenblum,

xviii



U tephe sy ad e S e e e ade enien e e e il
At tant L Lo s cndetcdong Ton dandin e frend L eenine Petiona, Do Dt
atrd Chiet Curator ol the State Russian Muscuny, Pavel Khoroshilos, Deprty Head,
Department of Mass Conununication, Colture, and Educion of the Government of the
Russian lederation; and Zelfira Tregulova, Deputy Dirvector lor Exhibitions and Inernational
Fxchange, Moscow Krenlin State Muscun-Preserve of History and Cabiure. We also engaged
Lidia Tovleva, First Deputy Dircctor for Scientihc Work at the State Tretyakov Gallery; Anna
Kolupaceva, Head of the Administration for Cultural Heritage, Art Tducation and Science,
Federal Agency for Culture and Cinematography of the Russian Federaiion; and Georgii
Vilinbakhov, Deputy Director, the State Hermitage Museum. Together, this group developed
an unprecedented selection of the greatest masterworks in Russian art history.

The curatorial team has secured loans from Russia’s greatest musceums—the State
Russian Museum, the State Tretyakov Gallery, the State Hermitage Museum, and the Moscow
Kremlin State Museum-Preserve of History and Culture—as well as rcgional MUSens,
private collections, and a select number of museuns and private collections outside of
Russia. We are especially grateful to our friends Vladimir Gusev, General Director, State
Russian Museum,; Valentin Rodionov, General Director, The State Tretyakov Gallery; Mikhail
Piotrovsky, Director, State Hermitage Museum,; and Flena Gagarina, General Director, Moscow
Kremlin State Museum-Preserve of History and Culture, for their major collaboration to
this project. We would also like to acknowledge ROSIZO State Museum Exhibition Center,
and in particular Evgenii Ziablov, General Director; Alexander Sysoyenko, First Deputy General
Director; Victoria Zubravskaya, Head of the Exhibition Deparunent; and Olga Nestertseva,
Chief Curator, for their help with the regional loans and logistical support for the show.

A significant number of remarkable artworks have either rarely or never traveled abroad,
notably: icons by the fifteenth-century painter Andrei Rublev and the sixteenth-century
painter Dionysii; icons from the Deesis Tier of the Kirillo-Belozersk Monastery; Ivan
Aivazovsky’s epic seascape The Ninth Wave (1850); Vasily Perov’s introspective portrait of Fedor
Dostoevsky (1872); llya Repin'’s iconic Barge Haulers on theVolga (1870—73); Mikhail Vrubel’s
haunting Symbolist masterpiece Lilacs (1900); Valentin Serov'’s painting of the myth of the
Rape of Europa (1911); and Kazimir Malevich’s Black Square (ca. 1930) from the Hermitage.

The unique architecture of the Guggenheim’s Frank Lloyd Wright building has played
a key role in the conception of the show, which consists of a series of chapters that unfold
chronologically from the bottom to the top of the museun: medieval Russia (the age of the
icon, thirteenth—seventeenth centuries), the eighteenth century (the age of Peter the Great
and Catherine the Great, including both Russian art and imperial collections of Western art),
the nineteenth century (academic art and Romanticisim in the first half of the century and
critical realism in the second half), the carly twentieth century (the collections of Sergei
Shehukin and Ivan Morozov and the historic avant-garde), the 19308 through 1960s (Soviet),
and art [rom 1970 10 the present (post-Soviet). One additional chapter is being presented
concurrently at the Guggenheim Hermitage Musewm in Las Vegas, The Majesty ol the Tsars:

Treasures from the Kremlin Museum, which brings the spectacular world of the tsars of pre-

Petrine Russia to lite through masterful objects of'the sixteenth and seventeenth centuries.
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Russian Orthodox charehes through two ancient Russian <handeliers from the State Russian
Muscuin, and a display wall suggestive of an iconostasis, which separates the congregation

[rom the holy space behind it With the imperial collections, hie transports the viewer into

another time and place—mnamely the Hermitage—through color and fabric.

The complexity of this exhibition presented unusual challenges, and its realization is
the result of the work ol all the deparunents ol the Guggenheim Museum. We would like
to acknowledge in particular Jessica Ludwiy, Director of Planning and Lmplementation,

New York, and Valerie Hillings, whao together have coordinated all aspects ol this project.
Special thanks must go o Nicolas Iljine, Director of Corporate Development Europe and
Middle East, whose tireless and passionate work played a major role in the successful realiza-
tion of this project.

An exhibition of this magnitude would not be possible without the generous support of
our sponsors. Chief among thein is the Vladimir Potanin Charity Fund, Russia. Over the last
three years, I have had the privilege of getting to know Vladimir Potanin as a member of our
board of trustees and the chairman of the Hermitage's board of trustees. He has repeatedly
demonstrated his dedication to culture and, in particular, to the preservation and celebration
of Russian art, as evidenced by his 2002 gift to the State Hermitage Museum of Malevich’s
Black Square, which is included in this exhibition. We are deeply indebted to the Vladimir
Potanin Charity Fund for encouraging our efforts and supporting this endeavor from its ear-
liest stages. In addition to Mr. Potanin, we would like to acknowledge Larisa Zelkova, General
Director; Natalia Samoilenko, Acting Director; and Liudmila Burashova, Head of the Press
Department; as well as Lev Belousov, Director of the Department of International Programs
of the Interros Holding Company.

Our major corporate sponsors, Alcoa and SINTEZNEFTEGAZ have expressed their
deep commitment to promoting an understanding of Russian heritage and culture through
their generous support of this exhibition. In particular, I would like to thank Alain J. P
Belda, Chairman and CEO of Alcoa, for his steadfast enthusiasm for this project. In
addition, both Barbara Jeremiah, Executive Vice President, Corporate Development, and Jake
Siewert, Vice President, Global Communications and Public Strategy, at Alcoa, as well
as Kathleen Buechel, Director of the Alcoa Foundation, have been instrumental in creating
a successful parmership berween Alcoa and the Guggenheim. The assistance provided by
SINTEZNETTEGAZ has proved invaluable to our ability to share this remarkable culture
with our New York audience. We are further indebted to Senator Leonid 1. Lebedev, Federal
Assembly of the Russian Federation, for his inspired commitment to this exhibiton.

The Federal Agency for Culture and Cinematography—espedially Mikhail Shwydkoi, its
Head, and Anna Kolupaeva, Head of the Administration for Cultural Heritage, Art Education
and Science—-dueserves special recognition for its role in making this exhibition possible. The

agency was vitally important in facilitating the Guggenheim'’s relationships with the Russian
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Olulov, Director General, and Tev SoRoshlyaloy, Deputy Divector and Head of the
Conuunications Department, and o Stella Kay, Tlead of the New Are Fonndation, for her
logistical support, We would also Tike 1o thank the individuals of the RUSSTA? Leadership
Comimittee, as well as participating sponsors Lazarve Kaplan international, Thaw Charitable
Trust, and the Trust for Mutual Understanding for providing additional support critical 1o
making this exhibition possible. Finally, we are grateful to our media parter, Thirteen/WNET,
forits help in promoting the exhibition to a broad audience.

We would additionally like 1o acknowledge the support of various representatives of the
government of the Russian Federation, in particular Ambassador Andrei Denisov, Permanent
Representative of the Russian Federation to the United Nations; Consul General Sergei
Garmonin, Consulate General of the Russian Federation in New York:; Ambassador Yuri
Ushalkov, Embassy of the Russian Federation, Washington, D.C.; and Dmitry M. Amunts,
Deputy Minister of Culture and Mass Communications of the Russian Federation. We would
also like o thank our longtime friend, Leonid Bazhanov, Head of the State Contemporary
Art Center, Moscow. We would also like to recognize Alexander Musienko, Counselor,
Permanent Russian Mission to the United Nations; Mikhail Pronin, Vice-Consul, Consulate
General of the Russian Federation; Boris Marchuk, Senior Counselor, Embassy of the Russian
Federation; and Irina Popova, Cultural Attaché, Embassy of the Russian Federation. In the
United States Government, we thank Laurence D. Wohlers, Minister Counselor for Public
Affairs, and James ]. Kenney, Cultural Attaché, United States Embassy, Moscow; Ambassador
John Tefft and Jennifer Sheap, United States Departiment of State; and Rosemary DiCarlo and
Richard Phillips, National Security Council.

