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Heresies is an idea-oriented journal devoted to the
examination of art and politics from a feminist
perspective. We believe that what is commonly called art
can have a political impact and that in the making of art
and all cultural artifacts our identities as women play
a distinct role. We hope that Heresies continues to
stimulate dialogue around radical political and aesthetic
theory as well as to generate new creative energies
among women. It is a place where diversity can be
articulated. We are committed to broadening the
definition and function of art.

Heresies is published by a collective of feminists, some
of whom are also socialists, marxists, lesbian feminists,
or anarchists; our fields incluaé painting, sculpture,
writing, curating, literature, anthropology, political
science, psychology, art history, printmaking,
photography, illustration, and artists’ books. While the
themes of the individual issues are determined by the
collective, each issue has a different volunteer editorial
staff composed of members of the mother collective and
other women interested in that theme. Heresies provides
experience for women who work editorially, in design, and
in production. Heresies tries to be accountable to and in
touch with the international feminist community.

As women, we are aware that historically the connections
between our lives, our arts, and our ideas have been
suppressed. Once these connections are clarified, they
can function as a means to dissolve the alienation
between artist and audience and to understand the
relationship between art and politics, work and workers.
As a step toward the demuystification of art, we reject the
standard relationship of criticism to art within the present
system, which has often become the relationship of
advertiser to product. We will not advertise a new set of
genius-products just because they are made by women.
We are not committed to any particular style or aesthetic
nor to the competitive mentality that pervades the art
world. Our view of feminism is one of process and
change, and we feel that through this dialogue we can

foster a change in the meaning of art.
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Heresies publishes feminist fiction,
nonfiction, political/culturat commentary,
poetry, experimental writing, page art, an
every kind of visual art. Each issue has
specific thematic orientation; please indj
on your envelope which theme(s) your wo
addresses. Manuscripts should be typed
double-spaced. Visual material should be
submitted in the form of a xerox, photogr,
or slide with artist’s name, title, medium
size, and date noted; however, Heresi
must have a b&w photograph or equival 3]
publish the work, if accepted. We will not
responsible for original art. All material mi
be accompanied by an SASE if you wis|
be returned. We do not publish review:
monographs on contemporary women. W
cannot guarantee acceptance of subm
material. Heresies pays a small fee fo
published work.
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“Reading Heresies is more fun than a
barrel of monkeys . . . thought-provoking
and enlightening . . . . A splendid journal;
try it, you'll love it!"

Women Library Workers Journal

“The masthead reads like a Who’s Who of

feminist artists, critics, writers, performers,

art historians, etc. But Heresies is much

- more than the sum of its parts. When you

: kopen the well-produced magazine you are
confronted by a kaleidoscopic assemblage

- of literature, art, interviews, reportage,
“theory, and history that works to broaden

: the definition and function of art.”

Utne Reader

“Heresies is a refined and powerful
publication — intellectually, graphically,
philosophically, and creatively . . .
thought-provoking substance and beauty. . .

Magazine For Libraries

“This is the kind of magazine you can read

in any order. The plentiful, playful graphics

= tumble you into a world of stories, ideas,
paintings, theories, tirades, photographs, and
collages on a special theme. Although the
Heresies Collective takes on serious feminist
subjects . . . they avoid being didactic by
publishing lots of different voices, usually first
-person. . .. That makes Heresies one of the
liveliest ferninist publications out there.”

Whole Earth Review

Please start with issueno. .

to Heresies
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Limited-Quantity Back Issues

(prices subject to increase without notice)

O 1. The First Issue (Jan. 1977) $15 O 6. 0n Women and Violence $15
O 3. Lesbian Art & Artists {photocopy) $15 O 8. Third World Women $15
O 5. The Great Goddess (reprint) $35
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O 1like what you Heretics are doing. Included is a tax-deductible contribution of $

Dear Heretics, Feminism is not dead or post-anything. Please enter
my subscription for the term indicated and/or send any back or current

issues I've checked to the following address:

Name

18/19. Mothers, Mags...plus Satire

4. 12 Years (anniversary issue)

Street Address/P.0. Box

City/State/Zip

Make checks payable to HERESIES. Payment must accompany order. All checks must be
drawn on a U.S. bank. Outside U.S., add $6 per four issues for postage.
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A FEMINIST PUBLICATION ON ART AND POLITICS

FROM THE RUSSIAN EDITORS OF IDIOMA

THE STORY OF IDIOMA

Alla Efimova

FROM THE U.S. EDITORS OF HERESIES

REFLECTIONS OF RESISTANCE: Women Artists on Both Sides of the Mir
Jo Anna Isaak

Natalya Nesterova, Natalya Goncharova, Liubov Popova, Varvara Stepanova, Sarra Lebedeva, Vera Mukhina,
Ekaterina Khikova, Tamara Starzenyetskaya, Irina Starzenyetskaya, Dzemma Skulme, Ira Zatulovskaya,
Aleksandr Samokhvalov, Tatyana Nazarenko, Natalya Turnova, Elena Keller, Svetlana Bogatir, Clara Golitsina,
Elena Figurina, Vera Miturich-Khlebnikova, Vera Khlebnikova, Nonna Gronova, Bella Matveeva, Irina Nakhova,
Maria Konstantinova, Yelena Elagina, Olga Chernysheva, The Peppers, Svetlana Kopystianskaya

WHY HAVE THERE BEEN NO GREAT WOMEN ARTISTS?

Linda Nochlin (Russian transiation)

AROUND b : Power and the Magic of Writing

Irina Sandomirskaya

Irina Kuksinite, Alexandra Dementieva, Maria Serebriakova, Maya Khlobystin,
Ludmila Markelova, Natta Konisheva, Marta Volka, Elena Romanova

THE FIRST FEMINIST ART EXHIBITIONS IN THE U.S.S.R.

Esther Zhezmer

Olga Astafyeva, Aleksandra Korsakova, Tatyana Spasolomskaya, Yekaterina Kornilova, Olga Chernysheva,
liona Gansovskaya, Ludmila Markelova, Tatyana Petrova, Natalya Turnova, Natalya Kamenetzkaya

DEALING WITH GENDER: Two Shows

Olesya Turkina and Victor Mazin

WOMAN WORKER

Yelena Selina

THE REVOLT OF THE DAUGHTERS

A Personal Recollection of Aleksandra Korsakova
As Told to Irina Sandomirskaya by Olga Petrochuk

A CONVERSATION WITH ALEKSANDRA KORSAKOVA (1204-1990)
FEMINITY AND POWER: Participants’ Statements

Olga Astafieva, Olga Chernysheva, llona Gansovskaya, Natalya Kamenetzkaya, Yekaterina Kornilova,
Ludmila Markelova, Tatyana Petrova, Tatyana Spasolomskaya, Natalya Turnova




)y ®PEMHHHCT NNABJHKEHAIIH OH APT 3HJ MNOJIUHTHKC

4 BCTYNHTEJIBHASA CTATbA PEAAKUHOHHOH IPYINIbI «HIHOMbI»

4 HCTOPHS <«HAHOMBbI>
‘ Aia EOHMOBA

6 BCTYIHTE/IbHAA CTATbSt AMEPHKAHCKOH «XEPECH3»

8 PE®JEKCHH HNPOTHBOCTOSAHHA: JKEHIUMHBI — XYAOXHHLUDI B ABYX KOHLIAX MHPA

Jxo AHHa HCAAK

Hartanpsa Hectepona, Hatanbs N'onuaposa, JIrudoss lomnosa, Bapsapa CTtenaHosa, Cappa JleGenesa, Bepa Myxuna,

ExaTepua XHKOBA, YUeHUKM H. Penunna, Tamapa Crapkeneukasi, Upua CrapxeHelkas, lxemma CKyJibMe, Hpa daTynoBckas,
Anekcanap Camoxpanos, TaTbaHa Hasapenxo, Hatanss TypuoBba, EneHa Kennep, CeeTnava BoraTup, Knapa [onuuslita,
Enera durypita, Bepa MutypHu-XneGuukosa, Bepa Xnebnukosa, HorHa "poHosa, Benna Maveeesa, Upuna Haxosa,

Mapus KoncrautunoBa, Enena Enaruna, Onbra Uepwslinesa, JioaMuaa Cxkpunkuna ¥ Oner [letperko, CBeTnaHa KonwcTaHCKas

[TOYEMY HE BbIBAET BEJIHKHX XYAOMKHHI?
JInHga HOKJ/IHH

BOKPYI" «b» Bnacte W Marmst nuUCbMEHHOCTU
Hpria CAHAOMHPCKASA

Hpuna Kyxchinte, Anekcanapa [lemenTtbesa, Mapra Cepedpsikopa, Maiist XJIOOBICTHH,
Jlivamuna Makenosa, Hata Koubiuera, MapTa Bonaka, Enesa Pomanopa

[IEPBbIE. ®EMHHHCTCKHE BbICTABKH B CCCP

3cpupb XKE3MEP

Onbra AcTadibea, Aslekcarapa Kopcakopa, TaTbsiHa Cnaconomckas, Ekateputa KopHuioBsa, Onsra YepHoluwesa,
Hnona "amcosckas, Jloamnna Mapkenosa, TaTbsiHa MerpoBa, Hatanbs TypuoBa, HaTaiba Kamenelikas

- «TEKCTBYAJIbHOE HCKYCCTBO JIEHHHIPAJZIA» + «YMEJIBIE PYUKH»
- Onecs TYPKHHA, Brkrop MA3HH

«PABOTHHIIA »
Enena CEJ/IHHA

~BOCCTAHHE JIOUEPEH
- Onbra METPOYYK

Alexcanapa KOPCAKOBA (1904 -1990)

 KEHCTBEHHOCTb H BJIACTb ['OBOPAT y4YaCTHHLbI BHICTABKH «b»

"~ Onbra Acta(bena, Onbra UYepHbliieBa, HnoHa Mancosckas, Hatanbsi Kamereukas, Exatepiida KopHUaoBa,
Jhoamuia Mapkesiosa, Tatbsina lletpopa, TaTesiHa Cnaconomckasn, Hatanbs TypHoBa

>KYPHAJI PEMHHHCTCKOHN
NOCT-TOTAJINTAPHOH KPHTHKH

A JOURNAL OF FEMINIST
POST-TOTALITARIAN CRITICISM



From the

The end of the colonial era has led to paradigmatic shifts in . o
the humanities and social sciences, making postcolonial discourse:
a major theoretical influence. Today the collapse of many socalled[ "

totalitarian regimes calls for a similar reorientation. IdiomA aims to

contribute to and challenge methods of cultural analysrs

including feminism, Marxism, psychoanalysis, semiotics, discourse

analysis, and others — while explicitly taking into consideration the -

The Story of Idiorm

phenomenon of totalitarian societies.

IldiomA has both an international and a cross-discip}inary

perspective, following the conviction that contributionsfrom
sociology, political science, anthropology, and linguistics can
greatly benefit cultural theory. At the same time, we believe that
theorizations of culture are to be found not just in scholarly writings
but also in artistic practice.

We further believe that the histories of both democratic and

totalitarian societies are part of the modern project. The

problematics of cultural theory in the West are largely determined

by “forgetting” the cultural forms that modernity assumed in.other

societies, such as the ex-Soviet bloc countries. IdiomA will foster

interdisciplinary and international dialogues ‘byuaiming‘to“ :
reformulate such issues as culture and power, they’:tun‘ctioning of

ideology, political systems and gender, and strategres of‘

resistance,

mechanisms at work in Eastern and Western socretres ,' e

Recent political changes in Eastern Europe madey publrc for“"

i

the first time the discussions and rnvestlgatlons f~

structures in these countries. This easmg of censorshlp, together :7

with improved access to Western sources and hrst

has resulted in many unorthodox wntrngs on c' ture 'and polrt|cs' '

some of which are now becoming avallable tofth‘ Wes rn;reader? -

[ed. note: see, e.g., the upcoming work b, diom

committee members Efimova and Manovich,; Ruse

4 Heresies/idiomA

i'wa the *pioneer in this development; IdiomA continues th
int ’

scholars and critics.

. rnformed of such :an occurrence.
“when she. spoke the puncture
~he hesrtated the elevated caprtal A of Anna Akhmatova
: jagam ,'There [ met the other e rtors' of IdiomA and knew

: nght there and then that my. eorous letter could be gotten'

manyﬁ

and by juxtaposing and comparmg the cultural" -

: srgmﬂcatlon
totahtanan o

al rnate'rialsf,' t
: translated and mrstranslated understood and:

Alla Efimova

The story begins in 1979 when [ was dismembered by
immigration clerk at the border. While transcribing rny'
documents into English she made a clean incision, wrthou
a drop of ink, and cut off the a from the end of my nam
was thrown into the sea, int ] he void between the two.
continents and two rdloms :
white sea foam— ‘and perhaps Aphrodrte was born from i
and stepped out onto the isla of Cyprus but ! was not ,

Thls was the slow. sonorous‘ -a

a'drawn out byfmy aunt
3,8,8 . . . of my father when

v

I missed it but was learning to do without. :
N' the story begins in 1989 vhen I landed in Moscow

back although it would be only}af~prosthesrs We shared
S: Ef mova Kamene aya Sandomrrskaya The

The three of us had the m

anarchiist ‘We trave'led between Mosoow and New York, we

together thrs tower of
/her *oursto




Hcropysi HaHOMEL
Asuia EjumoBa

3Ta HCTOPHS Hauascb B 1979 rofy, KOrjia Bo Bpems
MUrpallki unHoBHULa OBHPa smminia MeHst KOHeUHOCTE.
épéBoaﬂ MOW OOKYMEHTBI Ha aHIJIMHCKHI1, OHa caenasa
HCTHE HaZipes, 0e3 KallylM YepHUJL, M aMITyTHpOBasa «a»
'l~’{Lla, Moelt haMiiind. BYyKBY BHIGPOCHIIM B OKEAH, B
pomacTb MEX/Y ABYMST KOHTHMHEHTAMH U ABYMS
oMaMi. «A» CTana ahpocom — BesiIof MOPCKOH -NIEHOM
'§§<eT ObiTh U3 HEE POAMJIaCh A(poauTa, BHIIEALAS
VVHO'MHG 00 3TOM He COOBUIMIIH.

LI10 Me/IJIEHHOE, 3BYUHOE a-a-a, KOTopoe

aj1a B PA3rOBOPE MOS TETST; pa3apobieHHoe

0Ero OTLA, KOrZla OH COMHEBAJICS; H BO3BBIUEHHOE
XMaTOBOM. §1 CKyuasia no Moei 6ykse, HO

aCb XMTb 0e3 Heé.

Her, HCTOPHS Hauasach B 1989 roay, KOraa si OnsiTh
yTHaace 8 Mockpe. TaM s MO3HAKOMMJIACH C

JIbHBIMH peflakTopaMH HAMOoMb! Cpaly xe noHsnia,
MOs ZiparolieHtas Gykea MoxeT SbiThb BO3BpAllieHa,
Ol Kax npoTes. Y Hac TPOMX BbUIO MHOTO OBUHX «A»
AJma, Hpuna, Hatawa. CEeKpPETHBIX «a» EHCKHX

3A0XO0B, MCITYTaHHBIX BCXJIMITBIBAHMH, BOJIE3HEHHBIX

'H’m‘/‘i H THXMX pasouaposaHHit. Ho, KpoMe Toro, «A»
HICKOro Aned o rpeueckoil Anb(el, anyeropusi HayaJa,
BaS ‘6yKBa asipaBuTa, HauaJlo MMChbMa M 3HaUEHHSI.

X TPOMX GBI BOJESHOE YMCIIO H MATMUecKas:

1. X HaM BO CHE sIBJIAJICST AbSIBON, MJIIM, MOXET ObiTh,
Gblﬂ,)‘,\ﬂren 3CNepaHTo B KOXAHOM KYPTKE aHapXHUCTa.
'?’AIMH MexXy Hbio PIopKOM U MOCKBO#, NepeBoanIn H
rlyTblBann, NOHUMAJIH M He TIOHMMAaJIi HUUEero, U B

€ KOHLIOB coBpanu 3Ty BaBusionckyio GaniHio Ha

HHuax «Xepeswcs. 3nech Konuaemcst Mbi, 1 HaHoMa

A HCTOpHel:,

AEEMCH, UTO, UHTas ITOT HOMED, BH UCIIHITAETE
1aBaHNs ¥ noHUMaHUs. HO €Can TekCThi

HETIOHATHBIMU — FOMHUTE, UTO «a» TaKKE
JIaBe CJIoBa «aHTH».