Due to the tireless efforts and generosity of so many individuals and organizations,
the Guggenheim is pleased o present this historic exhibition, which reveals the vast and
complex historical phenomenon embodied by the simple word RUSSIA! The spectacular art
in this show demonstrates not only the richness of Russian art and collections, but also
the enduring and significant place it has within the history of world art. And it represents the
culmination of the Guggenheim’s nearly twenty-five-year commitment to celebrating the

artistic achievements of this great nation.

Thomas Krens

Director, Solomon R. Guggenheim Foundution
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a Russia turned toward the West, discovering Western values from enlightenced feaders Jike
Cartherine the Great and Paul 1, a Knight of Malia. And paradoxically, Russians learned of the
ideas of the French Revolution from the officers ol the regiments who conguered Napoleon
and took Paris.

Peter I led young aristocrats from Moscow, which symbolized ties with the East and
its ritualized somnolence, and dragged them to the West, forcing them o test witl their own
blood the living nerve of European history and to add to it their own exciting pages. In
ithe Russian art of the eighteenth and nincteenth centuries, real human subjects that reflected
new ways of life in Europe crowded out the religious symbolisim and the pagan, pre-
Christian symbolism that had always lived in Russian Lolk art. Russian artists of this period
greedily sought to close the gap between world history and national life, exploring “missed”
styles and periods of art history with incredible energy, but they tested everything against
the realities of Russian life.

Beginning in the second half of the eighteenth century, Russian art developed in parallel
with Western European art, passing through the same stages of artistic exploration: from
classicism to realism and from realism to naturalism and symbolism and so on. But because
of the speed with which Russia went through the “missed” styles of the Renaissance, they
unexpectedly reappear in Russian art of the eighteenth and nineteenth centuries in a clearer
way than in the art of Western FEuropean painters. The opposition of East and West, once so
important, took on yet another dimension during the eighteenth and nineteenth centuries as
it manifested itself in Russian society. It was seen in the contrast between the members of
the educated elite who had certain freedoms—the aristocracy and, by the second half of the
nineteenth century, also the bourgeoisie—and the people, oppressed by serfdom, who
seemed almost to live in a different, pre-Petrine time. The adherents of the idea of Russian
uniqueness, known in the nineteenth century as Slavophiles, cultivated this juxtaposition,
stressing the conflict between the “natural” and true national culture with its religious and
ethical concepts, and European culture, which was alien to Russia.

The genius of the great poet Alexander Pushkin, the creator of the new Russian litera-
ture and the Russian language, a great European who had never crossed the borders
of the Russian Empire, was that he did not even suspect that these contradictions existed.
Nonetheless, the idea of a Third Way, of Russia’s special, non-European destiny, is still
attractive to many Russians who repeat the words of Fedor Tyutchev (a Russian poct with

German roots) from his untitled poem of 1866:

Russia is not accessible o reason
and cannot be measured with a yardstick;
Russiu is o sp('cml country

that can only be taken on fuith

MIKHATL SHWYDKOI XNXil
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and the lives of ordinary Russians provided the primary sources ol inspiration for Rissian
literavure, music, and painring during this period. The lite of the simple Russian people
hecame the object of study and veneration lor nineteenth-century Russian patiers. The ordi
nary man, whether peasant or impoverished nobleman, received not only attention and
compassion at this time, but also came to be seen as a kind of bearer of the high moral values
ol asodiety in which eras and socioeconomic systems had become confused. Russia in the
second half of the nincteenth century lived simuliancously with feudalism and capitalisin; the
patriarchal lifestyle and mentality coexisted with aggressive and harsh acquisitiveness, and
European bourgeois individualistic values coexisted with Fastern acceptance of fate and indifl-
crence to the material world. Everything seemed precarious. Russian artists and writers of the
period thus tried desperately 1o find a pillar of support in the moral world of the “fittle man.”

Russian realism wag always more than a mere representation of reality. In the realistic
portrait it is still possible to make out an iconic face and in such genre paintings as Iya
Repin's Burge Haulers on theVolga (1870—73, cat. no. 104), to discern the elements of a biblical
parable. Even in the middle of the nineteenth century, when numerous influential Russian
art critics asserted that realistic representation was the primary criterion of quality in art,
artists were apparently moved not only by fidelity to nature but also by a relentless drive o
access the mystery of the universe. The great realistic novels of the nineteenth century, by
Fedor Dostoevsky, Nikolai Gogol, Ivan Goncharov, Lev Tolstoy, and Ivan Turgenev,in expressing
the uniqueness of Russian national life and at the same time its universality, determined a
most important artistic gene in Russian culture; it was not only realistic but also based on a
profound archetypical symbolism drawn from the depths of the collective and the individual
unconscious. Reverence for the author as teacher reached messianic proportions at this time.
Regardless of their religious and ethical principles and how much they strove to limit them-
selves, the great Russian literary masters were never mere imitators of nature and other
people’s wisdom. Their boldness determined the special energy of an entire artistic milieu,
one that included composers, dramatists, painters, and sculptors.

Russian painters were at the very center of the theatrical revolution initiated by Konstantin
Stanislavsky and Vladimir Nemirovich-Danchenko. While they rejected the stylized forms
of the traditional Russian theater of the nineteenth century in favor of greater realism, these
men, who founded the Moscow Art Theater in 1897, were not interested in a straightforward
imitation of reality; rather, they werce temipted by higher meanings hidden behind the shell
of objects and phenomena and behind the faces of people. Similarly, the Russian novel was
Jeast of all a description of lite and manners—it sought other, more profound revelations.
The style known as “fantastic realism” was in fact introduced 1o literature by nincteentli-century
Russian writers rather than Latin American writers of the twentieth century, as might be
asstned. The prose of Dostoeysky, Gogol, and Tolstoy; the painting of Mikhail Veubel: and the
music of Alexander Glazunov and Alexander Scriabin are unthinkable outside a dialogue with
the spirvitual realm that makes all human experiences ephemeral. For artists of this period,

the mastery of the visible world was merely a step toward comprehension of the invisible one.
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a chaper in the endless book of knowledge. Tewas not until World War 1, however, and
the catasrophic emergence of an entirely unfamiliar new era, that politicians were finally
disabused of their faith in the solid power of neopositivist progress.

At the turn of the twentieth century, the erisis of Renaissance tradition and humanism
resulted in a turn toward pre-Renaissance and even pre-Christian {orms in Russian art.

The sources of Kandinsky's abstract art or of Malevich's Suprematism are properly sought in
icon painting, folk lubok drawings, and sign painting (which is related to the lubok). As if it
were the philosopher’s stone, these artists returned to the material prototypes that might help
Lo restore existence as they had once known it. The Russian avant-garde artists of the first

two decades of the twentieth century did not simply take over the Renaissance painting wradi-
tion, however. They adapted it to their own ends, trying to make overt the secret magic of
numbers and geometric figures that had occupied Giotto and Leonardo, Rublev and Dionysii.

It was not until the eve of the great cataclysms brought about by World War I and the
series of revolutions set off by it, that a new understanding of the world became necessary.
The artists of the Russian avant-garde art did not rush the coming catastrophe, did not capture
it in time, but they did try to overcome it creatively. For the first time, in the years that pre-
ceded the war, during the bloody slaughter of the period of war and revolution from 1914 to
1922, and in the post-revolutionary period, artists tried not only to express the music of
revolution but also to produce work that was revolutionary in itself. Russian literature, theater,
music, painting, and architecture defined the thrust and tragedy, the life-affirming optimism
and the howl of horror before the irreparable step into the abyss of Stalin’s Great Terror.

The revolutionary energy that gave rise to the idea of a utopian land of justice for the
suffering also produced great symbols, metaphors for heaven on earth that were meant
Lo overcome the real pain and blood of the process. Artists took on some of the responsibil-
ity for emerging socialism, creating it onstage and on canvas, in sounds and colors. The
energy of that art infected all of Russia and the entire world. Utopian ideals and the sanctifi-
cation of creativity during this period were designed to overcome the tragic imperfection
of the real Russia, a tormented, bankrupt country. What H. G. Wells referred to as “Russia
in the Shadows” (the dtle of his 1921 book) was illuminated not by real electricity but the
energy of the new revolutionary prophets—in both life and art. Human existence in this
enormous country was expected to adapt to political and artistic theovies. It it did not fit,
“living lile” (as Dostoevsky described it in hiis Notes {rom the Underground of 186.4) was
sacrificed rather than the ideas. Dreams of world revolution engulfed the eternal East-West
opposition. The Utopia dared 1o swallow reality.

I the twenties, many cultural Aigures were enthralled by the sincere desire 1o turn
fairy tale into reality. But during the thirties and forties, the fairy tale turned into Stalin's
bloody reality. [t was only during World War I, which in Russia is thought of as the Great

Patriotic War, that all the mythologics fell away before the need 1o salvage thie people and

MIKHAIT SHWYDKO] XXXV

[ —

















































' [ R AT ST P BT K . 0 ol |

Al cander Pranene Ul bemeglabaln o Coloe e e T won e ookl )

o e e Taleren
P ool TedbeBadtinsore e Fondons Johme lopb i Do oy P e e 0
3 The Ruian Promary Chionscle, trans, and edsimmel Crose and Ol she eho ot Wt ce cCanbndoe, My o 1

Hodiesdl Avadern of Xericns ta 0 ponn
- arion of Kiey, cired in Jamees Billingewon, The Toom and te e Intaprerme Thtory of Ruevon Culiure e Yol
Alfred Knopt, rae6), . 7.

5. begeny Trubeeskoy, Umozreme v bunkabh (Moscose Tipogratia 1D, Syting, 1916,

o Y0 Lotman, Kul'tuig 1vzrys (Moscon s Gnozis, 19923, JANRIEUR

7-Yuri Lotman, Besedy russhoi hulture, Byt i nadinndi tusshogo dvorianstva. svii=Rachalo s ey veka (81 Petershburg: Takussive,
19943, PP o1 =02 S also the Tull dese ription of the centrality of the education of women (particularly at the Smohy
Instivute, perhaps Rastrelli's greatest architectiral achievement) wo aristocratic caltore, and o the imstivation of tie ball,

8. See the discussion of Pavel Florensky s analysis in Victor Bychbos, The Acsthetic Faec ol Being (Crostwood, NV St
Vladimir's Seminary Press, 1997), Pp. vo-ag.

9. The two paintings are discussed in Louman, Besedy, pp. 180=81. Neither the present Jocation ol the patoting ot
Elizabeth T nor the exactname of Karavak is given by Lotman. However, the portrait appears 1o have heen produced by o
Russified Frenchiman, Lucs ig Caravaque, shorty betore his death in 17525 he was reputed o bea particularly accurate
portraitist. See N subko, “Frantsusskic khudozhniki v Rossii v X1y, Btoricheskii Vestnih 4 (1882) and the same authors
article "Dopolnitet nye svedeniia o zhivopistse Tudovike K., istoricheshii Vestnik (1882, pp- 5. 6L Additonal material can
be found in L. Gollerbakh, Portretnaie shivopis v Rossii XVIIL veh (Moscow and Petrograd: Gosudarstvennoe izdatel'stvo, 19231,
P78 PP- 25—31.

10. Cited in Totman, Besedy, p. 181,

11 Kramskoy was a skilled portraitise, but his uncompleted and rarely exhibited Khokhot (now in the State Russian
Museum) preoceupied him from 1872, when he completed his painting Chist in the Desert and concluded that the figure
was "not Christ ... T is the expression of my own personal thoughts.” He traveled (o Pompeii in 1876 1o make sketches
and worked on the large canvas intermivently until his dealls in 1887, Sce Frida Roginskaia, Tovarishehestvo peredvizhoykh khu-
dozhestvennykh vystuvok, (Moscow: Iskusstvo, 1989), pp. 68 I,

12, Ge's What Is Truth? is now housed in the State Tretyakov Gallery, while hoth the Surikoy paintings are in the State
Russian Musetun.

13. The painting is in the State Russian Museum.

14. This church, decorated by a variety of painters, was a laboriously constructed monument o the victory over
Napoleon. Blown up by Stalin in 1931, it has been reconstructed in post-Soviet Moscow,

15. The Haulers is in the State Russian Museum: the porirait of Mussorgsky is in the Tretyakov.

16. Tvan the Terribic and His Son on November 16, 1581, now in the Tretyakov.

17. James Billington, Fire in the Minds of Men: Origins ol the Revolutionury fuith. (New York: Basic Books, 1980), pp. 405—00.

18. Lenin's older brother, Alexander (Sasha), was a student organizer of the “Terrorist Faction of the People's Will,”
which he founded in the Volga region in 1886 afier a St. Petersburyg group secking to keep the revolutionary movement
alive was rounded up in 1884 Sasha was captured and executed in 1887, Thid., pp. 409—12.

19. The painting is in the Tretyakov.

20. Kandinsky's fascination with St. George lasted from 1911 to 1921 His comception of white as the color of tran-
scendence (see Armin Zweite, The Blue Rider in the Lenbachhaus Muaich |Munich: Prestel-verlag, 1989]) is similar o that of
icon painters. Kandinsky moved rapidly from painting on glass to complete abstraction on canvas in the period before
World War [; the St. George theme is visible in the major abstract canvas in the Guggenheim collection Bild mit weissem Rand
of 1912 In 1917 he returned o a more figurative form of St. George in a painting made in oil on cardboard o support the
Russian war effort with a more recognizable image of St. George. See Vivian Barnett ot al., Vasily Kandinsky. Rétrospective. Bxl.
cat. Fondation Maeght. (St. Paul, France, 2001 ).

21 Vasily Kandinsky, Concerning the Spiritval in Art (New York: George Wittenborn, Inc., 1947), P24

22.1bid., p. 74.

23. See Andrei Nakov, L'avant-yarde russe, (Paris: Fernand Hazan, 1984), PP 6=39; 54—56, [or a concise discussion of the
centrality of Malevich to the artistic developments of the period, Malevich derived the werm “suprematism” from his native
Polish. In 1919 he called for “an economic council (of the Afth dimension) o liquidate all the arts of the old world.” The
conclusion ol Malevich's “Resolution "A" in Art,” trans. by John Bowlt in Stephanie Barron and Maurice Tuchman, The Avant
Gurde in Russiv 1810—1930 (los Angeles: Los Angeles County Muaseum of'Art, 1980), P zo1.

24.This subject is analyzed in Viadimir Markoy, The Longer Poems of Velimir Khlehnikov (Berkeley and Tos Angeles:
University of California Press, 1962)

26, Concerning the Spiritual, pp. 76—77.

6. Alexandra Shacskikh, Kazimin Malevich (Moscow: Slove, 1996, D 3.

27, Vladimir Weidle, Russia; Absent and Present (London: Hollie & Carter, 19420, 8o, uses the term Minteeripied
renewal”™ o deseribe the Silver Age isell, since it cane after along period in which most literatuee and art was requared o
bestricly realistic and wovarry asocial message The e seems even more applicable w the post Soviet period, swhicl as

expericnoed a conscious renewal of the ferment of the Silver Ages See Billmygton, Ruwie in Search, pp.oy 4 57















Bivcenth contmy Jid noa have the b mdbience on e e o b Poorg
e d b cecn b Lo weone Do toe o e thes il g o [EEER R T
et e than feed Becn e aabhshied s ainenen B cdan e had podivical e
penddence and autonomons hurd e,

The artistic valu uli(ull’l) Pussian tcons hes i ther coloring, lines, and carelul compo
sition. Their aesthetic cohesiveness and beauty ace enhaneed by their metaphysical profundity.
E N Trubetshoy, a well-known schofar of the philosophy underlying Russian icons, has
described the art of the icon as “philosophy in Colors.” The colors were seldom mised. Most
often, icon painters preferred pure, vivid pigments. As the work was finished, the basic
colors could be highlighted in white in order to emphasize volume, or the convex forms of
the body, or specific architectural elements. But volumetric, stereoscopic technique, which
was a]rcady used in Giotto's works, was absolutely alien to Russian icon painters. They pre-
ferred the “fattening” of the figures and abjects on a two-dimensional plane, which, after the
oulines were filled in with colors, created an artistic effect worthy of ancient Greek vase
painting: maximum artistic expression achieved by minimal artistic means. The many depic-
tions of St. George on horseback or the conpositions on the theme of the Miracle of the
Archangel Michael and SS. Florus and Laurus are good examples of icons of this kind. In both
cases, the icons feature black-and-white horses, as well as brightly colored cloaks on the
saints; these vivid patches of color define the joyous, major-key “sound” of the icons,

The favorite color of ancient Russian painters was cinnabar, a red pigment present in
almost every old icon. Fiery patches of cinnabar stand out even in those icons in which
the artist otherwise used more somber coloring. The icons dating from the fifteenth and six-
teenth centuries from the ancient city of Pskov are wonderful examples of this; in them,
the dark green, almost black color is literally pierced and illuminated by bright patches of
cinnabar, which create dramatic contrast. White, also loved by ancient Russian painters,
provides a stark contrast to the cinnabar as well, At the end of the fifteenth century, when the
workshop of the great Dionysii was active in Moscow, white ofien dominated icons and
murals. Mixing it with small amounts of cinnabar or ocher, Dionysii and the artists of his
circle achieved softly nuanced tones in their works, the very existence and perception of
which can be likened to a form of lyrical poetry.