Penakropckas rpymnmna:
Hpura CAHAOMHPCKAY

AJUTA EPUMOBA

Hatasnsi KAMEHELIKAS

IlepeBoam:
Panca PO3MHA
st MUY ALUBHITH

doTo:
AHapeit AMEJIMH
Muxann MUXAJIbUYK

Russian Editorial Collective
Alla Efimova

Natalya Kamenetzkaya

Irina Sandomirskaya

Translations
Raisa Rozina
Giya Tzitzuashvili

Photographs and Slides
Andrey Amelin
Mikhail Mikhalchuk

This publication was made possible, in part,
through the assistance of the Soviet-American
Foundatfon's Cultural Initiative program. The
Russian editors also wish to extend their gratitude
to Katrina vanden Heuvel; Vyacheslav Glazychev;
Kerstie Salevid; U.N. Association of Skane; U.N.
Association of Sweden; Derek Sauer and Dan
Roam, NPK-Vesta; and Natalya Cubetskaya,

Women for Social Renovation.
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How interesting this project has been, and how
pleased we are that it fell into our laps! One night in the
spring of 1991, with minimal notice, two women from
Moscow — painter Natalya Kamenetzkaya and linguist
Irina Sandomirskaya — came to Emma Amos’s loft in order to
show IdiomA to the Heresies collective and see if we might be
interested in publishing it for them so that it might achieve a
reasonable level of distribution and become part of an
international dialogue. Perestroika, whether one wanted to
acknowledge it or not, said Irina, had given rise 1o real
conversation and to finding out who people were as
individuals. Used to concealing their stories, women
had suddenly started revealing themselves, speaking
out, acting out. Exhibitions, events, and articles
resulted; IdiomA was created.

irina and Natasha brought with them typeset
Russian essays, English translations, slides, photographs, even
color separations. In the Russian fradition of samizdat, or self-
publication, they came with their material more or less réady to
print. Several women they met in New York, including Heresies
founders Elizabeth Hess and Joyce Kozloff, had suggested
Heresies as a possible collaborator for /diomA.

At that moment Heresies was short on funds and
short on active members, but everyone who was at the
meeting was so impressed and so excited that we

ended up saying yes. The preponderant part of the

6 Heresies/idiomA

funding came, we're delighted to say, from the M
Foundation for Education and Communication, Ip
Everything else here fell into place as the situation ov
thére, including the Soviet Union as a union, fell apa

For our overview, Jo Anna Isaak reworked a chapter of
forthcoming book on feminist issues in contemporary art, Th
Revolutionary Power of Women’s Laughter (Routledge). Happ;
for Jo as well as for Heresies, Jo’s sabbatical from Hobart
William Smith Colleges coincided with our work on this issue.
are grateful to Jo for spending hours hunting down and labelin
photographs when she could have been going fishin
and for allowing us to work in her magical hidde
garden with our wonderful designer, Tina Sher. Jo alf
managed to spend ten days in Moscow and S
Petersburg in late November 1991, accompanied:|
photographer Susan Unterberg, visiting studios ’

photographing the work of women artists. Alla Efimova (u,n‘,
recently Yefimov — see her piece on the preceding pages),
member of the original Russian collective who is now pursuing'
Ph.D. at Cornell University in Ithaca, New York, gave hours of
time to assessing our editorial work on the original translation
and to debating the fine ~points of translation with Heresie
managing editor.

Bilingual readers will notice that the edited Englit

translations sometimes involve reworking, cutting @

pasting, or shortening of the Russian texts. Mu¢



cutting, pasting, and reconstruction also had to be done on the

Russian typesetting we were given; sometimes we had only

xés to work with. One piece, Linda Nochlin's classic 1971
‘sSéy, “Why Have There Been No Greét Women Artists?” has
en printed only in Russian because it is already extremely well
wn in English. Jo Anna lsaak’s very long essay has been
ht‘e‘d‘ only in English for the sake of economy, but a Russian
'ranSIation has been produced in Moscow and will be included

with copies sold overseas. The production process — the hands-

Editorial Issue Collective (U.S.)
Tennessee Rice Dixon

Jo Anna Isaak

Avis Lang

Sara Pasti

Staff
Avis Lang, managing editor
Kellie Henry, administrative assistant

Art Direction & Design
Tina Dobrowolska Sher

Production Assistance
Elena Ivanova
Michael Markham

- Translations

Irina Antonyan
Galina Baranikas
Alla Efimova
Irina Nakhova

Additional Cyrillic Typesetting
Debra Williams Cauley

Additional Cyrillic Proofreading
Galina Baranikas

Photography, Conversions, Retouching
Galowitz Photographics

Kathy Grove

Susan Unterberg

High Resolution Output by
Applied Graphics Technologies

Printed by Wickersham
Printing Company, Inc.,
Lancaster, Pennsylvania
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Jo Anna Isaak

Writing in the Idiom A

IdiomaA, the title of the first Russian :
feminist art magazine, the first issue of WhICh .
you are about to read, is mtended to suggest
the beginning of a dlalogue among women.

A is the first letter of many alphabets (alpha,
the beginning); in the Russian language it

also indicates the feminine gender of nouns.
Feminine nouns and most personal names for
women end in a (Irina, Natalya, Natasha) or are
formed by adding a to the masculine names
(Alexandr/Alexandra; Yevgeny/Yevgenya). A
woman’s name is composed of a first name, a
middle name or patronymic formed from her
father’s first name, and a last name formed
from her father’s last name or, if she is
married, her husband’s last name. Anna
lvanova Petrova would be the daughter of lvan
{her father's first name) and wife of Petrov (her
husband’s last name) or else the daughter of
lvan Petrov. Russians normally address adults
who are not relatives or close friends by their

8 Heresies/idiomA

“Russian women
are daily and doubly
encoded by their
relationship to their
fathers and

husbands.”

‘ f rst name plus thetr patronymlc Thus Russ
-.women are. dally and doubly encoded by their
relatlonshlp to their fathers and husbands.
-Ais also frequently used at the end of both

masculine and feminine names to form the
diminutive.

Many feminine diminutives are ~
derogatory. Baba, depending on the context,
can mean “grandmother,” “peasant woman
or simply “old woman,” but it is also a slang.
term used in a demeaning or humorous mannel

occupations; bibliotekarsha (librarian),
tkach/kha (textlle worker) uborshch/tsa

with it decidedly pejorative connotations; it ..
simultaneously names the woman and place.
doubt her qualifications for the job. ~
Inzhenersha (engineer), advokatsha (Iawyer)

vrachikha or doctorsha (doctor) could be eith
the wife of one of these professionals or @



s practiced these professions
equately-skilled or trained.

some traditionally female jobs the
ending casts doubt upon the woman’s
nce: sekretarsha (secretary) suggests
ne who spends more time painting her
Is than typing. Khudozhnitsa (artist) or
(poet) suggests, as does “poetess”
Blish, affectation and dilettantism. No
'ould refer to herself by these feminine
10110 do so would be to undermine
ofessional status; instead she would

Ne masculine name of the profession.
nt[y, uchonyj (scholar) is a masculine

t has no feminine form. Uchonyaya
sed only as a adjective to mean that
lar woman is a learned person, but

>l No category of female scholars

Ich to which she could belong. As a
Woman, she is therefore an exception.
| feministka (feminist) is another word
oMen would call themselves; it is
Used as a term of abuse. To write

M ais thus to write in the feminine

“To write in the

idiom a is thus to

idiom and

write under a sign

of negation.”

write in the feminine  \,omen, a language, “I'écriture feminine.”

. As Lisa Tickner has pointed out, “The major
: ,‘f,ﬂ;preymise (and promise) of the women'’s
~_movement since the sixties has been to find
_a 'voice’ for women, intelligible, yet separate
- from the patriarchal voice, and to reclaim the

simultaneocusly td)f o

idiom and simultaneously to write under a
sign of negation.

The project of IdiomA is to initiate an
exploration of contemporary representational
systems that have determined the social
production of sexual difference and gender
hierarchy and to raise questions about how
women speak and are represented within these
systems. Like the French feminists, the group
around IdiomA is trying to find a voice for

f woman from the representations of
."* Reading how woman is constructed
as sign in what was, until recently, Soviet
society is like entering the futurist play The
Worldbackwards. Like 'many letters of the
Russian alphabet that seem reversed to us,
the ways in which “woman” is represented
is frequently the mirror inversion of the
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representation of woman in the West.

In looking at the image of women on the other
side of this mirror, we have an opportunity
(almost as we could with computer image
programming) to see how our ot would differ if
our image was different.

To undertake this task of writing and
righting in the context of the powerful
patriarchal syntax of Soviet culture is to initiate
a more difficult project than that undertaken in
1968 by the French feminists or by Western
feminists in general. Psychoanalytic theory, so

instrumental in the development of the
theoretical formulations of the women’s
movement in the West has, until recently, been
unavailable to Soviet feminist theoreticians.

As a result of its suppression, they have been
working without an account of the cultural
construction of gender. Soviet women do not
share the forty years of feminist intellectual
work that followed upon Simone de Beauvoir's
1949 statement “One is not born, but rather

10 Heresies/idiomA

Hatanss Hectepora
Natalya Nesterova, Park, o/c,
80x100 cm., 1978.

Coll. Peter Ludwig, Cologne.
Photo courtesy of Margarita
Tupitsyn.

“the mind as it is of the heart.” When asked:

becomes, a woman.” Without this intellectug
history and without a theory of the constructipn
of subjectivity, discussions of gender take
place within the circularity of essentialist, ,
biological paradigms, or collapse into what |r|n
Sandomirskaya here calls the sexual
“indifference” of totalitarian androgyny.
Even among the intelligentsia and artlstxc
groups in the Soviet Union, there is stillg
strong resistance to shifting the intellectua
debate about gender equality away from its
deadlock within binary terms and facile
formulations. In a recent interview the
prominent Russian writer Tatyana Tolstaya
claimed that feminism was really a
consequence of the commonplace habit in the
West of thinking in terms of stereotypes: “Yg
know what feminists invented: they invented
the idea of phallocracy — that the world is b
because it is ruled by men. That is completg
ridiculous because, for example, England is
ruled by a woman.”? Tolstaya speaks from
within the limitations of essentialist thought,
and her statements reveal both the limitation
and the sexisms inherent in construing
femininity in these terms. The fact that her
opinions are similar to those that would be
expressed by the least informed and most
unsympathetic members of our society gives
us some indication of how widespread are th
misgivings and misunderstandings about -
feminism. :
The artist Natalya Nesterova (b.1944)
was reluctant to be included in an all-women!
art exhibition. She clearly felt the need to
distance herself from the category “woman
artist™: “I haven’t got a high esteem for fema
artists, apart from a few exceptions. Men
happen to be more intelligent. Professions th
require a lot of wit and intelligence should be
done by men, and art is as much a matter of

=

Cellaiamim S

about herself, she said, “Me, | am an
exception.™ In spite of such statements,
Nesterova is not at all an unsympathetic
woman. She wants only the right to forget
herself as woman, but her own comments
reveal that to do so she must participate in th
exclusion or negation of women. Nesterova i
an official artist, highly favored by the Artists’
Union, to which she was admitted in 1969. Hel
views are commonplace among the few won
who have achieved prominence within male-.
dominated institutions; the cost of their ;
success can be read in such denigrations of
their own sex.

fronically, Soviet women can be the
strongest proponents of male chauvinism.
Galina Starovoytova is the only woman in B!
Yeltsin’s administration. Rather than se€



‘ “yherself as a forerunner _for thgiequi_table
articipation of women in polltlgal life, she
repeatedw refers to herself as if she were an .
aberration, saying that W(_)men have no place in
oolitical life, thereby making her presence as
ponthreatening to her male colleagues as
possible and deterring other women from
e’htering the political arena. At the same time,
{here are many highly politicized Soviet women
- who, while being very supportive of their female
"C(’,"eagues, would resist being categorized as
_ewomen artists” or “women writers” and would
of accept the terms of our American feminist
obates. Their resistance is grounded in a
con‘qplex postrevolutionary and postwar
tlectual history.
Feminism stands in a particularly vexed
osition vis-avis @ number of conflicting
urrents within both official and unofficial
wiet ideology. With the 1917 revolution came
‘most extensive social restructuring in
dern history, one that arguably, even to this
articulates the most progressive programs
smancipation for women.* The women and
n'ehgaged in working out these reforms
¢ not involved in feminist activism in the
al"Sense; they were not a disenfranchised
up with little power, working to improve the
tion of women in general. The women’s
tion of the Bolshevik party, the Zhenotdel,
bt?’én oppositional group, but rather an
part of the government. A separate
ist movement outside the party was
uraged on the grounds that it could lead
,O‘h«tiyngent of labor breaking away from the
Imon class struggle. It was under charges
eois individualism that the Zhenotdel
mantled in 1930, and these charges
e in the lives of women today, who are
e 10 the notion that feminism (which
Ciate much more with current Western
M than with their own historical
movement) is somehow “selfish.”
ey may be acutely aware of women's
dships, they are less likely to rectify
rongs through collective action with
) en than to work on behalf of their
I immediate community. Women are
Point out that conditions are not good
» €ither. Also, many Soviet women
WVoid participating in a feminist
ment because they have developed a
tust of all political movements and
e identities, seeing them as
ments on the autonomy of the individual
'an as vehicles of group empowerment.
be particularly true for women artists
€rs who have found in the activity of art
Venue for personal, subjective
'0n — something denied them in most

iti

“To undertalse this task
of writing and righting
in the context of the
powerful
patriarchal symtax of
Soviet culture is to
imitiate a more difficult
project than that
undertaken in 1968 by
the French feminists or
by Western

feminists in general.”

other areas of their lives. The idea of organizing
to secure for themselves and for other women
a different kind of treatment or visibility is often
seen by them as inimical to what is most
important to them in their activity as artists —
the exploration of their own subjectivity. | have
visited the Soviet Union five times since 1981
and have made scores of studio visits; during
that time | came to understand that a good
deal of the art | was seeing was political, if only
in its assertion of the validity of the personal.
As we become more knowledgeable
about the history of the women's movement in
the Soviet Union and more conscious of the
obstacles faced by contemporary feminists in
these chaotic times as the Commonwealth of
Independent States takes shape, our
admiration for this fledgling movement
associated with IdiomA will increase. Their
movement may need to recapitulate some
developments of Western feminism, including
some of our mistakes; it is also possible that
the dialogue IdiomA initiates may speed them
past pitfalls in which we have floundered. On
the other hand, these women may help us out
of some of our own ruts. There is much to be
gained from looking beyond our American or
Eurocentric points of reference, to ook, not for
more problems, but rather for alternatives to
our own practices. We know very little about
cultural production in countries that are not
capitalist or not, at-least not yet, caught up in
the machinations of commodity fetishism. Nor
do we know much about areas, such as the
Baltic region, where for decades women have
taken the leading role in cultural production.
It is only within the past ten years that the
discipline of art history in the West has begun
to expand its analytical perspective to include
non-Western versions of modernism, such as
the Russian avant-garde. Western feminist
artists and art historians have not yet begun
to fathom the importance of the role played by
women artists in the development of that
practice, nor why the roles for Western women
artists were so much more circumscribed
during the same period. Our concerns have
been conditioned by the conversation of our
own feminist community, which at times
contributes to our confinement; inevitably
we have worked from within a given set of
intellectual, political, and artistic paradigms.

" IdiomA is an invitation to expand our

conversational community, widen our frame of
reference, and look forward beyond the present
impasse known to us variously as late
capitalism, postmodernism, or postfeminism.
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Women Artists
of the Avant-Garde

What amazes Western viewers when first
introduced to the art of the Russian avant-garde
is the women — the prodigious amount of work
produced by the many, many women artists
who belonged to this revolutionary art
movement of, loosely, 1910-1930. It is the
first historical epoch in which women were able
to contribute freely as cultural workers,
theoreticians, and art educators, and they did
so in large numbers, producing works of
exceptional merit. The reviews of the Costakis
collection shown at the Guggenheim in 1981
focused on what for Western critics was a novel
phenomenon: the achievements of women
artists. Hilton Kramer wrote, “The Russian
avant-garde was the only movement of its kind
in which the achievements of women were
unguestionably equal to their male
colleagues . . . .”® The question that presents
itself is why, at this particular historical
moment, women came into the forefront of the
avant-garde in large numbers and why this did
not occur in the West.

Even their contemporary critics were awed
by these women. Writing about the women
artists of his generation, Benedikt Livshits said,
“These were the real Amazons, these Scythian
riders.”® He is referring to the earliest historical
references to women in Russia, invoking a
legendary society of women who dominated the
south of ancient Rus. Information about them
comes from early Greek texts, which describe
them as skilled riders and warriors as well as
astute linguists. {(Herodotus reports that they
quickly learned the language of the men with
whom they briefly consorted, while the men
never mastered theirs.) It is interesting that
Livshits, who himself worked with the women
artists of Russia's avant-garde, collaborating on
what was to be one of the most fascinating
chapters in the history of art, describes them in
these mythic terms, as if they were legends in
their own time.