The idea of a relationship between a specific color and a specific subject was evidently
alien to Russian icon painters. Tragic depictions of the Crucifixion and the Pieta, as well as
scenes of the martyrdom of the saints, are often presented in remarkably light and even
bright colors. The Crucifixion from the Paulo-Obnorskii Monastery (plate 18), painted in
1500 and attributed to Dionysil, is, beyond doubt, one of the most festive Russian icons: it
seems as if the entire rich palette of the ancient Russian icon painter were uscd in this work—
from pure white to black—while the color scheme of the painting, in which white, yellow,
red, and rose tones predontinate, was nonetheless preserved. There is similar artistry in the
icons from Kargopol, which are now housed in three different musewms: the Kiev Musemmn of
Russian Art, the State Tretyakov Gallery, and the Sergley Posad Museam-Preserve. The resound-
ingly red color ofthe clothing of Mary Magdalene, with Ter hands dramatically raised 10

heaven, is etched in die memory of anyone who has ever scen this extraordinary icon.
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monasteries, such as those of Valaam and the Solovetshii, of St Cyril ol Belozersk, of st
Ferapont, of the Savior of Prilutsk, of Alexander ol Svirsk, of Kornily o komelsk, and of
St. Paul of Obnora, as well for such centers of the Old Believers” [aith as the Danilov shits
(monasteries of the Old Believers) on the Vyga and Leksa in the Olonetsk provinee, Almost
all monasteries founded by the clergy from Novgorod or Moscow maintained close rela-
tonships with the big cites and were filled with works of art from the capital. However, it
was the icon painters of the Russian North who were responsible for the numerous sur-
viving works executed in the so-called “Northern Manners.” The Northern Manners are
characterized by the ingenuousness ol a project and its realization but are often touching
in their sincerity. They compliment the icon painting of the large cities with the powerful
and fresh creativity of the local people.

Relatively few names of the icon painters of ancient Rus ave known to us. The twelfth
century is represented by the legendary Alimpii and the aforementioned Olisci; the thir-
teenth century by Alexa Petrov; the fourteenth by Theophanes the Greek; and the fifteenth
by Rublev and Dionysii, although the latter also worked into the first decade of the six-
teenth century. We know dozens of the names of seventeenth-century icon painters, most
important among them Prokopii Chirin, Simon Ushakov, and Cyril Ulanov. However,
the vast majority of Russian icons, both early and later, were created by anonymous artists,
who labored humbly at their task. This makes it even more remarkable that the works in
question are often true artistic masterpieces that are now part of the permanent exhibits of
many museum collections.

Ancient Rus was a land of agriculture, craftsmanship, and wrade. Regardless of the
provenance of an individual icon, it is often possible to determine the specific reasons for
its commission and realization. SS. Modestus and Blaise were protectors of herds, and
all peasants thought it was necessary to have their images in their homes. St. Nikolai the
Miracle-Worker protected seafarers and travelers, and also helped carpenters. His multiiple
functions as a saint caused the creation of a huge number of churches and icons of St.
Nikolai. The Prophet Elijah was also among the most popular saints: he ruled over thunder
and lightening and provided rain, on which the harvest depended in the years of drought.
St. George protected the knights, breeders of horses, and agricultural workers and was
thus frequently depicted by early Russian icon painters. St. Paraskeva Piawitsa was a helper
in trade: she was an important “presence’” in city squares during the bazaars and at village
fairs. St. Barbara, a virtuous virgin, was a patroness of maidens and women, and was
venerated by them alongside the most important saints of the Christian pantheon. Much
later, in the eiglhteenth and nincteenth centuries, cunning icon painters and icon traders
started to auribute diflerent powers o otlier saints. John the Baptist was attributed with
the power to cure beadaches. St Antip was said to cure toothaches. S8, Gurii, Samon, and

Aviv protected the well-being of the family; St Niphont helped against evil spirits. People
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people aitributed o victually all sains varions qualives diac helped i diflerent aspects of
their daily Tives, The angels and sadnis cotcred everyeay Tde notas abstract forces but as eal
protectors and hielpers in both the military and peacetul exploits of the Russian people.

The miracle-working icons were especially venerated, and they were ofien widely
known: the Virgin of Vladimir, the Virgin of Kazan, Troeruchitse (“the three-handed™), the Iverskaya
Virgin, the Virgin of Tikhvin, the Virgin Hodegetria of Smolensk, and other carly icons, mostly of
the Virgin, The national significance of these icons and the stories of the miracles atributed
to> them inspired the many literary works dedicated 1o them. As a rule, these stories were
written during the sixteenth through ciglieenth centuries; some, however, also date to the
fiftcenth century. Among those that were preserved and enjoyed great popularity are
the Tales of the Tcons of the Virgin of Viedimir, as well as Tales of the Virgin of Tikhvin, of the Iverskaya
Virgin, of the Virgin of Abalatsk, of the Virgin of Orant, of the Virgin of Tolga, of the Fedorovskaya, and
of the Wonders of the Virgin of Vladimir. The guides to iconography, the podlinniks (originals),
also have certain literary qualities. One of the best known is the Icon-Painting Podlinnik
of Siisk of the seventeenth century, created in the Monastery of St. Anthony of Siisk in the
Russian North.

In contemporary Russia, the early icons tend to have a dual role: some of them have
long since acquired the status of museum-quality valuables; others serve as cult objects in
the functoning churches. Despite the persecution its proponents endured after 1917,
Russian Orthodoxy has recently become an active force again. The new life of the church has
also introduced a certain confusion into the established distribution of certain icons into
museum collections: the Virgin of Vledimir and Rublev’s Trinity have been placed in a function-
ing church, and the miraculous Novgorodian Virgin of the Sign has been moved to the
Cathedral of St. Sofia. However, thousands of other icons of the eleventh through seventeenth
centuries are now concentrated in state museums, private collections, and church treasuries.
These artistic treasures are still only superficially described in the scholarly literature; many
collections have no scholarly catalogues, and there are no monographs about the earliest
Russian-Byzantine icons. Only temporary exhibitions, such as the present one at the
Guggenheim, provide an opportunity to learn about and appreciate the vital imperatives of
the Russian people and their art.

We should also be aware that many of the icons on display in such exhibitions were
intended Lo be viewed as part of a church’s interior, one that would also have been painted
with frescoes and decorated with mosaics. Rublev painted the monumental iconostasis
for the Cathedral of the Dormition in Vladimir at the same time as he painted the frescoes
in 1308. Dionysii and his workshop also painted both the frescoes and e iconostasis of the
Cathedral in the Monastery of St Ferapont at the same tinie (1490—1502). The stylistic
integrity of casel painting and ot monumental painting allowed the two forms 1o comple-
ment each other. When the icons ol the iconostasis were removed from the cathedral, the
beauty of the St. Ferapont {rescoes was diminished; the Ferapont icons, dispersed among

several museums also lost much ol their presence without the frescoes that used to surround

GEROLD VZDORNOV 29




hevn The e ed e oo cne e Faovcbondo o il pechape g i gy
carly Pansianc b b,

Historically thedcon has hecn studied pre donnnantly by Russian scholars, who were i
arally especially tamiliar witly their subjer . With fes esceptions, such as T Schweeinbn
in1yzo, K. Onash in 1968, and W. Teliceti-Lichentels in 1972, Western Luropean and American
scholars remained methodologically unprepared 1o consider the icon seriously within the
broader context of the history of painting. Only in the last twenty years, due to exhibidons in
both Europe and America, has the Russian icon linally emerged [rom a narr wly defined
national framework to become appreciated as an object of medieval artistic culture.

The Russian icon is of scholarly interest on several levels: it is an object of church life,
an example of Byzantine artistic heritage, an archacological object, an illustration of the
scriptures, and a realization of’ philosophical and theological concepts. It is also a beantiful
acsthetic creation, quite understandably described as embodying “philosophy” and “thel-
ogy” “in colors” by two past scholars. These words incorporate the primary qualities of
all Russian icons: the profundity of the spiritual world and the artistry of the material onc.

Trunstated from the Russian by Julia Trubikhina.
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The state of cimnotional uplift or conceniraton swas developed i e works of Kiprenshy
(Portrait of Ekarering Avduling, 15 » 23, plate /4 Portrait of Count Alexander Golitsyn, ca. 1814,
plate 77y and of his younger contemporary, Briullov. The cssential difference is that the hril-
liant maestro Briulloy, particularly in formal works, places the accent on theatrical effects
rather than on the inner world of s subjects.

As with Kiprensky, Briullov’s hest portraits are like novellas, They are more than simply
full-length representations or busts. A countess is shown leaving a ball swiltly and unex-
pectedly, sisters are seen descending steps outside (heir house, the poet Alexei Tolstoy pre-
pares for the hunt (Portrair of Countess Yulia Sumoilova Leaving the Ball with Her Adopted Daughter
Amazilia Paccini, before 1842; Portrait of Sisters Shishmarev, 1839; Portrait Alexei Tolstoy in Hijs
Youth, 1836, plate 89; all in the State Russian Museum). These plot motifs add drama o

the portraits, in some manner replacing a profound exploration of character. In this respect

they represent one of the facets of Romanticism, as brillianty interpreted by the artist. Karl Briulloy, Portrait of Sisters

Briullov's The Last Day of Pompeii (1833) is one of the most famous history paintings Shishmarev, 1839. Oil on canvas,
of a Russian artist, a Romantic embodiment of tragedy. The theme of life on the edge 281 ¥ 213 em. State Russian
was very popular at the time, not only among artists but also among poets and writers Museum, St. Petershurg

(Mikhail Lermontov, Pushkin). In that sense, the figurative arts in Russia in the first half of
the nineteenth century fit right into the fertile culture of the period. The first thirty years
of the nineteenth century are called the “Pushkin era.” It was the classic era in Russian
literature, which not only produced Pushkin but also Fedor Dostoevsky, Nikolai Gogol, and
Lermontov. Russian figurative art reached its maturity during this time. The artists who
opened the nineteenth century were Lhe third generation of Russians brought up by the
Russian school of art, the St Petersburg academy. They were the direct heirs of a growing
tradition; they achieved artistic skills of a Western Furopean standard and were capable of
astonishing Furope with their art. The scandalous mistake of Ttalian connoisseurs was to
claim that a Russian artist could not have painted works like those Kiprensky showed in
1831—33 in Naples and Rome, works that were an unexpected and vivid proof of the
equality of Russian art.

The high regard in which drawings and watercolors by Russian artists were held by
Italians, French, and Germans is further evidence of their quality. The incredible popularity
in Western Europe of the work of Briullov at last persuaded everyone that Russian art had
earned its place in the sui1. The Last Day of Pompeii was exhibited in 1834 in Milan with
resounding success before it was shown in st. Petersburg.

Back in Russia, realistic tendencies were ripening as early as the 18205, The Russian
War of 1812 against Napoleon and the decisive role in i played by ordinary people, particy-
larly the peasanury, heightened the interest of artises na previously unpopular theme,

The Academy of Avts, which had satistied the demands of society’s upper classes, was
unable to handle the new interest in peasant themes. Alexci Venetsianoy, wio worked in a

land-assessment office and was an amateur painter who took an aceelerated course at the
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senl i most cases were not e most onestanding examples by these artises ol Bov b noted dat s partn ular deap
pointment was the Soviet” refusal tosend any paintings Iy Orest Kiprenshy. see Bowlt, “Russian Paintins st MetsAn
Tnsidle Took ar Museum Diplomaey,” Arcin America (May=hue 197,70, pp. s 2o Aler dhe Met the shos raveled o de
Fine Arts Museum ol San Franciseo (August (—=Octohuer o)

e, John Bowlt, “Sovier Surprise: Ritseh at the Mot Arcm America (Movetnber=Tecember vz 70, ppereo 2

n7 dbid, porze.

68, Diana Lovrcher, “Soviet Art Show fars Ness Yorl

shibitar Met Shy of Dissidents, Joews,™ Christan Saence Monitor,

April 14, 1977.

6g. In fact this show came o the Met in spring of 19749,

70. John Bowly, “Russian Painting at e Met: An Tnside Took ai Museamn Diplomacy,” Arem America, (May—June
1770 DD 7579

7. The first of these eahibitions took place i1, with Scythian Gold at the Metand one hundred masterpices
from tie Met going o the USSR, The second {December 1976=August 1977) was o show of Russian costumes at the Met
and of Pre-Columbian gold from the Met (November 1976=March 1a77). 1o exchange for Russian and Soviet Painting, the
Met was Lo send an exhibition of American realist painting at the end of 1977

72. Bowly, "Russian Painting at the Met,” p. 77.

73. Thomas Halper, “Soviets Use Met for propaganda,” New York NewsWarld, June 16, 1977 and Ruth Berenson,
“Quid Pro Quo,” National Review, June 10, 1977, pp. 68081,

74. Hilton Kramer, “Détente Yields a Dismal Show,” New York Times, April

L w77.p.Dag.

75. 1bid.

76. John Bowlt, “Defending Détente Art,” New York Times, June 19, 1977, Art Mailbag, p. 30.

77. Bowly, “Soviet Surprise: Kitsch at the Met,” p. 121,

78. Juhn Bowlt, "Moscow: The Contemporary Art Scene,” in Norton Dodge and Alison Hilton, New Art from the Soviel
Union, exh. cal, (Washington, D.C.: Acropolis Books Lid., 1977), p. 21.

79. One example of this is Elizabeth Kridl Valkenier's review, “Fullest Show of Soviel Paintings Yet,” Christian Science
Monitor, April 18, 1977, p. 22. While Valkenier did not consider this comparison as derogatory, many other writers did.

8o. Ibid., p. 120.

1. The show ran from April 13 1o 17, and the Met show opened on April t6. The four artists in the exhibition were

Igor Galinin, Ernst Neizvestny, Alexander Richter, and Tlya Shenker.
82. C. Gerald Frascr, “Jews Protest Met Show,” New York Times, April 13, 1977, p. 78.

"Two Sovict Art Shows Bow Here:

83. Loercher,p. 4. Another informative piece on this exhibition is Joyce Purnick’
One “Official, One by Outcasts,” New York PostTimes, April 16, 1977, p. 6.