The myth of the strong Russian woman,
like all myths pertaining to women, is
something to be wary of; nevertheless, it may
have functioned as an enabling myth compared
to the debilitating constructions of woman as
the “weaker sex,” “the angel of the house,” or
the “femme fatale.” In the case of women
artists, these alternative constructions become
particularly significant. Rozsika Parker and
Griselda Pollock have persuasively argued that
in England and Europe by the nineteenth
century, with the consolidation of a patriarchal
bourgeoisie as the dominant class, femininity
was constructed as exclusively domestic and
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"Our passports

call us worlkers,

not geniuses.”

maternal, despite the fact that more and Mora
women were of necessity entering the labor -
force. At the same time, evolving bourgeoig
notions of the artist associated creativity wity
everything that was antidomestic, and the
Bohemian model of the free-living, sexually
energetic, socially alienated “genius” became
the stereotype of the artist who was, by thjg
definition, male.” Art was represented as th
ideal of selffulfilling, creative activity, and itg
antithesis was proletarian alienated labor, p
its full opposite, suggests Pollock, “is the
repetitive and selfeffacing drudgery of what
called ‘woman’s work.””® Through such
constructs, artists and women were allotted
almost antithetical, yet equally marginalized,
roles within Western bourgeois culture.
This historical bifurcation, between
woman and artist on the one hand, and artjs
and participatory member of society on the
other, did not take place in Russia because:
Russia lacked a bourgeoisie of the sort that
provided the impetus for developing a
comparable ideology of domesticity. In contr;
with the middle class in industrializing Europ
and America, which had begun to idealize
family life, most progressive Russians found
such an ideal selfcentered. The novelist
Nadezhda Khvoshchinskaia spoke for many
them when she wrote that family happiness |
the “vulgar happiness of locked-up houses,
tidy and orderly; they seem to smile a welcon
at the outsider, but they give him nothing
but that smug and stupid smile. These oase
are simply individual egotism united into fam
egotism. They are orderly, temperate, and
self-satisfied — and totally self-involved.™
This antifamily sentiment was widespread,
and many Russian women began to seek
out ways of participating in public life. During
the late nineteenth century, numbers of
doctors, teachers, artists, and other member:
of the intelligentsia — hundreds of them
women — travelled to the countryside to worl
toward ameliorating poor living conditions in.
peasant communities. The women in particul
took on this work with the altruism of a
religious campaign. Utterly dedicated, livin
in wretched material conditions, often withou
the comfort of family or personai relationship
they devoted their lives to improving the lot
of the Russian peasants. While these wer
not feminist movements (these women were.
more interested in improving the condition
of the peasants than in improving their ow
circumstances), from their activities the
women’s movement emerged and resulted
in advances for women in higher education
particularly medicine and education, and in
the high visibility of women in leadership




p'ésitiO”S within later revolutionary groups.

some €
- strivings.

a

de

and was intended to be of use to the local
, opulation. One of the most prominent

several artists’ colonies and art schools,
stablished by women, were based upon
a similar hybrid of philanthropic and democratic
‘ Long before the revolution, there was
well developed tradition of social commitment
n the part of both women and artists. A good
.al of the work made by the artists in these
colonies was based upon folk art and crafts

fphembers of the early avant-garde was Natalya
Goncharova (1881-1962), whose paintings of
1909-1912 depicted the cyclical life and labor
_of the Russian peasantry. Goncharova's work

Hatanbst ToHuaposa
Natalya Goncharova, Planting
Potatoes, o/c, 11x132 cm.,

this time exploring primitive art imported from
France’s colonies, the interest in primitive art in
Russia was fueled by nationalist sentiment.
Such attitudes had considerable influence on
the inception of abstract art, which in Russia
was to follow a vastly different trajectory from
that of abstractionism in the West.

In 1913 Goncharova wrote a remarkable
manifesto in which she distinguished Russian
art from Western art expressly because of the
West's adherence to archaic notions of
individuality and genius: “I shake off the dust of
the West and | consider all those people
ridiculous and backward who still imitate
Western models in the hope of becoming pure
painters . . . . Similarly, | find those people
ridiculous who advocate individuality and who
assume there is some value in their ‘I' even
when it is extremely limited.” One of her
objectives was “[t]o fight against the debased
and decomposing doctrine of individualism,
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which is now in a period of agony. . . . In the
age of the flowering of individualism, | destroy
this holy of holies and refuge of the hidebound
as being inappropriate to our contemporary and
future way of life,"*°

Goncharova’s critique of modernism
as it was emerging in the West is remarkably
similiar to that undertaken in the past ten years
by many Western feminists, who have worked
to dismantle bourgeois notions of individuality,
originality, and creativity and have begun to
explore the terrain opened up by the
deconstruction of the mythic figure of the
auteur-artist. This work is central to the
feminist project because, as Pollock has
pointed out, “it is only feminists who have
nothing to lose with the desecration of Genius.
The individualism of which the artist is a prime
symbol is gender exclusive.”* In its radical
reassessment of the function of the artist,
the Russian avantgarde is arguably one of the
most significant manifestations in the history
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TOP:

Jiru6ossb [lonosa

Liubov Popova, work uniform
designs for actors at the Free Studio
of Vsevolod Meyerhold, State Higher
Theater Workshop (GVYTM), 1924.

BOTTOM:

Bapsapa CrenaHoBa

Varvara Stepanova, costume
designs for The Death of Tarelkin,
1922. Photo: Jo Anna Isaak.

OPPOSITE TOP:

Cappa JleGenesa

Sarra Lebedeva, Portrait of the
General Secretary of the Communist
Party, Felix Dzerzhinsky, bronze, h.
49 cm., 1925. State Tretyakov
Gallery, Moscow.

OPPOSITE BOTTOM:

Bepa MyxiHa

Vera Mukhina, Worker and Collective
Farmworker, bronze, h.163 cm.,
1937. State Tretyakov Gallery,
Moscow.

~ her short life, the day women workers at a

of art for both women and women artists,
Following the Russian revolution, ng
radical shift in roles was necessary for amsts
influenced by utilitarian craft traditions, to turn
their energies to such things as housmg ;
clothing, daycare, and training in hygiene ang.
basic literacy. They addressed themselves to
mundane material domestic needs, to the pe
yet pressing problems of daily life that in
Russian are called byt and affect women most
directly. For this reason it can be argued that
utilitarian or materialistic art practice is
inherently a feminist art practice. A good
number of women artists took part in this
broad-based feminist activity, and it may be
precisely because of their participation that the
Russian avant-garde was able to move so
quickly from a high art practice to the utilitarig
modes of Productivism and Constructivism...
Many Constructivist designs for housing,
furniture, transport, etc. were never built due
lack of resources and materials, and Soviet
industry did not welcome Constructivist artis
engineers. Nevertheless, those artists who
addressed themselves to resolving the
mundane problems of the home and workpla
were the most likely to see their designs
realized. Soviet art historian Ludmilla Vacht:
argues that women artists were much more
successful in implementing their aesthetic -
principles than were their less practical male
colleagues: “Logically, since a book, dress,
cup obviously appealed more directly to the
next door comrade than a painting, almost al
women artists in Russia ventured into the fie
of the ‘applied arts’ and industrial design .
[They] never considered themselves to be
heroines or the victims of a cruel fate, but w
happy to assert with an unshakable grasp of
the facts that they were only ‘in the lines of i
workers at the art front."”*? Liubov Popova
(1889-1924) and Varvara Stepanova
(1894-1958) were instrumental in opening
First State Textile Print Factory in Moscow,
where they designed clothing according to
Constructivist principles — made from simple
components, functional, versatile, easy to
wear, easy to mass produce, hygienic, and
undecorated except for essentials like pocke
seams, buttons, etc. The actual test of
Constructivist principles was in whether or
they appealed to the consumer. In a memolr
Popova recounts one of the happiest days

factory outlet store selected her clothing ovel
more traditional designs. Rather than the usU
trivialization of women's “handwork,” this .
meant success in Constructivist terms, and |
marks the distance from the individualism
the heart of the Western avant-garde.



exercised control over this criterion of
success as well as the means of
achieving it. Young ladies were
excluded from the life study
classes out of a consideration for
decorum. In Russia, on the other
hand, the nude was not the sine
qua non
of artistic training; other genres,
particularly landscape painting,
were highly esteemed, as were
the applied arts. Many artists were
strong supporters of the Slavophile
movement, which stressed Russian
themes, particularly landscapes and
genre scenes, and asserted their
independence from the academy,
which had always been identified
with Western art, which
at that time meant a
stultifying neo-
classicism. As
early as 1840

The Tradition of the Nude

Another difference between
Russian art and Western art is
apparent in the most casual walk
through the Russian Museum
in St. Petersburg — they do not
share the same tradition of the
nude. The trajectory that went from
the ltalian Renaissance’s
glorification of the male body as
closest replica of its divine maker,
to the predominant use of the
female nude in the eighteenth century (all those
grarides horizontales in putatively mythical
Ations that the French academy produced in
) quantity), to the nineteenth-century

Russian art. Even during the eighteenth a series of
eteenth centuries, when administrative
Russian art was most influenced by eforms
French academy, there was great gradually gave

Russian

om the sculptors
Lebedeva (1892-1967), who produced
of the now infamous founder of the
Felix Dzerzhinsky, and Vera

Mukhina (1889-1963), most well

orher gigantic sculpture The

er and Collective Farmer (1937),
t,ReaIism is remarkable in the

of modern Russian art for the lack

N artists. It may be that in its
resentation of woman it preciuded
articipation. Recently feminist art

lans have speculated that Western
rtists may have been deterred from
ing in the Western avant-garde

>a ly because so much of the work is
eli?d upon the distorted, debased, or
Twise fetishized bodies of women.

The European academy's obsession with the
Nctioned to deter Western women artists in
ay. The ability to paint the human figure in
cal, mythological, or religious subjects
ally became institutionalized as
u amental criterion of artistic
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women direct access to art education. In 1842
the first art school for women opened — the
Women's Section of the St. Petersburg Drawing
School. This was quickly follow by Stieglitz
School and the Stroganov School in Moscow.*?
By 1870, women were admitted to the
Academy of Arts. A collective painting by the
students of llya Repin, depicting his life study
classes, which he held from the late 1880s
until he retired in 1907, shows male and
female art students working together in

the presence of a live nude model. By this time
there was a growing population of women
doctors, and the idea of women in anatomy
classes was not so unusual. (In 1886 at

the Pennsylvania Academy of Fine Arts, where
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TOP:

ExkatepvHa XuxoBa

Ekaterina Khikova, Women's
Classes at the St. Petersburg
Drawing School for Auditors, 1855.
Russian Museum, St. Petersburg.

BOTTOM:

Yuenuku H. PenuHa

Collective painting, Model Study in
the Studio of llya Repin at the
Academy of Arts, 1899-1900.
Research Museum of the Academy
of Arts, St. Petersburg.

. women had customarily been given cows a

models, Thomas Eakins was dismissed for
bringing a nude male model into a female
life drawing class.) The hegemony of the gt
Petersburg Academy had been undermineg
long before Repin began to reform it. Numer,
other organizations provided artistic trainin
and exhibition possibilities. In 1882 seven
three women painters in St. Petersburg
formed their own association to support
women artists.*

The earliness and relative ease with
which women gained access to art educatiop
in Russia meant that the women who
participated in the avant-garde were the se
or third generation of professionally traineq
artists. This becomes particularly important
when we realize that artistic training in the
Soviet Union is frequently passed on from op
generation to another like a craft or a trade
Vera Miturich-Khlebnikova (b.1954) speak
of her earliest artistic training as part of a
family tradition: “At a huge desk of my fath
artist Mai Miturich, there was a special place
for me. That’s how | began to paint thirty year
ago. That is also how my father himself begy
when the table belonged to his father, Petr
Miturich, an artist and inventor” (letter to the
author, April 1989). Vera is the granddaughte
of Petr Miturich and Vera Khiebnikwova (sister
of the Victor Khilebnikov) — all artists of the
avantgarde. Irina Starzenyetskaya (b.1943)
is the daughter of the well-known stage :
designer Tamara Starzenyetskaya (b.1912);
For many years mother and daughter have
done theatrical collaborations. The costumes
and curtains Irina designed for her mother's .
sets have influenced her own landscape
paintings, particularly in their capacity to conv
deep recessional spaces. For several decade:
now Irina has been working both as a painter
in a contemporary mode and with the icon
painters’ cooperative in the ancient church
in the village of Tarusa, where she lives most
of the year. In a conversation with the artist
Dzemma Skulme (b.1925), head of the Artist:
Union in Latvia, | learned that not only had he
father and mother both been well-known artis
but that her son and daughter were artists as
well. When | remarked on how infrequently thi
occurs in the West and how common it is in
the Soviet Union, she responded, with a
matter-of-factness that reveals a world of
difference, “Our passports call us workers,
not geniuses.” Clearly the cult of genius was
undermined long ago.

; : ’wh




wwoman as S|gn in
~“'The wWorldbackwards

| have taken this quick run through the
history of Russian art to examine the ways in
wh:ch alternative somatic and social texts
 affect the ways in which women assume the
mles of woman and of artist. Although
 conditions have changed a great deal since
the,penod of the avant-garde, some of these
storical developments still exert considerable
ﬂuence upon contemporary conditions for
both women artists and women in general.
When 1 first went to the Soviet Union in 1981,
“1was struck by the fact that women are not
“hailed,” to use Althusser’s term, by
;qwtous images of women on billboards,
posters; cinema marquees, shop windows,
magazines. Images of women are not
s part of the continuous barrage of
rtation and entrapment that a capitalist
ty needs “to stimulate buying and
sthetize the injuries of class, race and sex”
Sysan Sontag, On Photography). Moreover,
 conscious that women walking in the
ets of Moscow are not looked at in the
e way, are not the same confection of
ings as they would be on the streets of
Rome, or New York. This consciousness
t being associated with objects of property
e me feel more confident, more at liberty
hen in Moscow. However, when my husband
came with- me on a subsequent research trip
he complained the culture seemed de-erotized.
nically, as | learned more about how Soviet
men perceive their construction within the
minantrepresentational systems,

TOP:

IxemMa Ckynbme

Dzemma Skulme,

The Near and the Far, 1979. Photo
courtesy of International Images,
Sewickley, Penn. )

BOTTOM LEFT:

HpHna CrapxeHelkas

Irina Starzenyetskaya,

Entrance to Jerusalem, egg tempera
on wood, 55 x 40 cm., in situ in
church in Tarusa.

BOTTOM RIGHT:

Tamapa CTtapXeHeukas
Tamara Starzenyetskaya,
set design for Queen of Spades.

| discovered that his response was closer to
theirs than was my own.

Artist/critic Anna Alchuk has pointed out
some of the images of heroic womanhood
found in the Moscow metro. For example,
Baumanskaya station there is a female figure
on a pedestal stepping out of a bay of red
marble, wearing a wind-blown, quilted worker’s
jacket and girded with a holster and revolver.
In one hand she holds a grenade, in the other a
machine gun. All eight figures in this station,
which was built in 1944, have the same
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TOP:

Hpa 3aTtynosckas

Irina Zatulovskaya, Woman
Reading, oil on scrap metal, 1991.

aggressive stride, the same menacing look,
and all of them are armed (even the
“intellectual” brandishes sheets of paper). But
none of them looks so fanatical, none is armed
so thoroughly (a grenade, a machine gun, and a
revolver) as the woman. In Avtozavodskaya
station there is a fresco in which amidst
several gray male figures a female silhouette
stands out. Wearing a scarlet dress, this
woman proudly pushes a huge handcart
of coal.®

Woman is invariably depicted as the
heroic worker — woman as tractor driver,
construction worker, road worker, engineer,
vegetable farmer. Coming from a culture in
which the image of woman signifies sale and
sexual titillation, | found these images of
active, strong women at work refreshing, but
Soviet women, conscious of the violation
inherent in so overdetermined an iconographic
program, do not. They recognize in this
stereotype of the all-capable and resilient
woman a strategy to colonize a work force.
The appropriation of the female body that in
Western culture facilitated the construction of
difference, there contributed to the notion of
the ideal coliective body, which is sexless.
Paradoxically, both representational systems

OPPOSITE:

Shaping—It's the Style of Life for
the Contemporary Woman. Billboard
in St. Petersburg, 1991. Photo:
Susan Unterberg.
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serve to control women’s sexuality ang to
guarantee manageability in the workplace
This is a nation in which 92 percen o
the women are fully employed and comprig
51 percent of the work force. Here the Equ
Rights Amendment has been in effect since
1917. Women do not have to g0 to court tg
assert their right to jobs such as fire fighter
garbage collector, as they have done in the
U.S., and women are well represented in gy;
professions as medicine and engineering, A
of this seems progressive 10 us, but what y,
want the right to do, they want the right notty
do. “Emancipation is dreadful,” says Ira
Zatulovskaya (b.1954). “I am a victim of
emancipation. So are all women here, I've
my heart out to understand you Westem
women, but obviously | just can’t. In the Sovi
Union it is us women who are obliged to do
everything.”*® Natalya Turnova (b.1957)
explains that it is particularly hard to be a-
woman artist “because most men think tha
is secondary for a woman. Even in families
where both husband and wife are artists, w
time a woman has left for art is what's Ieftfaft
cooking, laundry, cleaning, standing in lines
etc. Even if a woman manages to find time:
art, she faces the problem of getting supplies
and transportation of works. Since you are
equal to men and got into this of your own
will, nobody will help you just because you
woman, though physical strength is not equal
at all. Besides, in our country you can get
something only if you have certain business
connections and personal contacts. ltis
impossible to obtain anything legally, like a
studio, for example. Women are not
considered business people; thus, most men
with influence prefer not to deal with them.
of these things are ridiculous from the poin
view of Art (with a capital A), but these things
take a tremendous amount of time, energy,
money. And if, after all this, a woman stilih
the desire to paint pictures, they have to lo
as easy and as natural as those painted by
man” (letter to the author, Oct. 1989). ,
The word that comes up most frequen
in conversations with women is
peregruzhennost, “overburdening.” The myt
of the strong woman, the amazon, is a myt
that has recurred in different forms through
Russian history when agrarian, economic, 0
military considerations have made excessive
demands on the contributions of women. Oné
woman wrote in a recent issue of MoScow
News, “Yes, a woman can do everything, b
she just doesn't want to anymore,” and
proceeded to compare Soviet women's
emancipation within the labor force to “Atla
putting all their load on the shoulders of




ids.”*" Although it is demonstrable that
women assume more than their share of
o purden of labor, the actual power exercised
memost Soviet women is severely constrained
‘ bya certain familial and ideological zone.
Recently in St. Petersburg | came upon a
poard in which a bikini-clad woman
ming a standard pin-up pose was
sed with an image of a computer. At
frst | misread the relationship between the two
:imégesy thinking the pin-up girl was the visual
gé bit to call attention to the computer, but
the caption read, “Shaping — It Is the Style of
Life for the Contemporary Woman.” This was a
 celfimprovement poster addressed to women.
Although the role of the computer was unclear,
uld simply have been the signifier of all
that was progressive, like the tractor in Soviet
posters of the thirties. Now the emphasis was
on the appearance of the woman, not on her
rk potential. In very real terms, however, this
billboard was no less about women and work
than were the Socialist Realist posters. As job
pportunities arise in the emerging
trepreneurial sector and in Western
esses, the call is for young, attractive
én to occupy predominantly low-paying,

caryat
soviet

ill
~assu
juxtapo

decorative jobs in the service “industry.”*® As
the free market brings unemployment in its
wake, the education, training, and professional
skills of women will likely be sacrificed first —
at the moment of writing, 80 percent of the
unemployed are women. The subliminal
message of this billboard aimed at women is,
“Either make yourself look like this, or you'll be
out of a job.”

Nonetheless, billboards of pin-up girls
are still a rarity, even in the streets of St.
Petersburg, which has always been the most
Western-identified of the Soviet cities. While
Western ads and movies are bringing with them
increasingly explicit representations of the
female body, pornography is not yet part of the
everyday sexism of this culture. fronically, the
historical period in which Russian art drew
most heavily upon the Western tradition of the
nude was the period of Socialist Realism. A
1991 exhibition of Socialist Realist art at the
New Tretyakov Gallery displayed more nudity in
one room than can be found throughout the
entire collection of Russian art in the Russian
Museum. Although Andrei Zhdanov, as
minister of culture under Stalin, led campaigns
against the representation of sexuality, images
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of nude women were nonetheless officially
encouraged. Under a seemingly perverse
strategy, desire was aroused in order to be
appropriated. As in Germany under National
Socialism, there were many images of female
fecundity; bare-breasted harvesters or nursing
mothers were very popular, as were nude
female athletes or bathing scenes that allowed
the artist to depict the nude in numerous
postures. Deineka’s Football, for example,
depicts three nude women chasing a ball. The
title provides the same pseudo-rationale for
viewing these women from various vantage
points as the theme of the judgement of Paris
did for the painters of the French Academy.
Alexsandr Samokhvalov's After Running (1934)
is a classic of this genre. It depicts a female
athlete drying her moist, seminude body; her
panties are pulled down to reveal a little of her
pubic hair. The obsession with the healthy
athletic body as a form of sexual sublimation
during the Stalinist period is remarkably similar
to the mechanisms of libidinal alignment used
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“Ironically, the
historical period
in which Russian art
drew most heavily
upon the Western
tradition of the nude
was the period of

Socialist Realism.”

on us today — twenty pounds lighter, 4

girl could be in an ad for Evian water, nd'th'

The Personal as the Political

For the most part, the Soviet git |V“Sa
the 1980s was made for private reasonSian
was seen only by a small group of friends
Exhibition space was difficult to come by an
had to be arranged through the Artists’ Un
an organization that didn't seem to bestj itse
too often even on behalf of artists who ye
members. Most of the artists | met were ng
members. When | first started visiting artjst
studios | found a small and, at least in my
experience of visiting women artists, very
generous artists’ community, one that wa;
tightly knit and highly supportive. One artis




Lnty had its advantages. As one artist put
~°~°~§-°“” yne sees this work, so it can be totally
1 Qooon the other hand, the constraints

‘éd ypon official artists manifested
plac glves in various ways. During the 1970s,

! "(izd of relative liberalization, a numper of
e artists were admitted to the Artists’
wore . Tatyana Nazarenko, Natalia Nesterova,
Un;\?:éipova, Olga Bulgakova, M. Tabaka, and
nt are among the most wel_l known. No one
wolined an offer to join the Artists’ Union; the
benéﬁts (salary, studio, and art supplies) were

 great. The price paid for this acceptance
was hat the artist was to some degree
soected to work in the service of the state.
espbh,ses ranged from identification with the
titution, to small, sanity-preserving
 subversions.
atyana Nazarenko (b.1944) is a
faurative painter who was admitted into the
ftists: Union in 1969 and in 1972 was

OPPOSITE LEFT:

AnekcaHap CaMoxBasioB
Aleksandr Samokhvalov,

After Running, 1934.

Russian Museum, St. Petersburg.
Photo: Susan Unterberg

OPPOSITE RIGHT:
Tatbsita Hasapenko
Tatyana Nazarenko,
Circus Girl, o/c, 1984,

BOTTOM:

TaTbsHa Hazapenko

Tatyana Nazarenko,

Women Construction Workers at the
Moldavin Hydro Power Station, o/c,
100x80 cm., 1974. Photo courtesy
of Norton Dodge.

Her painting of the women construction workers
of the Moldavin Hydro Power Station was a
typical assignment, yet it shows that interesting
work can be produced within the confines of
the requirements of Socialist Realism. Like
Leger's merging of men and machines, the
tubular structure of the huge pipes is echoed in
the dwarfed bodies of the women who climb
amongst the pipes, patting on insulation by
hand. Many of Nazarenko’s works, particularly
the large-scale historical paintings, can be
found in the Tretyakov. In her studio, however,
one can find traces of Nazarenko's resistance
to her “success.” Circus Girl (1984) is a
portrait of herself dressed in a bikini doing a
precarious high-wire act. Below her the officials
of the Artists’ Union politely applaud her act,
which is all the more remarkable because she
is working without even a wire. On her return
from a recent trip to the United States, she
painted a record of her experiences. Her body
is served up in a large chafing dish while a
strange assortment of exotic creatures, part
animal, part bird, part man, stare down upon
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her. A man with the head of a pig and
prehensile teeth leers at her while another
man, metamorphosing into an as yet
indeterminate animal, starts to carve the dish
with his fork. Nazarenko's private and comic
resistance to the various molds she was being
fitted into is typical of the responses of the
women artists who were accepted into the
Artists’ Union during the 1970s.

Some of the more recent work,
particularly that done by the younger women
artists, is overtly political, critical, and
controversial. Natalya Turnova (b.1957)
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TOF:

HaTtanbst TypHOBa

Natalya Turnova, Portraits of Civil
War Heros and Contemporary
Leaders, oil on cardboard, 1990.
installation, Minsk.

BOTTOM:

EnerHa Kennep

Elena Keller, Runes, o/c,
200x150 cm.

painted large-scale, brightly colored cartg;
caricatures of the icons of the Afghanisty
— the soldiers and sailors and the legitim
slogans and banners under which they
marched. Seen together, everything seem
partake of the innocence and gaiety of 4
for small boys. The slogans are fragment
abstracted almost to the point of
unintelligibility, yet enough remains of
questions such as “Who Sold Us to
Afghanistan?” or the familiar Stalinist g,
“Who Is With Me?” and “The Party Decxd
Everything” to cause them to be censoreg
a group exhibition at the Palace of Youth i
1988. In 1989 Turnova began a series of
rather irreverent portraits of then famous;
infamous, public figures. This work takes
prophetic dimension in the context of the
statue smashing and the proliferation ¢
posters and cartoons attacking public fi gUr
that took place after the failed coup of Aug
1991. In her most recent work large-scal
portraits are cut out and installed as free.
standing sculptures throughout the galler
that viewers can walk around them, get a
sense of their flatness, even have their o
photos taken alongside them. It is interesti
to compare Turnova’s portraits of Ryazhs
Voroshilov, Ordzjonikize, Lenin, and Gorb
with Leon Golub’s portraits of powerful m
Kissinger, Rockefeller, Arafat, and so on:
both cases, the homogeneity cf treatmen
causes the men to become almost anony
almost interchangeable. In both series
masculinity is explored as masquerade, a
power itself is revealed as a put-on. Turng
portraits, however, seem more provocativ
part this is a resuit of reducing these publ
jcons to comic caricatures and in part ar
of the context — Soviet citzens, at least U
1991, were not used to seeing their public
figures “sent up” in this way. What is most
disturbing about Turnova’s portraits is that
are given smiles and made to look a little
jaunty, almost what in America would be ¢
fun loving. The effect is truly sinister.
While the political content of Turnov.
work is banner bold, the messages in the
paintings of Elena Keller (b.1951) are cod
and arcane, more like the half-intelligible 11
of a prisoner furtively trying to communicat
with the outside world. Seemingly abstract;
paintings reveal themselves to be political.
allegories. A random splattering of red age
a yellow background becomes, on closer
examination, a map of the Soviet Union; in
center a stick figure lies in a grid, oris it cau
in a trap? Is this a reference to the inter!
camps located throughout the Soviet Unio
is the Soviet Union understood to be oné |



.on? Both map and trapped human figure

S0 eated in another painting called Great
're'(i?atians (1988); this time golden bars rain
2 on the-figure — a reference to Danae
hower of gold, or a hope for some
Jiitual infusion from above, or are these
Sp,den bars merely hard currency coming in
‘fomthe West? Readings are double, multiple,
= contradictory. Often words or letters

3? connect with iconic signs. To the

pecembrists, Your Affect/on_ate Brotheris a
ceries of red and blue markings th.at. can
wentually be read as AKATUL the initials of the
pecembrists.*® A Letter (1987) is a pictograph,
e addressee and message unclear. At times
e iconography is so personal, so solipsistic, it
ludes any conversation with the outside
hat is clear is an almost inchoate
o make a mark, to leave a trace, to let
e, anyone, know you exist. Keller is

down uP
andthe s

lyphic markings on one side of the
",are as unintelligible as the markings on

decipher, to find or impose meaning.
llations (1987) an intertwined couple
cked either in an embrace or in

ike the game of cat’s cradle, the
n.see either a cat or a cradle as the
nipulate the strings. In a painting

egut’s book Cat’s Cradle —

e the strength to change what | can,
grace tQ leave alone what | can’t, and

to know the difference” —

! d serve well as the epigraph for

Wi work.

Much of the work | saw during my first
2s heavily imbedded in a conversation
et people were just beginning to have
gners. This is a country in which many
bsent: they died in the war, they
e Purges, they died during the

|zation, they were sent to prison

€y emigrated. Svetiana Bogatir
aints translucent silhouettes of

ing somnambulantly along city

| receding into the vanishing point.
Mute tracings of those who have

d yet seem to have a presence, not
D’?'S memories but in the streets,
altways, and the thick walls of the
ere something of their physical
o linger. “| feel that in this room
28N many people here before me
am gone there will be others. We

TOP:

CsetnaHa BoratHp

Svetlana Bogatir, Walking People,
o/c, 97x116 cm., 1987.

BOTTOM:

Enena Kennep

Elena Keller, Constellations, o/c,
1987.

meet now by chance. We live in the space of
people with whom we have associated. You
know and | know that it was not possible to
speak about these things. Each of us is just
minutes in transit, only moments in light.
Everything is fragile and transparent — so now
| don’t paint people, only places for people in
light” (conversation with the author, Moscow,
July 1988).

A good deal of the work, especially that
done by women artists, seems to be engaged
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in an investigation of the representation of the
self. Unlike many Western women artists, they
are not seeking to deconstruct the images of
woman that have been mass-produced by
advertising. Instead, many Soviet women
artists seem to be engaged in a private, almost
obsessive recording of the self. For example,
the bulk of the more than forty years’ work of
Clara Golitsina (b.1925) are self-portraits. In
part this is a result of expediency — the artist
is always available as model. It is also the
result of circumstances. Other paintings have
been sold or given to friends; those that remain
in the artist’s small apartment are the the ones
done for herself. When seen together these
self-portraits, tracing the narrative of a life in
almost novelistic terms, provide a record rarely
available to us in paint. They begin with the
self-portraits of the artist in young womanhood,
in which she seems to be trying to see herself
as others see her. If it were not for the
steadfast stare of the young woman, these
works could be impressionist paintings of a
pretty young woman in a sun hat. The gaze,
directed at the viewer, will be a constant
throughout the years. In later paintings she
becomes more purposeful, more direct; the
woman now addresses the viewer more
confidently. Her hair is cut short, the clothes
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LEFT:

Knapa I"osmupitHa
Clara Golitsina,
Self-Portrait, o/c, 1965.

RIGHT:

Knapa I"onutibiHa
Clara Golitsina,
Self-Portrait, o/c, 1982.

are simpler, the hat more functionaj thay
stylish. The viewer is not provided witp,
distractions; the face fills the picture fram
There is no longer any question; these g
portraits. Although the recording of time
the face progresses with unflattering Obj
these are not portraits of someone ohg SS6
with aging but with the process of paintjng
As viewers of Golitsina’s portraits, we g
caught up in this obsession. Like reag
a narrative, we feel obliged to try to reaq
the repeated physiognomy some Meaning.
seek the meaning of another’s life, to cop
some closure. The portraits do not sugg
varying emotions, with one exception — 3
series of expressionistic, haunting works ¢
in the 1980s after the death of her hush
Afterward there is a hiatus. The last self
| saw was done in 1988; the gaze is no
directed towards a book in the artist’s har
the hat has a colorful bow, a bird sits on.
shoulder (a bird the artist found injured.on
balcony that has stayed on as a pet).‘Th
is of indeterminate age; were it not forth
on the back, this self-portrait could easj
confused with those of eatlier, happierd

Elena Figurina (b.1955) also seems
be engaged in an extended self-analysis
Golitsina, Figurina received no formal aristi



. until recently she worked as an aircraft
~(Y5’”,mg'r Figurina began painting in 1980 with
»ZZ .Of portraits, some of friends, one of
a5ef h, and several self-portraits. These

van ,Gcﬁf_g)ortraits were crude expressionist
ﬂYss the features highly stylized and

,V9m’r£ed executed with broad, simple strokes.
e lOr,s reduced to a primary palette with
d‘yelllow predominating, are gsgd

rily, and green blotches, reminiscent
Matisse's fauve period, appear on the face.
e explorations of the self expand to

& family groupings of the artist with her
mother, father, and sister. All distinguishing
(eatures are minimized, and all members of
tamily come to look alike. In later works

ily resemblance is extended. Groups
cople all resembling one another, yet all
ing the artist, are engaged in activities
walking, picking apples, standing in
with cows, catching birds, cleaning fish,
g, playing in the sand, or just standing,
grossed in quiet contemplation or

masks, are as devoid of distinguishing features
1asks. Like characters in folk tales,

ct with animals, who in turn take on
haracteristics, looking inquisitively or
halefully at the humans painted in the same
colors. People and animals carry out
vities in the bright, indefinite, and

ss background of Matisse’s dancers, and
atisse’s figures, their physical bodies are
or distorted in such a way as to

with their activity or to convey
Wlistically, Figurina's work is closely
ed with Russian primitivism and the
ived by artists such as Goncharova,
d Malevich at the turn of the
figures are engaged in the same
and are as simplified and

uated as Goncharova’s peasants.

; > paintings, however, are not a

ebration of peasant life; they are engaged in
?(Dlaration of subjectivity or the

Iplation of something external to the

hich they find themselves, and they
Ith the indefinite determination of

ters in a Beckett play.

a Miturich-Khiebnikova has been

- 1amily memorabilia in her recent work.
amily were all prominent members of
Un of Russian Futurists, their personal
Nd documents provide a fascinating
the impact of political changes upon
Jne collage contains Vera

OVa’s (1891-1941) record book with
Esults of her rifle shooting, an activity
€ty good Soviet citizen was expected

Enena Purypuna
Elena Figurina, The Red Fish, o/c,
122x97 c¢cm., 1987,

to excel. In a series of silk-screen prints made
of Victor Khlebnikov's correspondence with the
Artists’ Union, one can discemn the fate of the
avant-garde: receipts for art supplies, invoices
for commissions, and finally the unemployment
card issued to him by the Artists’ Union in
1927, the official way of informing artists their
services were no fonger required.
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—Nabokov

_ Historically, Soviet artists have been very
cent in the exploration of erotica or sexually
licit imagery. Not only nudity but also even
yually suggestive material had been
: rbidden to artists in several directives issued
;ministry of culture during the Stalinist
era. Obviously the ban acted as a deterrent,
aithough as early as 1968 Nonna Gronova and
ne'husband Francisco Infante staged an
itdoor performance in the snow in which
Nonna posed in the nude while candles melted
e snow castle built around her. Though using
own nude body was a transgressive act,
onova was not exploring sexuality in her
rmance. While it is impossible to
alize about an entire country, it is fair to
that Soviet culture has not regarded
lity as the locus of subjectivity. It is not
uch that the majority embraced Lenin’s
amous “glass of water” theory of sex, but
ather that they have not been conditioned by
dvertising's eroticization of everyday objects to

TOP LEFT: Bepa XneBHukoBa
Vera Khlebnikova, illustration for
libretto Thoughts on Opanas After
the Poem by Edward Bagritsky,
w/c, 22x16 cm., 1935. Pushkin
State Museum of Fine Art.

TOP RIGHT:

Bepa MuTypHu-XneGHHKOBa
Vera Miturich-Khiebnikova,
collage containing Vera
Khlebnikova's rifle shooting test
scores, 1991. Photo: Susan
Unterberg.

BOTTOM LEFT:

Bepa XnebHuKoBa

Vera Khlebnikova, cover for
libretto Thoughts on Opanas After
the Poem by Edward Bagritsky,
w/c, 22x16 em., 1935. Pushkin
State Museum of Fine Art.