84. Transcript from WABC's Eyewimess News, /\pri] 12, 1977, 6:45 PM, Radio TV Reports, Inc.

85, John Bowlt, “Art & Politics & Money: The Moscow Scene,” Art in America (March—April 1975), p. 20.
Bulatov, Kabakov, and Komar and

#6. Many Russian contemporary artists, including those already mentioned

Melamid—have enjoyed wide success. As is generally the case, a select number of artists of a given generation tend o risc

to the top of the field and secure a place in the history of art.
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acsthetion, Classic Fossian prose writers tnderstood diac modc of the arts =from Hikolai
Gagol's prophetic The Mysterions Portraic {1840 o Gleb Uspenshy s short story “She
Straightencd TE7 (188¢). These ambitions were most frankly revealed in thie avant garde proj
ects of the 19205 the artists wanted o identify themscelves with revolutionary changes
and dreamed of creating a new reality on at least an equal footing with the new state. In the
most paradoxical way, those ambitions made art vulnerable to appropriation by the state
in the period of totalitarianisnt. The artists of the avant-garde considered themselves demi-
urges. The major artists of the Stalin era, who fully delegated their powers 1o the state, did
not. They felt themselves clay in the hands of the Chief Demiurge, a situation in which there
was modesty that was greater than pride. By the 19505, Sotsrealism was weak and ill: its con-
tent had been exhausted and the sacred element had been lost completely. The state was
banking on the artists” servility and on the observance of the ideological protective rituals.
This suited the majority of craftsmen artists, but not the great artists, even those in the offi-
clal camp—and there were such artists. Thus, the hermetic building of academic art created
by Andrei Mylnikov, Evsei Moiseenko, and Dmitry Zhilinsky in the late Soviet era was a
reaction to the new situation in the state system: a position completely privileged but with-
out a hint of elitisin. To some degree (for all these artists, quite pampered by the regime,
had no intention of giving up their privileges), this was a form of escapism: since you have
assigned us a purely ornamental or ritual role, they seemed to be saying, we are heading
off into aestheticism, to serving the ideal, and so forth. Even the powerful painting of Gelii
Korzhev, which turned the archaic and often simpleminded narrative element into a strong
expressive gesture, seemed overly independent, in its real, not mythologized, democracy.
The impression was that the authorities would have settled for a more routine art practice
that carried no message but showed signs of obedience and of following the rules of the
game. On the whole, in the late Soviet period, a few major artists created, within the con-
fines of Socialist Realism, several other realisms and neorealisms that could easily have been
related to certain Western versions of figurativism. (Today, in fact, the sad narrative parables
of Natalia Nesterova, who was only minimally affected by official art as it died away, are
in demand by the internationale of figurativists.) But the system, though it had lost interest
in the creative and substantive aspects of its art, still did not relinquish its control. That
control depended on isolation, and without Western contexts those various realisms were
reduced to local phenomena.

Strange as it may secm, unofficial nonconiformist art also arose out of frustrated ambi-
tions for power. The creative youth in the late 19508 had many issues with the regime,
not only about “life in art,” that is, questions about social status, distribution of goaods, free-
dom of exhibition and realization of their works, and so on. They demanded answers not
so much about the quotidian aspects of art but about its very existence. (Before World War
II, the poct Boris Pasternak, in a telephone conversation with Stalin, suggested with
marvelous naiveté that they talk about “life and death,” and naturally, the ruler ended the

call.) The regime refused to deal with them directly, outside the official institutions of
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Fababonmd Pivon i o i i - he - cor b e canadit, ol e
Coperrnee el Cihes e e o e oo eller CohLe poinad o
Sitting o the Cnphoard or Ayl fpoy Looking Oncthe Winidos (Kabalon ) or lranmatis ot
sonac”or Magenes™ Clater, Pivosaron ) w b personificd the topographic anid spatial sitoa
don of positioning (Ipor Makarevich's subsequent Triptyeh: Hya s Wardrohe [ Portrait of Hya
Kuhakov] [ 1987, plate 240 subtly thematized that stratewy. ) tnchis carly albums, Kabakov nro
posed the position of absolute nonengagement and independence (for, strictly speaking,
programmatic escapism, the demonserative flight from reality even into metaphysics, siill
presupposces, in the othier slwslidcs)'u[nikj, acertain dependence on that reality). He fulty
admits the existence ul‘realily, including Soviet reality. Moreover, lie accents and cven dociu-
ments the objectivity of its existence (Answers of the Experimentul Group, 1970-71, plate 237),
both in his own consciousness and outside it. This begs the question ol struggling agains
that reality, rejecting it, or pushing it out of one'’s mind. Artists of the modernist type and
gesture, in accordance with e liberal tradition, compared the Soviet state 1o the Leviathan.,
Therefore, one had o fight it. The strategy of postmodern conceptualism was different. Their
freedom was not in struggle bur in the choice of position regarding Soviet material. This
position can be conceptually analytical, or it can be playful. It can be distanced or proximate,
to the point of mimicry (Kabakov's appropriation of the lowest forms of Soviet visual prod-
ucts=—stands, postcards, and so on). There are distinctions by type of position—inside or
outside the “Soviet body.” (This is the basis of the poetics of Eric Bulatov, an artist who con-
ceptualizes perception and works sublly with the comprehension of appcarances: those
received through perception and those inculcated ideologically as pictures. The impulse to
position was taken up by Grisha Bruskin: in his works he sees himself as a collector and sys-
tematizer of the Soviet experience, creating hierarchies and lexicons.) But most impor-
tantly, this position can only be personal, private, authorial. It is chosen by the artist, not
torced upon him. In this strategy of noninvolvement artists saw the highest degree of inner
freedom. And in fact, this strategy proved itself, allowing them (o continue an independent,
universal commentary in the West, operating within different discourses of power.

Let us note: Kabakov and the artists of his circle did not tease the dying Sovie( Leviathan.
In some sense, they had a stake in its existence, as zoologists are interested in the existence of
a rare, vanishing species. The next generation of the Moscow conceptual school did not
avoid the temptation to pull the old beast’s tail. The Sots artists mentioned earlier manipu-
lated Soviet myth and ideology memes: deconstructing them, splitting them, and wurning
them inside out. There was no sacred cow the Sots artists did not take on: Lenin and Stalin,
the Aurora and che mausoleum, state seals and awards, the red Pioncer tie and the honor
boards. Tt looked as if everything was headed, as with Mary, toward a parting with Soviet
history. Moreover, that iconography was then in demand in the West: reduced 1o it simplest
form, the Soviet Union went down easily. (Fspecially in conjunction with the clichés of
American mass culiure: in the 198os almost all the Sous artsts nioved to New York and dili-
gently spliced the Soviet with the Anterican. ) A joke's ajoke, butits not enough o find a
place in the history of contemporary art. A layer decper than playing with myth menes was

the issue of sclecting an artistic language, in its historically determined drama, Kosolapov's
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André Derain
TheWood, 1912, 258

Narcisse Diaz de la Pefia
Landscape with a Pine Tree, 1864, 254

Dionysii

Cracilixion, Moscow, 1500, 46
Dicuysii, Follower of
St John the Divine on Patmos with Scenes rom His Lile

and Travels, late igth—carly 1oth centry, 55

Viadimir Dubossarshy and Alesander Vinogradoy
Y o

Trothd, 1995, 410—11

Thaone Lalm
The Winting Master Portait of the At
Father, 1852, 166

Vastly Tlanoy
An Unforgettuble Meeting, 1o46—77, 338—39

Robert Talk

Iumlsru[u': In the Mountains, 1916, 298

Pavel Fedotov

The Major’s Proposul, 1848, 103

The Major's Proposal, ca. 18¢1, 179

The Newly Decorated Civil Servant (An Official
the Morning alier Receiving His First
Decoration), 1846, 178

Pavel Tilonov

Composition, 1919, 271

The Flight into Egypt (The Relugees), 1918, 300
GermanWar, 1915, 301

Garofalo (Benvenuto Tisi)
The Entombment, 15208, 66

Paul Gauguin
Conversation (Les Parau Purau), 1891, 256

Nikolai Ge

Conscience: Judas, 1891, 222

The Last Supper, 1866, 220

Portrait of the Writer Leo Tolstoy, 1884, 192

Alexander Gerasimov

Joseph Stalin Reports at the Sixteenth Congress of the
VKP(b), 1935, 320

Stalin and Voroshilov in the Kremlin, 1938, 321

Sergei Gerasimov
A Collective Furm Festival, 1937, 343

Anna Golubkina
Old Woman, 1908, 282
Pilyrim, 1903, 282

Natalia Goncharova

Cats (Rayist Percep.{tion| In Rose, Black, and Yellow)
191%, 292

Emptiness, 1913, 270

A Girl ona Beast {from The Harvest series ),
1911, 291

Sell Porvrait with Vellow Lillics, 1907, 278

Fedor Gordeey

Promethews, 1704, 128

Frans tHals

Portruit of u Young Man Holding o Glove, ca. 1050, 61
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Phe Appearan e of Chire e the Praple, e il
ooy

The Appairance of Chre o the People, 1307+ 1og

Figure o a Riving Man; Head ol a Faun; Head of Ol
Man Rising, Stuely for The Appearance of Clirst
to the People, 1833~ 7, 175

Heud of St. John the Buptist, Study tor The Appearance
ol Christ to the People, 18408, 174

Madel of Assunta, in the Pose of Christ, Study for The
Appeatance of Chrisi (o the Peaple, 18405, 174