BOTTOM RIGHT:

Bepa Mutypuu-XnebHukosa
Vera Miturich-Khiebnikova,
collage containing Victor
Khiebnikov's 1925 invoice from
Artist's Union, 1991. Photo:
Susan Unterberg.

BOTTOM: Hownda I'poHoBa
Nonna Gronova, Forest Ritual,
performance, 1968. Photo
courtesy of Margarita Tupitsyn.

conceptualize their subject relations in these
terms — i.e., to believe that sex is the key to
their individuality, the sole means of expressing
their most intimate selves or understanding the
subjectivity of another. Today, however, in the
logic of derepression, which always considers
the most censored to be the most significant,
many artists are exploring this particular taboo.
The representation of something called sex, in
this context, is part of a process of emergence.
The thriving gay and lesbian community in St.
Petersburg, many of whom are artists, have
effectively used erotically charged material in
art exhibitions and performances to announce
their existence, to counter stultifying
assumptions of normalcy, to celebrate the
body, and to articulate an already constituted
but previously repressed set of behaviors and
desires. Eroticism is explored as a locus of
subjectivity, a venue by which the self may be
liberated from its previous incarceration in the
de-eroticized communal body constructed within
Soviet ideology.

Heresies/idiomA



he was an hermaphrodite. In a culture
intolerant of even small deviations from the
norm, this was cause for an enormous
scandal, especially as Vadim’s mother was a
prominent party member. Bella Matveeva
(b.1961) also explores androgyny and
homoerotica in her paintings of highly stylized,
Egyptian-looking nudes in which the male and
female models seem to blend into one sex.
Installations of Matveeva's paintings
sometimes include the living nudes who
modelled for them. Her paintings seem
uncomplicated offerings of visual pleasure in
which threatening knowledge is allayed by the
beauty of the images, but the presence of the
actual people used in creating the work
disturbs the viewer’s passive identification with
the illusion of art. Matveeva’s Brechtian
strategy of “distanciation” or “defamiliarization”
undermines the subject positions of
speculation and in doing so, disturbs what
Stephen Heath calls the “safety of disavowal”
to reveal how these fixed positions of
separation-representation-speculation are
classically fetishistic: “Think in this respect of

Benna MartBeesa
Bella Matveeva, model with work,
1990. Photo: Victoria Buyvid.
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the photograph, which seems to susty; e
this fetishistic structure. The photograpy
the subject in a relation of specularity —the
glance, holding him pleasurably in the safe
disavowal; at once knowledge — thig exist
and a perspective of reassurance — but
outside this existence . . . the duality rigjy
the fetishistic category par excellence, tha
the beautiful.”®®
A number of recent exhibitions in py
Moscow and St. Petersburg have attempte
address issues of representation and the
construction of gender. The curatorial tegm
Olesya Turkina and Victor Mazin have orga
three such exhibitions. The first, called W,
in Art (1989), was a retrospective, with
sections dedicated to female students g
Malevich and Filonov as well as to work fropm
the sixties and seventies, a liberal period j
which many women artists were admitted
the Artists’ Union. The second and third:
exhibitions focused on contemporary a
Influenced by their readings of the new Frg
feminists, these curators attempted to ad
such issues as art as text, the gender
assumptions surrounding textile art, fetishism



lesbian love, and hermaphroditism.
theoretlca' impetus for these exhibitions
me from the West, and as the participants

Seives note, it is not easy to organize an
men;mon about feminist issues in a country
);:;Ire feminism is simply absent as a social or
;mlosoph'03| movement.

C’dltural Perestroika

. In her recent work Irina Nakhova (b.1955)
haS peen exploring the construction of gender

s a by-product of alt cultural production. For
several years Nakhova has been examining the
interstices between process and completion,
_between fragmentation and wholeness,
petween the extant and the ruined, between
renewal and decay. This began with a series of
yintings called Scaffoldings, in which the
cus was on the scaffolding itself, the process
of restoration, not on what was being restored
natural response to a culture caught up in
perestroika. After her visit to Italy she began
loring the ruins of classical antiquity. The

Besina MaTtseeBa

Bella Matveeva, diptych, o/c.

perfect beauty of classical art with all its
images of the finished, completed man,
cleansed of all scoriae of birth and
development, outwardly monolithic, is re-
presented by Nakhova as inwardly riven. in her
work the classical body is subject to aging and
decay just like the material body. In this re-
presentation of classical art Nakhova seems to
have discovered, almost as if by accident, the
gender assumptions upon which it is based. In
her latest works she paints pairs of male and
female faces or torsos from antiquity. As
classical statuary they show the effects of time
upon them in chips and broken limbs, and as
material beings, in sagging and wrinkles. All
the pairs are cracked; in one set the cracks
appear in a random pattern suggesting age or
accident, in another the cracks appear along
the lines of a perfectly symmetrical grid. The
cracks are identical so that the viewer can
exchange the pieces like a jigsaw puzzle, and in
doing so, the dichotomies between the material
body, with its close association to the maternal
body, and the classical body, with its claims to
completion and perfection, become as
apparent as the differences between the male
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and female bodies to which these dichotomies
are inextricability associated.

Maria Konstantinova (b.1955) also
reveals some of the gender assumptions of
high art by turning painting into “women’s
work” — making a pillow of Malevich's
Suprematist Black Square. To underscore the
inversions of identities she signed this piece
with both her own and Kasimir Malevich’s
initials: M.K.K.M. In a prophetic work of 1989
Konstantinova made a large cushion of a red
star, propped it against the wall in such a way
that it assumed humanoid features (somewhat
like a drunk sprawled against a wall). Draped
across its chest is a funereal banner that reads
“Rest in Peace.”

The icon of Our Times

It is only over there they think that living
means you have to eat.
— Dmitry Prigov

As the old order of art production,
distribution, exhibition, and critical reception
collapses, those with the requisite energy,
commitment, and enthusiasm are finding that
for the first time their projects can be realized.
Ironically, the closest historical comparison is
to the activities of the avant-garde just after the
Revolution. When Lunacharsky came to Lenin
for funds to support the avant-garde, Lenin
replied that in such difficult times, artists would
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TOP:

Mapus KoHCTaHTHHOBA
Maria Konstantinova,
M.K.K.M. (Maria
Konstantinova/Kasimir
Malevich), m/m, 101x40x17
cm., 1990. Photo courtesy of
Phyllis Kind Gallery.

BOTTOM: Wpuna HaxoBa
Irina Nakhova, untitled,
diptych, o/c, 102x76 cm. each
panel, 1991. Photo courtesy
of Phyllis Kind Gallery.

have to live on the energy produceq by 4
own enthusiasm. Today, as in 1918,

enthusiasm seems to be very rich fare;
Currently there are almost no govemmént
to support artistic activity, yet paints, Pape
and building materials are gathereqd, exh
sites are rehabilitated, and volunteer fal
abundance. As a result, this is a time yj
creative exhibitions and publications, Mak
joke of their straitened circumstances 4
the anxiety over food shortages, two g,
on an exhibition at the Marat Guelman ¢
that included a huge table loaded with
bread, and sausages they had transpop;
Odessa; at the opening the audience w
invited to feast at the groaning boarg.
official art institutions flounder, indep.
curators and critics have been quick t
advantage of the opportunities chaos h
created. At the Dom Khudozhnika, of,Arti'
House, in the New Tretyakov, Yelena
and Yelena Romanova were able to or,
exhibition of contemporary art unlike
previous exhibitions sponsored by tha
institution in that it was political, prov



1 times very witty. The recurring motif in a
¥ ger of works was food. .
S Jena Elagina (0.1949) raised the
¢ to its appropriate place in the Russian
531)538 e consciousness — to the level of The
‘wuea,‘lvc)ur Times. The price and availability of
,:i.o mis a daily topic of conversation,
e 'l/tesed regularly on the radio and television
‘;ifQ'iwere one of the leading economic
iors. Elagina’s sausages made of wood
ning together and draped like rosary
over a wooden cross. Where traditionally
would find scenes from the stations of the
ne finds instead back-it illustrations
om a book distributed to food service
wees during the fifties. The book is a
e‘tyimanual instructing people on the proper
ocedure for the handling and cleaning of huge
Tsrocessing equipment. There is an implied
{0 the dwarfed humans working with this
ioment and consequently something
pect about the content of the sausages. In
fier work Elagina constructed a rebus of
ord prekrasnoye, meaning “sublime” or

1053

Mapus KoHCTaHTHUHOBA
Maria Konstantinova, Rest in
Peace, m/m installation,
152x152x102 cm., 1989.
Photo courtesy of Phyllis Kind
Gallery.

“beautiful” as well as “red.” Hence, Red
Square is not called red in reference to its color
or its association with the Bolsheviks but
because it is beautiful. On the top of this
sublimely beautiful red square Elagina has
placed two red enamel cooking pots.

Olga Chernysheva’s (b.1962) work also
focuses on intersections between linguistics
and the culinary arts. Using the recipes from
The Book of Wholesome Food, a cookbook
found in every household during the Stalinist
era, she creates sometimes literal versions of
the complex confections every good Communist
woman was expected to be able to bake.
Gessoed canvases coated with what look like
layers of cream become sculptural realizations
of such old masters as Cake Napoleon or
Baiser Rodin. Using a star-shaped pastry cutter
(a favorite motif in this cookbook) she makes
Soviet pot pies. Along with these sculptural
realizations of what was always a utopian art
form because the ingredients for these
elaborate dishes were never available,
Chernysheva repaints illustrations from the
cookbook — oddly reified and cropped photos
of women’s hands and midriffs. These
fragmented body parts shift in connotation from
the clinical, as the hands work with strangely
complex equipment, to the erotic, as they
knead and shape bread dough into breast and
vulva formations.

The work of husband-and-wife team
Ludmila Skripkina (b.1965) and Oleg Petrenko
(b.1964), known as The Peppers, is deeply
immersed in the banality of byt. The mounds of
potatoes, pots of peas, and jars of pork
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helm the life they are intended to sustain.
1991 installation of their work at ‘Fhe
¢ Feldman gallery in Nevy York, eight
ona 4 pounds of potatoes filled one small
,‘“d'eThg walls were covered with a series of
.rft“-ngs devoted entirely to potatoes;
,’;‘)alﬂ, s, like faces in a crowd, recede into the
o2 C'rowding out everything else. Eruptions
oas flow out of canvases, pots, aprons,
A bones and breasts. But the abundance
.ts only boredom and repetition, not
ude. The obsessional nature of the
ity of gathering and preserv.ing th_e fogd
stroys the idea of enjoyment in eating, just
\[sense of pleasure is absent from the
nd graphs documenting such things as
mber of hours people spend engaged in
uld be considered pleasurable activity:
listening to music, going to a museum
irbus or a movie or a concert. As
inkina explains, “They were studies made of
) the Severski Factory in Sverdlovsky,
| grew up in. [t is an industrial town that
ted at the midpoint in the Soviet Union
veen Asia and Europe. It is thought of as
or medium point. They were studies
increase productivity. If a worker went
cert, did it increase his productivity? If
jas played in the workplace, did that
productivity? Reason controls
e. This is not science, but
scientific communism” (interview with
thor, Sept. 1991). The charts are comic
udicrous ineffectuality and depressing
inks of the amount of time wasted in
mpiling them. Another piece involves a book

‘embedded in an accordion. “The

is a comic folk instrument,” Petrenko
“Playing it causes the book to wheeze
-back and forth with the old saw of

Qte. Diagrams documenting the

n’of movement coordination,

and other essential faculties in a dog,

by the removal of various parts of his

Suggests the enormous amount of

done in the name of science. By far

‘{Smister are those studies done on the

Clive function of women. Petrenko

'S any feminist agenda to their work.

Yestern critics make the mistake of

that we are addressing women's

S When we deal with abortion

€S and use these charts of women’s

”ﬁglcal diseases, such as in our Types of
According to Madeishtam, but we

TOP:
Onbra YepHbiiesa
Olga Chernysheva, 0/c,1991.

BOTTOM:

Onbra UepHbliesa
Olga Chernysheva, o/c,
1991.

OPPOSITE PAGE:

TOP LEFT: Enera EnarnHa
Yelena Elagina, lksisos
wood, glass, electric light
225 x125 x 12cm.,1991.
Photo: Susan Unterberg

TOP RIGHT: Enena EnarvHa
Detail iksisos. Photo: Susan
Unterberg.

BOTTOM: Eneda Enarvna
Yelena Elagina, Prekrasnoye
(The Sublime or Red Square),
enamelware pots and m/m,

are not really concerned about women's
problems. We are interested in the language of
science, the context in which this language is
produced, and the way this language constructs
an ideology.” There is a certain irony in this
statement, for while it may be true that the
Peppers’ expressed intentions were “to explore
the metaphorical workings of the language of
science [and] the way ideology works deep
inside language,” the fact remains that the
most powerful examples of these
interconnections come from the pseudoscientic
material they have collected on the
medicalization of women’s bodies: the chart of
“Data Concerning Discharge as Related to the
Degree of Vaginal Cleanliness According to
Hermin”; “Classification of Retrodeviation of
the Uterus According to Elkin”; the “Diagram of
Fallopian Tube Permeability with the Aid of
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rams Obtained Through Insufflation
.+ the ‘Red Guard’ Device” (the Red Gua(d
e name given to an actual genealogical
;;;e}:(’\g for examining women); “Methods of
wceation " which seem to be ways thought
~;"'°Ca‘nd trY]e cervix, including “Gegor’s
ening pevice,” “Placement of Kafka's Cover
‘den"cervix of the Uterus,” or “To Drink Some
me (e too hilarious and too cruel to be
p. They reveal what feminists in various
ve been exploring for some time: the
ink between femininity and the
slogical, an important component of the
cal unconscious as it developed within
ohal configurations. Categorizing
nity as diseased, a source of
amination, or simply enigmatic serves to
~+o sexual mores and to establish state
public hygiene and state control over
jabor and reproductive activity. While
ers may not categorize their activity as
heir exhibition reveals that any
ting of the complex nexus of language,
¢, and ideology has historically been
ped over the dark continent of the

male body.

u

,e:LaSt Word

ind right. Of course they have nothing to
ith each other.
— QGertrude Stein

OPPOSITE:

JiloamMuna CKpunkuHa u
, Oner TleTpeHko

Ludmila Skripkina and Oleg

Petrenko (The Peppers).

he work of Svetlana Kopystianskaya
0}is in a very literal sense the ongoing
ng a language, “I'écriture féminine,’
riting in the idiom A. The subject matter of
paintings is texts — readymades of a
ready written for her, the barrage of
i¢ language she had found herself
whelmed by. “I don't go in for political
ne says. “I'm very far from politics,
ee all our newspapers and magazines
0<alled period of stagnation were
onsense. It was absurd. The
o they contained had nothing to do
ity, with real life. Several years ago |
Ed out from a newspaper a most banal
acommunist subotnik [someone
ard worker for the revolution —
€ On Saturdays, for example]” (interview
UthoY, Dec. 1989). One version she
with meaning, the other she called
th no Meaning. The lyrical flow of
skaya’s hand painting of the letters is
fference. This act was not as
las she thought, for as her husband,
S 0ut, when Svetlana began selling
broad, officials were very suspicious

Top Left:

Bone Marrow, six pea-filled
porcelain pipes with cloth
apron, 109x38 cm., 1989.
Photo: Dennis Cowley,
courtesy of Ronald Feldman
Fine Arts.

Top Right: Chart of Relia,
ename! paint and m/m on
masonite, 164x122 cm.
overall, 1989. Photo: Dennis
Cowley, courtesy of Ronald
Feldman Fine Arts.

Bottom Left: The Methods of
Provocation, enamel on
masonite with enamelware
lids and pot, painting
122x150 c¢m., 1990. Photo:
D. James Dee, courtesy of
Ronald Feldman Fine Arts.

Bottom Right: Translation for
Methods of Provocation.

of these textual works: “All the other paintings
passed with no problems, but at the Sotheby's
auction a very high-ranking official from the
Central Committee of the Communist Party
came, he looked at the works with texts, and
he got very nervous wanting to know what was
said in the texts. Someone made a joke that
the texts were significant state secrets. This
just illustrates the fact that all texts are treated
from the political point of view. For example,
it's forbidden to take xerox machines into the
U.S.S.R., but you can bring cameras and video-
cameras.”

It was in the midst of this textual
overproduction and censorship that
Kopystianskaya began her subversion of the

- constitutive power of language. In her

landscape paintings, composed of handwritten
texts, she reverses the viewer's habitual
relation to language — rather than looking
through the printed word 1o the meaning it is
intended to convey, the viewer is invited to look
at it. In this manipulation of attention, the
materiality of language is foregrounded. The
movements of semantic and narrative
construction are suspended or reversed; the
conventional ground, the transparent medium
of language, usurps the place of the narrative.
Her intention, however, is not just to reduce
language to its surfaces, but rather to
investigate the condition of any sign’s visibility.
To see the landscape and to read the text are
two incompatible operations that exclude one
another because they require different
adjustments. The texts are passages from
famous Russian novels that have so described
the Russian landscape it is impossible to
perceive it except through this screen of
language which turns all into a paysage
moralisé — a landscape onto which man
imparts and from which he seeks to extract
meaning. It is not the “real” that
Kopystianskaya intended to reclaim, rather, she
was motivated by the sense that her voice, her
vision, had been silenced by what she
describes as “the oppressive role of literature
in the Russian visual arts; literature drives the
visual propetrties of an artwork into the
background.” In Kopystianskaya's landscapes
the viewer is asked to let go of the imposed
significance and focus instead upon something
far more elusive, something that is only artistic
transparency and without substance.