Nude Boy, Study for The Appearance of Christ to the
People, 1840, 173

Olive Tree, Aricea Valley, Study for The Appearance uf
Christ to the People, 1846, 176

Study for The Appearance of Chris 1o the People,
ca. 1837, 172

Via Appiu, 1845, 105

Water und Stones near Palaccuolla, Study for
The Appearance of Christ to the People,
carly 18508, 177

Viktor Ivanov
In the Café Greco, 1974, 391

Tlya Kabakov

Answers of the Experimental Group, 1970—71, 394

The Man Who Flew into Space (from the Ten
Churacters series), 198188, 412

Vasily Kandinsky
Painting with White Border, May 1913, 294
Sketch for Composition 11, 190910, 295

Igor Kholin
Composition with Clowns, 1974, 357

Orest Kiprensky

Portrait of Alexander Pushkin, 1827, 100

Portrait of A.A. Chelishchev, 1809, 99

Portrait of Colonel Evgraf Davydov, 1809, 138
Portrait of Count Alexander Golitsyn, ca. 1819, 140
Portrait of Daria Khvostova, 1814, 136

Portrait of Ekaterina Avduling, 1822, 137

Gustav Klucis
Long Live Stalin's Generution of Stakhanov Heroes!,
1936, 320

Vitaly Komar and Alexander Melamid

T Saw Stulin Oace When I Was o Child (from the
Nostalgic Socialist Realism series), 1982~83, 381

Lenin Lived, Lenin Lives, Lenin Will Live (from the
Nostalyic Socialist Realism serics), 1981—82, 398

The Origin of Socialist Reulism (from the Nustalgic
Socialist Realism serics), 1982-87. 377

Our Goal Ts Communism! { froan the Sois At series},

1972, 372

Pyour Konchalovsky
Family Portruit, 1911, 287

Sergei Konenkov
The Thinker, after 1905, 228
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Boris korodey

Standing Male Figure, tory, 312

Konstantin Korovin
InWinter, 1844, 209
Portrait of Ivan Morosv, 1907, 262

Gelii Korzhey

An Artist, 19h0—61, 370

Raising the Banner, 1957—60, 384—85

The Traces of War (from the Burnt by the Flame of
War scries), 19r7—60, 387

Alexei Korzukhin
Belore the Conlfession, 1877, 18.4—8¢

Alexander Kosolapov
Mickey and Minnie:Worker and the Farmyirl,
2003~04, 376

Mikhail Kozlovsky
Shepherd with « Hare, 1789, 139

Ivan Kramskoy

Forester, 1874, 201

Portrait of the Painter Ivan Shishkin, 1873, 198
Unknown Woman, 1883, 202—03

Christian Cornelius Krohn
Portroit of Sergei Shchukin, 1915, 253

Nikifor Krylov
Winter Landscape (Russian Winter), 1827, 146

Arkhip Kuindzhj

Alter the Rain, 1879, 210

At Night, 1905—08, 21213

Putches of Moonlight, 1898—1908, 211

Oleg Kulik
Cosmonaut (from the Installation Museum series),
2003, 413

Vasily Kuptsoy
Ant-20 “Maxim Gorky”, 1934, 334

Boris Kustodiev
Shrovetide, 1916, 297

Pavel Kuznetsov
Shearing Sheep, ca. 1912, 276

Alexander Tabas
The Train Is Going, 1929, 329

Alexander Laktionoy
Cuptain Tudin, Hero of the Soviet Union, Visits

the Tank Corps-Kemsomol Members, 1978, 321
Letter liom the Front, 19,7, 346

Lo ot o
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Ty, 558

NMikhail Tarnoao
Soldier (Smoking). 11 01, 280

Spring (heomy the Seasons series), rar2, 270
Villuge Bathers, 1900, 284

Winter {fram the Seasons series), ro12,

236—37 {dctail), 290

Saral Lebudeva
Portrait of Valery Chkalov, 1976, 335

Louis Le Nain
The Milkimaid’s Fumily, ca. 1641, 76

Aristarkh Lentulov
Moscow, 1913, 289
Women and Fruit, 1917, 288

Isaak Levitan

Above Eternal Rest, 1894, 9
Bvening Bells, (892, 216
Spring: High Water, 1897, 219
Twilight: Haystacks, 1899, 218

Dmitry Levitsky

Portrait of Agalia Dmitrievna (Agesha) Levitskaya,
Daughter of the Artist, 1785, 128

Portrait of Alexander Lanskoi, 1782, 126

Portrait of E. I. Nelidova, 1773, 89

Portrait of G. 1. Alymova, 1776, 89

El Lissitzky
Untitled, ca.1919—20, 274

Clande Lorrain (Claude Gellée)
Morning in the Harbor, late 16305,
56—57 (detail), 74

Anton Losenko
Vladimir and Rogneda, 1770, 121
Zeus and Thetis, 1769, 120

Sergei Luchishkin
The Bulloon Flew Away, 1926, 328

Igor Makarevich

Triptych: Ilya’s Wardrobe (Portrait of Ilya Kehakov),
1987, 406

Triptych: Portrait of Eric Bulatov, 1988, 407

Triptych: Portrait of Ivan Chuikov, 1981, 404

Viadimir Makovsky

Convicl, 1879, 188

On the Bovlevard, 1886—87, 190
AParty, 1874,—7, 189

Kazimir Malevich

Black Squure, ca. 1930, 303

Complex Premonition (Torso in o Yellow Shiri),
L1932, 311

Female Figure, 1928— 29, 312
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Rl Cavalry, e 01y

SUpremdts. e, 304

Viadislay Mamyshiey Monvoe
The Weal Couple, 200, 381

Henri Charles Manguin
Morning at Cavalicre, 1906, 261

Albert Marquet

Place de la Trinite in Paris, ca. 1911, 260

llya Mashkov
Still Life: Fruit on a Dish, 1910, 286

Henri Matisse

Girl with Tulips, 1910, 264
Sergei Shehukin, 1912, 240
Vase of Irises, 1912, 265

Alexander Matveev
Seated Woman, 1911, 283

Vasily Maximov
All in the Pust, 1889, 191

Johann Mayr
View of the Admiralty from the Vusilyevsky Islund
Embunkment, between 1796 and 1803, 130

Pyotr Miturich
Portrait of Arthur Lourié, 1915, 299

Andrei Monastyrsky
Cannon/Gun, 1975, 39§

Claude Monet

Bed of Crysunthemums, 1897, 170

Poppy Ficld, late 1880s, 255

Stack of Wheat (Snow Effect, Overcast Day),
1890—9i, 167

Vera Mukhina
The Flame of Revolution, 1922273, 325

Portrit of Colonel Bari Yusupov, 1942, 386

Bartolomé Esteban Murillo

The Esquilache Immaculate Conception, 1645-55, 73

Ernst Neizvestny
Tree of Life, 1968-76, 356

Mikhail Nesterov
Portruit of the Artist’s Duughter, 1906, 279
Tuking of the Veil, 1898, 231

Natalia Nesterova
Metro “Revolution Square”, 198%, 403

Tvan Nikitin
Portruit of @ Field Hetman, 17208, 111
Portrait of Tsurevng Natalia Alexeevnd, 1715—16, 110

Joopleiiollebon

el Jome b W

Tinue Movikos

Airport, gz, 408

Boris Orloy

Imperiul Totem, 1980, 400

Jacques-Augustin Pajou
Princess of Hesse-Homburg belore the Altar ol
[mmortality, 1749, 8o

Nikita Pavlovets
King of Kings or The Queen Enthroned, 1676, 54

Vasily Perov

The Last Tavern by the City Gaie, 1868, 187

A Meal, 1865—76, 183

Portrait of the Writer Fedar Dostoevsky, 1372, 193
Service lor the Dead, 1865, 182

Kuzma Petrov-Vodkin
Herring, 1918, 314
Morning, 1917, 313
On the Shore, 1908, 285

Pablo Picasso
Table in a Café (Bottle of Pernod), 1912, 263
Woman with a Fan, 1907—08, 262