No closure to this essay is possible. As
we continue to expand our conversational
community, the numbers of women artists will
always be in excess of our ability to provide
supportive commentary. This magazine is no
more than a beginning, part of an ongoing
commitment “to do immediately for living
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'artists what we can only do belatedly
* o in the past — write them into

,05"21 Wwhat is hoped for is that the act of
ny'wi‘[ change the very history it records.
i pg ublication of fdiomA it will no longer
aerfth;bfie for curators or gallery directors to
“ceveral have done, that they didn't
de any women artists in their exhibition of
Lart because they couldn’t find any. To
he idiom A is no longer to write in the
ctive, but instead to write in the
al or future tense, an interrogative
that asks, “Why not?" and looks forward
me that will be different.
t the beginning of this century Virginia
xplained women's absence from history
from cultural production in terms of the
r'of the the mirror: “Women have
Il these centuries as lookingglasses
ing the magic and delicious power of
ng the figure of man at twice its natural
(twas an important role, she argues; it
‘men to go out on the stage of history

adymade reflections. Still, the process of
ourselves has revealed something
yrkings of this apparatus. In an

ng linguistic coincidence Lacan would
te, mir in Russian means “world.”

10 Lacanian theory, we fashion and
lon ourselves through these necessary
stitutive repeated encounters with the
here is noplace else we can look for a
ccurate image than to this apparatus
ovide only fragmentary

tions. The question that feminists on
ides of the mir are now considering is

lir would look like if we were to turn
ma ¢ and delicious power” women have
Ected to reflecting the figure of woman at,

$ natural size. Miru mir. %

T, "Images of women and /a peinture
Nancy Spero (London: ICA/Fruitmarket
987), p. 5.
'{.letaya, “An interview with Tatyana Tolstaya,”
lges 20/21 (Winter 1990/91), p. 26.
Ne;terova, quoted in Pauline Michgelsen,
€S Ats,” A Chicken Is No Bird (Amsterdam &
Caron Editions, 1991), p. 71.
{?gislative reforms that took place during the
10d granting women equal access with men
t‘-onﬁnd professional training, equal
€8 In employment, renumeration, and social
| activity, etc., were more often proclaimed
5 an;he very fact of having this equity

Written into law marks an advance over

10

11

12

13

14

15

16

17

18

19

TOP:

CeeTniada KonblcTAHCKasA 20
Svetlana Kopystianskaya,

Landscape, o/c with acrylic,

79x158 cm., 1985. Photo

courtesy of Phyllis Kind Gallery. 22

21

BOTTOM:

CeetsiaHa KonelCTAHCKas
Svetlana Kopystianskaya,
Detail Landscape 1985.
Photo: Jo Anna Isaak.

the majority of industrialized countries even now.
Canadian Woman Studies (Winter 1989) provides a
detailed comparison between the conditions of
Canadian and Soviet women.

Hilton Kramer, New York Times Magazine, Oct. 11,
1981, p. 54.

Benedikt Livshits, Polutoraglazyi strelets
(Moscow/Leningrad, 1933), p. 143. For an account of
the legend of the Amazons as it forms part of the early
history of Russian women, see Dorothy Atkinson,
“Society and the Sexes in the Russian Past,” in
Dorothy Atkinson, Alexander Dallin, and Gail Warshosky
Lapidus, eds., Women in Russia (Stanford: Stanford
University Press, 1977).

Rozsika Parker and Griselda Pollock, Old Mistresses:
Women, Art and Ideology {London: Routledge and
Kegan Paul, 1981), p. 99.

Griselda Pollock, “Vision, Voice and Power: Feminist Art
History and Marxism,” Block 6 (1982), p. 4.

Quoted in Barbara Alpern Engel, Mothers and
Daughters: Women of the Intelligentsia in Nineteenth-
Century Russia (Cambridge: Cambridge University
Press, 1987), p. 54.

Natalya Goncharova, “Preface to Catalogue of One-Man
[sic] Exhibition, 1913," Russian Art of the Avant-Garde,
Theory and Criticism: 1902-1935, John Bowit, ed.
(New York: The Viking Press, 1976), pp. 57-58.
Griselda PoI!ock; Vision and Difference: Femininity,
Feminism and the Histories of Art {London and New
York: Routledge, 1988), p. 11.

Ludmilla Vachtova, “The Russian Woman and Her
Avant- Garde,"” in Women Artists of the Russian Avant-
Garde 1910-1930 (Cologne: Galerie Gmurzynska,
1979), pp. 43-44.

Alison Hilton, “‘Bases of the New Creation’; Women
Arist and Constructivism,” Arts Magazine, Oct. 1980,
p. 142,

Sobko, N. P. “Russkoe iskusstvo v 1886" (Russian art
in 1886) Leningrad: Public Library, Manuscript Division
(Fond 708, ed. khr. 62).

Anna Alchuk, “The Silent Sex,” A Chicken is No Bird,
pp. 49-54.

Ira Zatulovskaya, quoted in A Chicken Is No Bird,

p. 69.

“Angry Women Demand Change,” Moskovskie Novosti,
June 15, 1988, cited in Francine du Plessix Gray,
Soviet Women: Walking the Tightrope (New York:
Doubleday, 1990), pp. 37-38.

See Yelena Khanga, “No Matryoshkas Need Apply,”
The New York Times, Monday, November 25, 1991,
Op-Ed section.

The Decembrists attempted to liberalize Russia’'s
political, economic, and social systems by staging an
abortive 'coup in December of 1825.

Stephen Heath, “Lessons from Brecht,” Screen 15:2
(1974), p. 107.

Griselda Pollock, Vision and Difference, p. 15.

In a further coincidence, mir also means “peace.”
Miru mir means “peace to the world.” B
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Linda Nochlin

Editor’s note: This classic essay was first published
in 1971 in the anthology Woman in Sexist Society:
Studies in Power and Powerlessness, edited by
Vivian Gornick and Barbara K. Moran (Basic Books).
The following excerpts have been translated with

permission of the author.
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JIacTu n306pa3nTeJ1bHor0 VICKYCCTBA.
Briexompiil IEpBHIM TIOPBIBOM, (beMymnsM 3ar,
BaeT MPUMAHKY BMECTE C KPIOUKOM U JIecKoi 1

Ia, HOKA3BIBAET



IICHU 3ABHCEIA OT Mawye, KaK NpUHATO AYMATh -
. ICMACTCS BCE TO, YTO OObIUHO MPEXNPUHUMAET
K HCKYCCTBA, CTPEMSCH JOKA3aTh BAXHOCTD M3-
070 MM HE3ACLYKEHHO 3a0BITOr0 MJIM BTOPOCTE-
0r0 XYNOKHHKA. DTH MONBITKH, 6E3YC/IOBHO, CTO-
CUINI, HA HEIX 3TPAYCHHBIX, TOCKOJIBKY PACIIM-
HATIH SHAHMS i OTHOCHTENBHO JOCTHIKEHUIT K EH-
OTHOCHTEILHO HCTOPHU HCKYCcTBA BooOue. Ho
K HE OIPOBEPraloT TO AONYLICHUE, KOTOPOE
3 BOPOCoM "IToyemy He ObIBACT BEMHKUX Xy-
" HaoGopor, nia otsera Ha HET0, OHY JIUIb
IBEPXNAIOT €ro CKPLITHI OTPHUATENbHLIH CMBICI.
’KHO ITONBITATHCSI OTBETHTH HA HTOT BOIIPOC IIO-
MY, CIIErKA CMECTHB AKLEHT, KaK 9TO HEAAI0T
COBPEMEHHBIE PEMIHICTKH, KOTOPHIE YTBEPXK-
0 "BeMYIE” KEHCKOTO HCKYCCTBA COBCEM HMHO-
TaKHM 00pa3oM MOCTYTHPYETCSI CYLIeCTBOBA-
OCTOSTCABHOTO M Y3HABAEMOTO JKEHCKOTO CTH-
OT0pLIi oTIHyaeTCs 1o (hOpMaJIBHBIM M BHIPA3H-
PIM IDHEMAM M OCHOBBIBACTCS HA OCOBEHHOCTSIX
HHS M COLMAIBHOTO OMBITA X CHIIHHEL
CDBLL BITUISN, B 9TOM €CTH CMBICL. Counann-
PUKEHIMARELL BOOGMIE ¥ XyIOKHULE B YACTHO-
Hitvaercy o MY3KCKOTO; TI09TOMY paboTsl rpyi-
3HATCNLHO O0HeTWHHBIINXCS JKCHIUMH, TI0CTa-
cebe uespio sl Pa>kEHHE PPYIIIOBOTO XEHCKO-
,HSI, M Ha cCaMOM fesie MOXKHO Ha3BaTh heMu-
7 8O He xenckum nekycersom. K coxane-
8 TaKoe anneHue 1 BO3MOXKHO, B MCTOPIH OHO

He Habmonanock. Ecau npencrapuresieil HyHuaiickoit
HWIKOJIEL, mocaenosateneit Kapasanxo, xynoxsuxos
kpyra I'orena, "Cusero Beannuxa'" mwim xy6uctos
MOXHO Y3HATh TI0 SIPKO BBHIPAXEHHEIM CTHIHCTHYC-
CKMM ¥ BEIDA3UTEIBHEIM IPUEMAM, TO JKEHINKUH B HC-
KYyCCTBE O0BEAMHATE OOIMINM CBOMCTBOM " >KECHCTBEH-
HOCTB" HEJB3S1, TAK XK€ KAK HeNIb35 OObEeNUHUTD UM U
nucarenprul [... . Huxaxas ofmas tonkas cy6eran-
ust "(hEMUHUHHOCTH " HE CBSI3EIBAET UCKYCCTBO ApTe-
mMusun [Dxenrunecku, Buxe-Jle6pen, Aurenuku Ka-
ydmann, Poset Bowap, Beprst Mopu3o, Crosausst Ba-
nanos, Kere Konpswm, BapGapst Xenyopr, Ixopn-
xuu O’Kudu, Codu TeitGep-Apm, Dren Opauxenta-
aep, Bpunxer Paiinn, vwin JIynsst Hesenscon, ue ro-
Bopst yxe o Caco, Mapuu ®@pannysckoit, Ixein Oc-
THiH, OMuma Bponre, 2Kopx Cang, Ixopnx Diwor,
Bupmxunuu Byned, leprpyne Craiin, Dvunu Tukums-
coH, Canppun ITnat u Cerosan 3onTar. B kaxmoM or-
AEJIPHOM CHY4ae XEHITHHEL - XyXOXHHIIH U MUCATE b~
HHILIBL, OYEBUIHO; GIIMXKeE K IPYTIM NUCATEAM K Xy-
AOXHHUKAM CBOCTO KPYyra M BDEMEHH, YEM IPYT K APYIY.
MoxHO cKa3aTh: XEHUIMHBI-XYTOXHULB 60/IbIIe
TIOrpyKeHBl B COOCTBEHHEI BHY TPEHHUIT Mup, Gostee
TOHKHM B BRIOpaHHOH Texuuke. Ho xTo u3 npusenermo-
ro BHlIIE criucka Gosbire obpamen BHyTps, yeM Penon,
KTO YMEJI TOHBIIE PabOTATh C HIOAHCAMM LBETA, UEM
Kopo? Kro 6onee xencrsenen - Buxe-JleGpen unu
®paronap? U passe He B TOM [EJIO, UTO CTHIb POKOKO
B0 ®panumn XVIII Bexa Boobuie >KeHOnomobeH, ecnu
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€ro PacCMaTPUBATh B OMHAPHOMN ONITO3UITNM MY>KECT-
BEHHOYO K XXEHCTBEHHOMY? ECiu IpusHakaMu XeHCKo-
TO CTUJISL CYUATATD U3SIECTBO, TOHKOCTh ¥ U3BICKAH-
HOCTD, TO B pabote Posst Bonap "Konckas sipMapka”
HET HUKAKOM XPYIKOCTH, 4 B TUTAHTCKUX XOJICTaX
Qe OpankeHTanEp HE OGHAPY XKUTCSI HU U3BICKAHHO-
CTH, HA MHTPOBEPTUPOBAHHOCTH. EC/H XEHIMHBI U30-
OpaxaroT CLLEHbI CEMEIHOM XM3HH M IULIYT NETCKHUC
TOPTPETHI, TO TO Xe camoe aenanu A1 Cren, Hlapnen
W ¥IMIPECCHOHHUCTHL, M HE TOIbK0 Bepra Mopu3so niu
Moapu Kaccar, Ho 1 Peryp nnu More. I1po6iema xope-
HUTCS HE B (DEMHUHUCTCKOM KOHUENIMY XEHCTBCHHO-
CTH, a CKOpee B 3301y XACHVM - PA3NEASIEMOM ¥ ITHPO-
KOt Iy 6JTMKOI ~ OTHOCHTEIBFHO TIPHPOAK! HCKYCCTBA.
OT0 HAUBHOE IIPEACTABIECHUE O TOM, UTO UCKYCCTBO SIB-
JISICTCS. HETOCPEACTBEHHDIM JTHYHOCTHBEIM BHIPAXKEHUEM
9MOMMOHAILHOTO OLITA XYAOXHUKA, IEPEBOIOM U~
HOU XXU3HU B U300Da3UTE/IBHBIA P,

HckyceTBo He MMeeT ¢ 3THM HUYEro obILero, a Besiu-
KO€ UCKYCCTBO - TeM Gostee . MckycCcTBO - 9TO BHyTpeH-
HE JIOPTMYHBIH 936K )opM, KOTOPHIA B TOM UAX MHON
CTENEHH, B 32BMCUMOCTH OT 3aHAHHBIX BO BPEMEHHU
KOHBEHIIMH, ONPENEIIEeTCS CHCTEMOM 0603HAUCHHIT,
KOTOPYIO HY>XXHO OCBOMTH MJIM 3aHOBO paspaboraTs -
MJIA B poLiecce 00y UEHUS, YITH B XONE JUTHTEIBHBIX
SKCIEPUMEHTOB. S3BIK HCKYCCTBA MATEPHAIUIYETCS B
LBETOBOM IIAITHE MJ/IM IMHUM HA XOJICTE MUt Jiucte Gy-
Mary, B KaMHe, IVIMHE, TJIaCTUKE MM METasie - HO OH
HM B KOEM CIyyae HE UMEET HUKAKOIO OTHOUWEHUS HU
K PBIJAHMAM, HH K JOBEPUTCIABHOMY IIEIIOTY.

Onuako Ha camMoM nese, Kak BCEM HaM M3BECTHO,
TIOJIOXKEHUE B UCKYCCTBE B IPOLLJIOM M B HACTOSIIEM,

TAXX€ KaK M B COTHE Apyrix obacreil, o6eccMbIC/MBa-
€T, NONABJISICT M JININAET YBEPEHHOCTH BCEX TEX - U

>KEHIMUWH B TOM YHCJIE - KOMY HE TTOBE3JI0 POXUTLCS C
6e1oif KoXel, XKeJaTeNbHO B CpeaHedy pKyasHol cpe-
1€ M, IIPEeXAe BCEro, My Xxuunoit. [lesio He B 3Be30aX,
HE B TOPMOHAX, HE B MEHCTPYaIbHEIX IIMKJIAX H HE BO
BHYTPECHHHUX MOJIOCTAX OPIrAHU3MA - XEJIO B UHCTUTY -
Tax ¥ B BOCMHTAHUH, IIOA KOTOPBIM S IIOHMMAT0 BCE,
YTO MPOMCXOMUT C YEJIOBEKOM HAYMHAS C TOr0 MOMEH~
Ta, KOrAa OH BXOAUT B HANI MUD CHMBOJIOB, 3HAKOB ¥
cursaioB. JIOCTONHO yOUBJIEHS HA CAMOM AEJIE TO,
YTO NPH BCEX NPENITCTRUAX XEHIMUHAM (KaK U He-
rpaM) yoaeTcs ROOUTHCS Takux OAECTIIIUX YCIIEXO0B
TIO BEIOMCTBY OEJIOr0 MY KUHHBI - B HAYKE, NOTUTHKE
U HUCKYCCTRE.
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Korna 3anymaemscs o MoTusax BOMpoca "II
He GBIBAET XEHMIHMH-XYXOXHUL' , HAunHa eIy, Il
MAaTh, HACKOJIDPKO HAIIH TPEACTABICHHS O TOM
TPOEH MUD, 00YCIOBNEHHI - U banbcudunupopy
(hopMyTHPOBKOI CAMBIX BaXXHEIX TIPOGiem. M
MHEBAEMCS B TOM, UTO CYHIECTBYIOT TIpoGema
HOH Asum, npotiemMa 6exHOCTH, TIpobieMa uepK;
TO HACENECHUS, & TAKXKE XKEHCKAd Ipobiema, H
JIa HYKHO CIIPOCHTH Ce04: a KTO CTABUT 3TH I
¥ € KAKOH LENBI0 OHH (DOPMyTMpYIOTCT MMeHk
06pazom. (MOXKHO OCBEXHUTD B TIAMITH KOHHO!
"eBpEiiCKOro BOIpoca” B HAIMCTCKOM IepManuy

Taxum oGpazom, npobaema KEHCKOTro pase)
MICKYCCTBE HJIM KaKOH Gbl TO HE GLUIO HHOI 0611
HE ITOPOXAAETCS OTHOCUTEILHOH O1aroxenarer
CTDIO, MJIM, HA060POT, 3/I0KO3HEHHOCTBIO OTAEN,
MY>XUHMH, HC BOSHHKAET B PE3Y/ITATE CAMOHAL
CTH HJIM CAMOYHIYVXEHUS OTAEIBHEIX XEHIIHN
KOPCHUTCS B CAMOH NPHUPONE HAMINX HHCTHTYIIN
HBIX CTPYKTYP, B TOM MHDOBO33PCHHH, KOTOPO
HaBA3BIBAIOT HHAUBULYYMY. Kak orMeyan Goe
ser oMy Hasan JIxon Ctioapr Mmuie, "Bce T«
OOBINEHHO, IIPENCTABASIETCS] HAM CCTECTBEHHbL
KaK 00BIYai TOMYMHEHM S XKEHINMHEL MY XUKMHE IT
BCEMH H MOBCIOAY, JIIO0OE OTKICHEHHE OT HETO
BEHHO, KaXeTCS IPOTHBOECCTECTBEHHLIM." B B
GOJIBIIMHCTBE MY>KUUHEL, HA CJIOBAX BHICTYIIA
BEHCTBO, HEOXOTHO OTKA3BIBAIOTCS OT ITOIO "¢
BEHHOIO" IIOPSKA BELIEH, CYJISIETO UM 3HAY
HBIE BHITOABI. [100XEHHE X EHNIMHEDL OCIOXH
TEM, 4YTO, KaX CHpaBeniuBo 3ameru Muiip, B
UHE OT NPOYMX YTHETEHHBIX KJIACCOB M KACT, M
HBI TPEOYIOT OT HEE HE TOABKO HONUHHECHNUS, H
oTBepXKeHHOM 008N, JKenmpHa nHTEpHAIN3Y
60BaHUd OBINECTBA, B KOTOPOM TOCHIOACTBYET MY,
Ha, HONAafaeT B 3aBUCUMOCTh OT MATEPUAJIHHEL
JKenmune cpemHero xaacca ecrb, uTo TCpSITb,:
cBOMX HemeH. [...]