Yuri Pimenov
New Moscow, 1937, 341

Arkady Plastov
Reaping, 1945, 347

Vasily Polenov

Dreams (On Top of a Mountain) (from the Lile of
Christ series), 1890—19008, 223

The Moscow Courtyard, 1902, 217

Jackson Pollock
Cathedral, 1947, 354

Viktor Popkov

Builders of the Bratsk Hydroelectric Power Station,
196061, xxviii—xxix (detail}), 389

Futher’s Overcoat, 1970—72, 392

Liubov Popova
Painterly Architectonics, 1916, 302

Oscar Rabin
Pussport, 1964, 393

Raphacl
The Holy Family ( The Madonna with Beardless
Joseph), 1505—06, 61

Bartolomeo Carlo Rastrelly
Portrait of Peter 1, 1723, 113
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CGuida B

Repentanee of St Peier, casi6gs 72

Tya Repin

Barge aulers on the Volga, 1870-77, 186
Ivun the Terrible and His Son Tvan, 1886, 11
Portrait of the Composer Modest Mussorgshy, (881, 10
Portrait of Nadya Repina, 1881, 205

Portrait of Pavel Teetyahoy, Founder of the Tretyakoy

Gallery, 1883, 194

Vsevolod Mikhailovich Garshin (1864—1888), 1884, 195
Zupom/hmns, 1880—91, 9

Alexander Rodchenko

Pine Trees in Pushkin Parks, 1927, 369

Triptych: Pure Red Color, Pure Yellow Color, Pure Blue
Color, 1921, 306—07

White Circle, 1918, 308

Mikhail Roginsky
Bulffet, 1981-82, 402

Fedor Rokotov
Portrait of Catherine 11, 1763, 118
Portrait of Praskovia Lanskaya, early 17908, 127

Olga Rozanova
Non-Objective Composition (Suprematism),
ca. 1916, 310

Peter Paul Rubens
The Arch of Ferdinand, 1634, 71
Heud of a Franciscan Monk, 1615—17, 70

Andret Rublev
Trinity, 14208, 3

Andrei Rublev and Daniil Chernyi
Ascension, 1408, 38

Andrei Ryabushkin
A Merchant Fumily in the Seventeenth Century,
1896, 230

Serafima Ryangina
Higher and Higher, 1934, 340

Tair Salakhov
Portrait of the Composer Kara Kuraev, 1960, 388

Alexander Samokhvalov
After the Cross, 193435, 323

Valentin Serov
Portrat of the Artist Konstantin Korovin, 1891, 208
The Rupe ol Luropa, 1911, 277

[van Shadr
Cobblestone—Weupon of the Proletariat, 1927, 326
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Terraee on the Sea Coart, 18w, it8 49

Theodosil She hedrin
Mursyas, 1770, 124
Sleeping Lndymion, 1779, 124

Mikhail Shibanoy
Peasant Tunch, 1774, 122—23
Portrait of Catherine I in o Travel Dress, 178/, 129

[van Shishkin
The Ouks of Mordvinovo, 1891, 200
Rye, 1878, 199

Eduard Shieinberg
Composition, 1987, 379

David Shterenberg
Still Life with Cherries, 1919, 315

Fedat Shubin
Portrait of Cutherine 11, 1783, 127
Portrait of Prince Platon Zubov, 1795, 119

Leonid Sokov

The Meeting of Two Sculptors, 1986, 401

Grigorii Soroka
Fishermen, second half of 18405, 147

Vladimir Stenberg
Spiral, 1920, 309

Stenberg Brothers
The Man with « Movie Camerg, 1929, 368

Vasily Surikov
Boyarina Morozove, 1887, 10
Cupturc ol u Snow Forlress, 1891, 206—07

Henry Ossawa Tanner
The Annunciation, 1898, 169

Vladimir Tadlin

Counter-Reliel (Material Selection), 1916, 305
Model, 1913, 272

Monument to the Third International, 1919—20, 273

Titian (Tiziano Vecellio)
St Schastian, ca. 1570, 63

Vasily Tropinin

Gold Embroideress, 1826, 142

Purtrait ol Arseny Tropinin, ca. 1818, 143

Portrait of Pavel Mikhailovich Visiliev, 18305, 1.41

Pavel Trubetskoy

Muria Botkina, 1901, 233

Moscow Cabman, 1898, 232

Portrait of Grand Duke Andrei Viadimirovich,
1910, 233
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P paumont Table, sty 1or B taurant, il 297

Tl i arting

Poitunt of Taaving Muita Matecon, Born Apraliana,
second Wile of Tsar Fedor Aleveevich,
carly 16koy, 109

PortraiC of Yahov Turgenev, second hall aof the

17th century, 108

Unkiown icon artists

Archangel Gabriel, ca. 1497, 43

Archungel Michael, ca. 1497, 43

Assembly ol Our Lody, late 1gth—carly
1gth century, 37

Christ in Glory, ca. 1497, 41

Dormition of the Virgin, t4th century,
16—17 (detail), 39

The Lust Supper, ca. 1497, 44

The Miracle uof the Archangel Michael and $S. Florus
und Laurus, early r6th century, §2

Mather of God Hodegetria, 13605, 26

Muther of God Hodegetria with Selected Saints, 27

The Myrrh-Bearing Women by the Tomb of Christ,
Ca. 1497, 45

Our Lady of Yaroslavl, second half of the
15th century, 36

Ruis‘ing of Lazarus, ca. 1497, 44

Savior Acheropita, last quarter of the
14th century, 40

The Suvior Emmanuel with Archangels, Jate
12th century, 32

Shroud of Christ, 1565, so—51

SS. Boris and Gleb with Scenes from Their Lives,
second half of the 14th century, 34

SS. Sergei and Nicon Redonezhsky, 1569~70, 25

St. John the Baptist, ca. 1497, 42

St. Kirill of Belozersk, 1514, 49

St. Kirill of Belozersk with Scenes from His Life, early
16th century, 48

St. Nicholus of Zaruisk with Scenes from His Life,
second half of the 141h century, 33

St. Sergei Radonezhsky, 1420s, 24

Transtiguration, 1395, 35

The Tsar’s Gates, mid—16th century, §3

The Vitgin, ca. 1497, 42

The Virgin of Vladimir, 1514, 47

Simon Ushakov
The Vernicle, 1677, 86

Authony van Dyck

The Appearance of Chirist (o His Disviples,
1626=26, 67

Sell Portrait, 1632 23, 69

Rembrandt Harmenss, van Rijn

David und Jonathan, 1642, 59

Fedor Vasilicy
Wet Meadow, 182, 196—97

Vikior Vasnetsoy

Knight at the Crossronds, 1878, 229
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Cgunyol Ju o oo, 399

Aeservenceaann
O the Horvest: Summea, mid 15200 L 145

Reaper, 18208, 144

Vasily Vereschagin

Deteated: Service for the Dead, 1878 74,
15466 (detail), 214

Mortally Wounded, 1877, 216

lvan Vishnyakon
Portrait of Surah Fleonory Feivmore, ca. 1749, 116
Portrait of Wilhelm George Fairmore, second halt’

ol 17508, 117

Maurice de Viaminck
Smell Town on the Seine, Ca. 1909, 259

Maxin: Vorobicy

Neva Embankment near the Academy of Arts: View of
the Wharf with Egyptian Sphinxes in the
Duytime, 1835, 150

Mikhail Vrubel

Egyptian Woman, 1891, 226

Lilacs, 1900, 234

Mizgir, 1898, 227

Portrait of N. 1. Zabelu-Vrubel, the Artist's Wile,
in u Summer “Empire” Dress, 1898, 225

Portrait of Suyva Mumontov, 1897, 224

Seu King, 1897—1900, 226

Jean-Antoine Watleau
An Embarrassing Proposal, 1715—16, 78

Philips Wouwerman
The Horsing Munege in the Open Air,
mid-17th century, 79

Tatiana Yablonskaya
Bread, 1949, 319

Vladimir Yakovley
White Flower, 1974, 378

Vladimir Yankilevsky
Triptych No. r4. Sell' Portrait (Memory of the Artist’s
Tather), 1987, 405

Nikolai Yaroshenko
Female Student, 1880, 204

Vadim Zakharov
The History ol Russiui Ait—tfrom the Avant Garde 1o
the Moscow School ol Coneeptual Art, oo,

$14-15

Dmiuy Zhilinsky
Gymnasts of the USSR, 1965, 390

Francisco de Zurbaran

St Lawrence, 1636, 64
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