B ocHOBE 3TOr0 BOnpoca JIexXaT MHOTOYHCIEH
HAUBHBIE, UCKAXKCHHBIC, HEKPUTHYHEIEC MHEHH
CHTEJIBHO CO3JaHMS IIPOU3BEACHUS HCKyCCTBa B
a TAKKE CO3MAHUS BHIAAIOILEr0Cs HpOU3BeRCHAL
kyccrsa. Co3HATEBHO MU HEOCO3HAHHO, OTH
y6exIeHNs OBBEANHSIOT B OMH psi iMeHa M)
mxeso u Ban I'ora, Padasns u [IxxekcoHa HOJI
nomemas ux B paspsig "Bennxux'- noueTHoe #
BaHUE, ITOATBCPXKICHHOE LEJIOM PSIEOM aKameM



'mTymu”d. IHox Besuxum Xypoxuukom, KOHCllH'(‘),
A3yMEBAETCSI TOT, KTO OCEHEH "[eHHANBHOCTDIO",
0 ouepesib, I eHMaILHOCTBIO CUMTAIOT Ty BHCBpE-
HY!O ¥ 33TAIOYHYIO CHILY, KOTOPAsI HEKOTOPDHIM 00-
430M BOIIOIIEHA B JIMUHOCTH Benukoro XynoxHuka.
KHE YCTAHOBKH XaPaKTEPHBI IUI5l OUCHD MHOMMX
rpoBerueckux pabor. He cayuaitHo Tak masio
OBAHDI YCJIOBHSE, KOTOPBIE OGBLIUHO COMTYTCTRYIOT
U0 BEMKOTO IPOU3BENCHUS |... .
axum o0pa3oM, B OCHOBE BOTIPOCA O XKEHIIHWHE-X Y-
10 mxi’e nexut Mug o BeankoM XymoxHUKE - repoe
voHorpadhuit, 60ronooGHOM, HEMOBTOPHMOM -
[YHOCTE € CAMOTO POXKICHH I HaneeHa 0co60i
nupeit Camoponuoro Ienwst wan Tanaura, Ha-
10100MC XXAPEHOM KJIeLIKU B KYPHHOM Gy/IbOHE, KOTO-
aK LM B MELIKE, HE YTauilb, KAKUMU OBl He-
HATHBIMU W OECHEepCeK THBHBIMH HU OBUTH 00-

YecKasi aypa, OKPYKAIAas Hao0pasuTen-
KYCCTBO U €TI0 TBOPIA, ECTCCTBEHHO, C HEe3amna-
X BpeMeH nopoxnaana Mmudet. MutepecHo, uto
THYECKUEC CIOCOOHOCTH, KAKHUE IPUITHCHLIBAJ
peueckomy ckynbnropy Jlucunny [1naTou - ta-
HEN{ BHYTPEHHUIT TOJIOC B PAHHCIT IOHOCTH, OT-
> IDYTHX YuHTeeH, KPOME BETHKOTO YUYUTEAS
b - oBTOpsIoTCst yxe B XIX Beke Guorpadonm
axcoM Bromonom. CBEpXTLeCTCCTECHHLIE CITO-
U XYNOXHMKA KAK MMUTATOPA AEeHCTBUTELHO-
CHHE MOTYIIECTBEHHBIMM M, BO3MOXKHO, OTIac-
AMH UCTOPHUCCKH TIOCTABUIIO €0 OCOOHSIKOM
¢ SoromonoGuoro TBOPLA, CO3MAAIOLIErO Bhl-
YEro.
€X 0 11a6,10H0M MiOJIOTHH HCKYCCTBA CTAJA
40 TOM, KaK CTapIInii X yROXKHUK WU TIPOHH-
DI IOKPOBUTE/b OTKPBIBACT UYHO-THTS,
Q6JIm<e CMHPCHHOro nactyiika. Basapu
T 00pa3 1oHoro JIXOTTO, 3aMEUEHHOrO BE-
P{ a6ys, xorna napHmmka, NPUIJISIALIBAY 34
MCOBAJT OBeL Ha KaMHE. OLICJOMICHHBII
| PrcyHKa, Uumalys HeMeIICHHO B3s11 G-
Omy x cebe B yucnuku, B CHJ1Y TAMHCTBEHHOIO
1, Gonee nosnuue XYAOMKHUKH, TAKME KaK
¥, Aunpea CaHCOBHHO, Anppea nenn Kac-
fa}}TeHbsr, CypGapan n Tofist, Gbi 3aMeyeHbl
TMYHMX naCTOpaIbHbiX 0GCTOSTEABCTRAX.
Y YOHOMY Bestukomy Xynoxunky He BEINano
CTYIIUTH HA CTE3I0 CTABDL! B OKPYXEHHH

OBEYDEIO CTAAA, Er0 TAJAHT BCE PABHO IPOSIBIISETCS
OUEHb PaHO U (€3 BCAKOIrO MOCTOPOHHETO BMEILATE Th-
cTBa: Grtytor pacckasst 0 Oumnmo Jlunmu i o ITycce-
He, 0 Kypbe u 0 Mone, KOTOpBIE pHCOBANK KapUKATY~
DB Ha TIOJIIX YYeOHUKOB BMECTO TOTO, UTOOLI 3aHU-
MAaThCs HAYKAMH - ¥ YK KOHEUHO MBI HUKOTAA HE yC-
JIBIIIMM PACCKA30B O MOJIONBIX JIFOSX, KOTOPBIE Ipe-
HEOPEran 3aHATHIMU ¥ MAPATM PUCYHKAMHU IIKOb-
HBIE TETPAAKM, HO IIPU STOM CTAJIM NPUKASUMKAMU UK
npofasuaMu B 00yBHOM saBke. CaM Beukuit Mukenn-
AHJIKEJI0, COTVIACHO €TI0 yueHuky u 6uorpacdy Baszapu,
pebeHKoM npeprounTan yuebe pucosanue, CTOIb He-
comHeHeH OBLI ero TaJgaHT, coobmaer Basapu, uto Kor-
Ia ero yuurens DHpasHIaiio OTAyYnICsS U3 KANe b
Canta Mapus Hosesra, rie on nenan dpeck, a
I0HBIH YUEHVK BOCIOIB30BAJICS EI0 KPATKOBPEMEHHBIM
OTCYTCTBHEM YTOOKI H306Pa3UTh "IOAMOCTKH, KO3JIHL,
TOPIIKH C KPACKAMM, KHCTH U 3aHATHX paBoToil moama-
CTEpbeB”, OH BRIMOJIHMI 3TO CTOJIb UCKYCHO, UTO BEp-
HYBIIMCE, MA3CTPO BO3MIACKIL: "DTOT MAMbUUK 3HAET
Gonbiue menst!"

Kax uacro ciayuaercs, 3ti ucTOpHH, B KOTOPHIX, BE-
POSITHO, €CTh KOJISL HCTHHEl, ONHOBPEMEHHO M OTPAXKa-
10T, ¥ YKPEIUISIIOT TE€ YCTAHOBKH, HA KOTOPHIX OHHM II0-
xosres. axe Gynyumr OCHOBAHH Ha peaabHOM dakre,
3TH MU(E OTHOCUTEIBHO PAHHETO IPOSBICHHS TeHH-
ampHOCTH OOMaHUMBEL. Be3 COMHEHHS COOTBETCTBYET
HNEACTBHTEABHOCTH, HAPUMED, TOT GAKT, YTO MOJIOHON
ITuxacco BELIEPXAaJ BCTYIHUTENBHEBIE SK3aMEHEL B Bap-
CEJIOHCKYIO, a 3aTeM B Magpuackyro AKageMHmIo uc-
KYCCTB B BO3PACTE NITHAMLATY JIET ¥ BCETO 34 OQUH
IEHb, TOINA KaK OOJIBIIMHCTBY KAaHAUIATOB TPe6oBaI-
€5 KaK MEHUMYM MeCSIIT Toarorosku. Ho xoresock 651
1o60JIBIIE 3HATH M O TEX HE 110 JIETaM Pa3BUTHIX IIpe-
TEHACHTAX, KOTOPHIE B NAIBHENIIEM CTAIN CPEXHAMU
XYAOXKHUKAME UM BOOOIIE HE COCTOSIMCH B MCKYCCT-
BE - XOT$, KOHEYHO, TaKHe He HHTEPECYIOT HCTOPHUKOB
MCKYCCTB - WM O TOH POJIH, KOTOPYIO CHITPAJl B paHHEM
XYROXKECTBEHHOM Pa3BUTHH cbiHa otew [Tukacco - npo-
deccop xupomucu. A yro, ecu 6st [Tukacco pogmics
nesoukoi? O6pamas 681 cennpp Pyuc Takoe BHUMAHIC
M TOOIIPSUL OB XyXOXECTBEHHEIE AMOHINHY B MAICHb-
xoit [Ta6mure?

Bo Bcex aTHX pacckasax mesaeTcs aKUEHT Ha Yymec-
HY10, HEJETEPMUHHMPOBAHHYIO, ACOLMANbHYIO IPUPONY
XYHOXECTBEHHOM offapeHHocTH. Takoe mosiy peauruos-
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HOE OTHOLIEHUE K posty XygoxHuka B XIX Bexe moso-
IMTCS KO yporH4 aruorpaduu. McTopuku HCKycCTBa,
KPUTHKY ¥, HE B TIOCIENHIOK OUEPENDb, CAMU XYRXOXKHMI-
KM IIPUABAJIK UCKYCCTBY XapaKTep Peuruy, Iocien-
HEr0 OIUIOTA BBHICHIMX LEHHOCTEH B MATEPUAJIMCTH- Ue-
cxoM Mupe. XyOoxHUK B xutusx ceariix XIX sexa 6o-
PETCs C KpalHe BBHIPa’KEHHLIM IIPOTHRBOACHCTBUEM
ceMby ¥ 00niecTBa, OK00HO XPUCTHAHCKOMY MYUeHH-
Ky. O6miecTBo MobUBAET €0 XKAMEHUSMH ¥ IIPUIBOXKIA-
€T X II030PHOMY CT0JI0Y, HO B KOHCUHOM CUETE OH Ipe-
O710JIEBAET 3/YIO CYALOY - OGBIUHO, YBHL, YK YIS u3
KH3HY - IOTOMY YT0 M3 CAMOM IIyOUHBI CBOETO Cymie-
CTBa OH HM3/Iy4aeT TAMHCTBEHHOE, CBSIICHHOE JIyuye3ap-
voe cuguue Nenns. Bor 6esymusiit Ban [or cosepuaer
TIONCOTHY XM, HECMOTPS Ha SMUJIEHTUYCCKUE IPUITAKHY
M XpaiHioo Huuery; a sot Cesaud, npenebperas ore-
YECKUM IPOKJISITHEM M OOIIECTBEHHDBIM MIPE3PEHUEM,
PEBOIIOLIMOHMBNPYET XUBOIHCEH; ['OTeH OMHUM IK3H-
CTEHLIMAANBHBIM XXECTOM OTPUHYBIIHUHU pecriekTabenns-
HOCTb ¥ PrHAHCOBOE BIATONOIYYHE, YRAIAETCS B TPO-
UKH B TONCKAaxX CBOEro npussanug; a Tynys-Jlorpexk,
YPOIIMBEIA KAPJIUK U IbSHULA, XEPTBYET IIPHPOXK-
IEHHBIM IIPABOM aPUCTO-KPATa BIOXHOBEHHUIO, KOTO-
poe 0OpeTaer B XaJIKuX TPymodax.

Ceituac HY OMH CEPHE3HBIA MCTOPHK MCKYCCTBA HE
TIPHHIMAET 33 YHCTYI0 MOHETY CTOJIH OUCBHIHLIE BbI-
mbIcabl, OMHAKO MOACO3HAHME HCCIENOBATE/IS ¥ AKCHO-
MBI, ¥3 KOTOPBIX OH MCX0MUT, JOPMUPYIOTCS HMEHHO
Takoil MuoSOrueit XyX0XeCTBEHHOTO TBOPUECTBA U
COIYTCTBYIOIIMX €My O0CTOSTEILCTB, XOTS OH H OroBa-
PHBAETCH 0 TIOBOAY COLMAIBHBIX BJIMSIHUN, COBPEMCEH-
HEBIX BESHMIL, SKOHOMUUYECKUX KPU3KCOB U T.11. B ocHoO-
BE CaMbIX MCKYIIEHHBIX UCCAEKOBAHMI BEIMKUXXyHOXK-
HIKOB -~ KOHKPETHO, MOHOTpaduii 110 HCTOPHH UCKYCCT-
BAa, KOTOPHIE MCXOMAT M3 KOHLEIIINH XYX0XKHHUKA KaK
TIEPBUUHOTO, a COUMANBHEIX 1 HHCTUTYIMOHAIBHbIX
CTPYKTYP, B PAMKAX KOTOPEHIX EMY AOBEJIOCH JKUTD U
paboTarh, XaK BropocrenenHoro honororo hakTopa -
B OCHOBE VX IIPIUETCH TEOPHUS TEHMS KaK CAMOPOAKA H
KOHIETUUS MHAXBAAYANBHOIO TBOPYECTBA KaK CBOOOI-
HOIO IpeanpuHUMATeNbCTRA. Ha Takoit 0CHOBE TCYTCT-
BHE KPYIHBIX JOCTHXECHUM Cpefu XeHMMWH (PopMyan-
PYETCSl KAK CUJUIOTHM3M: eCd OBl B KEHIWHE TarJICs
CaMOpOJIOK FeHHAIBHOCTH, OH HEM3BEXKHO MPOSBIIICS
651, Ho on me nposteuiicst. CaeoBaTENbHO, XEHIUHEL
He OfapeHs THM camopoakoM. Uto u Tpebosaocs Ko-
xaszath. Eciu naxe >koTTo, 6€3BECTHELA TACTYINOK, U
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Bau I'or co cBouMu npumagkaMu Z00HIICh cpoa
MOUEMY K€ 5TO HE YIACTCS XEHIIuHAM?
OnHAKO KOJIb CKOPO MBI TIOKMHEM MU CKa30k.
POUECTB, & BMECTO STOr0 OPOCHM HETIPEAB3 AT
B3IVISA HA BCC COLMAJILHEIC CTPYKTY PHI H HHCTHTY
KOTOPBIE KOTAa JUG0 CyIECTBOBATH B HCTOPH)
KETCS, YTO ¥ CAMBIE BOIPOCHL, IPEACTABASIONY
HCTOpMKA UHTEPEC, HOPMYJIHPYIOTCS COBCEM 10
My. MOXHO, HAIPMMED, TIOHHTEPECOBATLCS, K
(ECTBEHHBIC KJIACCHI OOBIUHO HA NPOTSKCHUH It
TIOCTABJISLIY XYAOXKHUKOB. Kakas uacts Xynox
M CKYJBIITOPOB, TOUHEE, BHIJAOLIMXCS XYAOXKHI
CKYJIBITOPOB, TIPOUCXONST M3 CEMEI, B KOTOPHIX
uan npyrue GAusKue 3aHUMAIOTCS MCKYCCTBOM
6otaroT B cMexXHBIX npodeccuax. [... ] Hecmorp
3HAUUTEARHOE YUCJIO BEJIMKUX oTHIeneHues X1
ypK CynbOBI MUTAIOT JT000BH MyOIHKH K MEAONDA
BCE K€ MPUAETCS NPU3HATH, YTO OOJIbIIAS Yac
HOXHWKOB, BEJIMKHIX U HE OUEHD, B TE BPEMCH:
OBUIO TIPHMHATO WATH IO CTOXIAM POIHTENCH, MM
KH OTLOB-XYIOXKHHUKOB. B paspsane Brgaromuxc
JIOXXHUKOB CPa3y NPUXOAAT B rosIoBy uMeHa Jope
lonsbeitna, Padasna u Bepaunu. Jlaxe xXyRox
HOBeitlrero speMeny - [luxacco, [xxakoMeTTH
YaiteTT NpuHaLIEXaT CeMbIM XyHOXKHAKOB,
Koraa Bonpoc 06 yCAOBUAX XYROXKECTBCHHOM
TEJBLHOCTH 3aJAETCs KOPPEKTHO (a XYAOXECTBE
IESTEJLHOCTD BBIAAOIETOCS MACTEPA - 3T0 JIK
YACTD CIOXETa) , ~HECOMHEHHO, IPHAETCS 06Cy:
CUTyaLuu, COMyTCTBYOue pabore pasyma, peaj
LMK TAJAHTa BOOOIIE,a HE TOJIBKO TAJAHTY XYX
sennoro. [xona [uaxe B yueHnn o reHETHYEC
9MUCTCMOJIOTHM YTBEPXKAACT, UTO pa3sBuTHE HH
Ta ¥ BOOGPAXCHIS y MAEHLKHX ETEN - T.€.T0F
MBI HA3HIBAEM TAJAHTOM - 3TO HE CTATHYECKASC
HOCTb, 2 JUHAMMYECKAS AKTUBHOCTD, AEsTEAbH
[AHHOTO CyGBhexTa B fanHoi curyauuu. [lane
HZOBaRUS B 06IACTU pasBuTHs peOeHKa 110380151
KJIFOUUTD, UTO CHOCOOHOCTH PA3BUBAIOTCS mocTer
HE3aMETHO, HAUMHAS C CAMOIO PAHHETO AETCTBA
XaHU3MBI aJATITALVH ¥ aKKOMOJAL¥H Coua:
BAHHOM JIMYHOCTY YCTAHABJIHMBAIOTCS HACTOND
YTO HEMCKYIIEHHOMY HaOJII0HaTE/Ii0 OHN 11 B ca
JIe MOTYT HOKa3aThcsl BpoxaeHHbIMiL. Ha 3710 oc
HUH MOHO 3aKJIOYNTH, YTO HCCIeRoBaTesaM Il
€S OTKA3aThCS OT KOHIEIIIMU BPOXKICHHOH 1
ANBHOI PEHHANBHOCTH KAK JBYDKYLICH CHIIB XY
BEHHOTO NPOLECCa - KOHIIETMH, CO3HATE/BHO



BAHHOS YIH HCOCO3HAHHOM - M OTKA3aThCs OT Hee
TONLKO TI0 COOBPANKEHHUSIM METAHCTOPHUECKOrO Xa-

Taxum 06pasoM, BONPOC O TOM, ITOUEMY HE GpiBaCT
HKHX XYHOXHMLL, TIPHBEJI HAC K BBIBOLY O TOM, UTO
VCCTBO HE €CTh CBOBOAHAS, ABTOHOMHAS NCHTCI b=
g;ycﬁepxouapcmioi& JIHYHOCTH, HA KOTOPYIO 1o~
n XYAOKHUKH-TIPCALICCTREHHUKH HIIH, COBCCM
cﬁd}{;{THbIM obpazom, "obuiecTrenHbie cnanr”, Tpa-
gasHee GYAET YTBEPKAATD, UTO BCSI CHTYALLHS B HC-
/CCTBE M B TLTAHE PA3BHTHS TMUHOCTH XYAOXKHHKA, M
\HE KAYECTBA Cro IPOU3BCHCHHS PA3BHBACTCS
YTPH KOHKPETHOIT OOLICCTBEHHON CHTYAL MY, SBTSI-
4 Héomenmcmoii HACTHIO AAHHON COLMANLHOIM
YKTYpHI, OMOCPCAYCTCS 1 OTIPEACSICTCS BIIOMHE
PETHHIMH COLMAALHBIMH HHCTHTYTAaMu, Oyan To
XECTBCHHDIC aKANEMHH, CUCTEMa MECLICHATCTBRA,
(onorus GOTOBIOXHOBEHHOTO TBOPIA, XYNOXKHHKA-
{YXUHHEL HJIM 131041, |... |
0 K€ TA KY4YKa KEHIUH, KOTOPBIE HA HPOTSKe-
{ BEKOB, HECMOTPST Ha BCE NPEISITCTBYST, 106HBa-
HCKJTIOUHTE/TBHOTO HONOMKCHHS, €CJIM HE BEPLIHH,
bix Pem6pannry, Mukensanmxeno wnu Inkacco?
CTb JIM B HUX YTO-HHOYIDb TAKOE, UTO XapaKTEPH30BA-
OB WX KaK rpymmy u xak jgmanocru? He umes Bos-
HOCTH PACCMOTPETH 3TOT BONPOC BO BCEX NOXPOG-
X, % X0Te/1a OBl BBIIENAUTH HECKOJIBKO CBONCTE:
HI, IPAKTHYCCKY 63 MCKIIOUEHHH, MJIM UMEIH
~XyNOXHUKOB, HIH, OGBIUHO MO3xHEE, B XIX-
EKaxX BCTYNAMM B OJIMSKUC JTHYHBIE OTHOLICHMS C
&€ CHIILHOM, TOMHHHUPYIOIIEH JTHUHOCTHIO X YI0K-
“MyXuunsl. KoneuHo, 3TH XapakTepucTUKHU He-
HHY My>XYMH TOXE, KAK YXKE B OTMEUEHHOM C/Ty-
YRQXHHKOB - OTIOB ¥ cerHoBel. Onpaxo mrsa ux
L KEHCKOrO 1osIa 9T0 CrIpaBeNiBO BCErHA 6es He-
HCHUS, BO BCSIKOM CJIy4ae 10 MOCTIENHETO BpeMe-
dUMHast ¢ nerenpapHoro ckyabnropa CaGuHsl
H,HITal“mﬁax, KOTOPOIT MBI 00513aHEI PPYITION HOXKHO-
PTana CtpacGyprexoro cobopa, 1 Konuast Pozoi
P, Camoit sHamednToll anumanuctkoit XI1X seka,
139 TAKUX BUAHBIX XYIOXKHUL, KaK Mapusrra
m“zf;;?oqh Tunroperro, Jlapuaus Qonrava, Apre-
+AKCHTHIIeCK Y, am3aber Iepon, Buxe-Jle6-
""AHPEJlrIKa Kayddmanu - see, 6es ucknouenns,
AOUEDPIMH Xy NOKHIKOB.
X exe Bepra Mopu3o nOEAEPIKHBAIA TECHBIE
O0THOIIEHS: ¢ Mane U BIIOCJICACTBUE BBHIILIA 34—
4tro6para, a Moapu Kaccar 50 MHOTOM onupa-

:

JIACk Ha CTHJB cBoero Gmskoro apyra Hera. Tor ca-
MBI pPA3pHIB TPAAUIMOHHKIX CBI3€H U OTKA3 OT OCBSI-
[EHHBIX BPEMEHEM IIPUEMOB, KOTOPHIA IT03BOJIIUT
MY>XKUNHAM-XYIXOXHIKAaM BO BTopoil nmogosune XIX Be-
Ka Ha#TH caMOOBITHEIE HATIPABJIEHHS, COBCEM HE II0X0-
JKHE HA IMIYTH OTLOB, XaJI BOSMOXXHOCTE M XEHILIMHAM,
ue 6e3 HOnOIHUTEIBHEIX IPETTITCTBUM, pasyMeercs,
Takxe 06pecTy COBCTBEHHOE OPUTHHAIBHOE JIUIQ.
MHorue U3BeCTHHIE XYOOXHHUIBI HENABHErO Bpe- Me-
Hy, Takue, kak Crosanna Bananon, [Taysra Mogepcon-
Bexkep, Kers Kosspui wnu JIyuza Hepenscon, BuI-
LIUTH M3 HEAPTUCTHYECKOM CPENBL, HO B TO X€ BpeMs
MHOTHE XyXOXHULBI HOBOIO ¥ HOBEMIIEro BPEMEHH BhI-
XOIM/IH 3aMy>X 32 KOJUIET.

WutepecHo 65U10 GBI BBISSICHUTD TY POJIb B (hOPMHPO-
BAHWH XEHIUH-TIPO(hECCHOHANOB, KOTOPYIO HIPaIH
CHUCXORMTENBHBIE OTLBI, HHOIIA AAX€e TIOOIPSIBIINE
unHTepecs nouepeit. Hanpumep, Kore Koapsui u Bap-
Oapa Xenyopr CBUAETENLCTBYIOT O BANSHUM CBOMX OT-
LIOB, KOTOPBIE COYYBCTBOBAJIM AOYEPSIM M NOAKEPKMBA-
JIA MX yCuIus B 061aCTH MCKYCCTBA. B OTCYTCTBHE TOY-
HBIX JAHHBIX, MOXXHO JIMIIE COOPATH CAyuaiHbIE CBENE-
HUS O TOM, UMEJI WIH HE UMEJI MecTa OYHT IIPOTHB PO~
OUTEIBCKOIO aBTOPUTETA CPEHM XKESHIIHH ~X Y HOXKHIII,
M C UbCH CTOPOHBL - MY XKYHH HIH XEHIIUH - 5TOT OyHT
6uu1 Gosiee pemmreasHsM. OnHAKO SCHO ONHO: IS TO-
10, uTo0bI XeHmuHa Brbpaia aus ceds ryThb npodec-
CHOHAJIGHOI NEesTEIBHOCTH, He TOBOPS yXKe o mpodec-
CHOHAJILHOM paboTe B HCKYCCTBE, HEOOXORUMO OLLI0
o6y1agaTh N3BECTHON mosteit cmenocty. Tak OblIO paHb-
e, Tak ocraercs ¥ cervac. Hezasucumo or Toro, Boc-
CTAET JIM XEHIIMHA-XYOOXKHULA IPOTUB CBOEH CEMBH
MJIM HAXOOUT B HEM MOANEPXKKY, OHA BCE PABHO JOJIXK~
Ha OIUYIIATh B cebe roTOBHOCTD K OyHTY , 6e3 uero el
He npobutk cebe Nopory B MUPE MCKYCCTBA, HO HH B KO-
€M CJIy4ae He CMUPSTHCS C POJIBIO XKEHBI M MATEPH,
EQMHCTBEHHOMN POJIBIO, KOTOPYIO ABTOMATHYECKH IIPEN-
nuckHBaeT el oot obnecTrenuni uHCcTHTYT. JKen-
IIWHEL ZOOMBAJIHCH W TIPOHOJIKAIOT NOOUBATLHCS yCHEXa
B MCKYCCTBE TOJBKO TOTAA, KOTHA OHHU yCBAUBAKOT, HE
NPM3HABASICH B 9TOM, ¥ HCHOJIB3YIOT cebe Bo 6aaro
"MyXCKHE" CBOMCTBA - HEJIEYCTPEMJICHHOCTH, COCPENO-
TOUEHHOCTD, YIIOPCTBO M CAMOOTHAYY. B

Ileuaraercsa ¢ paspeiueHus aBropa.
Tlepeson ¢ aHrIHIICKOrO
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Power and the Magic of Writing

Irina Sandomirskaya

Editor’'s note: The following essay was written and
translated within the U.S.S.R. and then mildly edited
here in the U.S. to make it more readily assimilable
by Heresies’ readers. In addition, Jo Anna Isaak,
who wrote the introductory essay for this issue, sent
the author a series of questions about the original
manuscript, and we found Irina’s answers so
personable and informative that we have included

them, unedited, as notes.

Language is an efficient tool of power.
The power of the word is exercised in poetry,
in advertising, in politics, and in everyday
interpersonal relations. Linguistic theory can
either clarify the situation, thus performing
a liberational function, or it can intentionally
obscure the relationship of language to power,
thus becoming a kind of esoteric discipline
and promoting a magical conditioning of
the mind. Both possibilities are directly related
to ideology.

The mystique of naming, due to its divine
origin, is boundless. No less boundless are
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Tre:19,20), B Hal

ercsi. OmHAKO HA ACE

MaCcCOBOE CO3HA

K S3BIKY OTJINYAETCIK
panponamsMoM. COBE
BEK HE MMeeT IPUBLIUKIL
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 SHAUCHHE UMEHH, 0COGEH-
H 9T0 UM4 CIIYCKAETCsL 'CBep-
IMPEKTHBHLIM yKa3aHuem. Be-
HCTHYCCKHE CBOMCTBA 3HAKA
eM 00IIECTBE HEOrPAHHYCH-
OrPAHMYCHHBL H BO3MOKHO-
HHILYJIAUWH CIOBECHBIM 3HA~
CTOPOHBI BJIACTH.

A3BIKA, 0COOEHHO MATH
CHHOCTH, BCerna Ghiia npepo-
BORTARHOrO 3Hauus (Bemnyuce-
CHHS, nucharopeiickas Ko~
S0anmusm). B coserckom o6-
e"cj)yHKmm TaliHOBCACHHUY

Ha cebst TeopeTiuecKas NHHr-
AOCTHXKECHU S KOTOPOH HE
HB ITHPOK MM MACCAM H HE
Io61;memm M COZHAHHEM.
Hauue nmer cpoit duocod-
MCHDb, HAZICIKHO YK PBIB-
DODAKOB 33 CAOKHBIMI
CKUMU ITOCTPOCHHUSIMH.
1ECKME uen He MHOIyJIst-
Bokpyr azsxosunanns
b MepTBag 30Ha Monua-
PTAT TOTO, YTO B TIpO-
Kas IMHTBUCTHKA BCE
J4Ch B ONACHOM 61U~
ACONOrHYCCKOi GopsGl
POTHB aHTHMAappH-

the possibilities for manipulating the word on
behalf of the structures of power. While the
magic of language, especially that of writing,
has always been the prerogative of arcane -
knowledge, such as Vedic teaching or the
Kabbala, in_Soviet somety these functlons are.
performed by language theory ‘ S
The Soviet mass individual never ques’uons; .
the meaning of words, especially when the
word serves.as a dlrectlve. Nor are the
achievements of Ianguage theory populanzed :
its metalanguage belng 100 - involved for the
layperson. - Yet if language is power, then
Ianguage theory can- correctly be def‘ ned as the
theory of power, and as such it has been

‘involved in-a very comphcated relationship with

politics during the entire. history of the U.S.S.R..
Though theoretical controversxes waged: within
Soviet lmgwstlcs smce the begmnlng of the

totalitarian era have always had a strong
--political coloring, it is only very recently that the
‘association between: ianguage and power has
been brought out, as a result of the
,development of lmguus’uc pragmatics and
~cognitive studies. Numerous semiprofessional
inquiries into Lingua Sovetroa as a language of

totahtananoppressnon have often been

_inconclusive, due to the lack of a relevant
critical paradigm.
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In the present essay | would like to analyze
two matters that in fact lie at the outskirts of
language theory: the role played by a new
perestroika icon — the Russian letter b — in
the transformation of gender as a category of
totalitarian thinking as well as the pragmatic
context of a symbol under totalitarianism.
There is a rich history of Russian writing reform
that goes back to the nineteenth century, and
the reforms prepared by Russian liberational
thinkers and effected by the Bolsheviks in
1917-18 reflect the development from
prerevolutionary to postrevolutionary ideologies,
a new distribution of ideologems among the
sociopolitical discourses produced by different
social classes and strata.
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HpuHa Kykcuunte

Irina Kuksinite, Twins, or Kiss on
the Cheeks, o/c collage, 1991.
Photo: Susan Unterberg.

CTOB, CTAJIMHCKAS miCKyeék;;
KOSHAHMI, HAKOHEL, 110y
CK¥E TOHEHUS HA (o JIOTOg
AEMUYECKOH CPEnie, yemy
nocs1e courruit 1968 ropy
Apyroe).

JIvus B nocnenHue TONHL,
34 ¢ "paspelenuem” CCCP
PHit I3BIKOBOU TIParMaTuyy
HUTHBHOH JIMHIBUCTHKY, Hay
PAIAETCs K BONPOCAM COOTIioyy
HUSI SI3IKA ¥ BJIACTH, 35K y
sorun. KpoMe toro, ua BOJIH
HOCTH HOSIBJISIFOTCS 01y TIpg
OHaJIbHBIE HCCEN0BanNs Lin
Sovetica xax s13bIKa TOTaTyHT
FOCYAAPCTBEHHOTO HONABIe
YACTYI0 MM HENOCTAET TIOCen
TETBHOCTH - TO JIH 110 pHyy
CYTCTBUS HIMPOKOH KyIbTy
YECKOHU NapagurMel, TO JIK i
HpeHeOpeXeHNs CKOMIpoM
Ba”HBIMH B CCCP Mmeronam
aJIBHOIO AHAIM3A.

[TpoGrema, koTopast HHTCD
MEHS, JIEXKUT Ha tepudepuu
BUCTHYECCKOMN Teopuu. Mie 3
Jioch OBI HA TIPHIMEpE OfHON
BHOBL 00pa30BABINHXCS UKD
crpoiiku - Oykss "b" - mpoc
TPaHCHOPMALMIO KaTEropHn
TOTAJIMTADHOM CO3HAHUM H BY)
HUTH TOT KOHTEKCT, KOTOPH
CTaBJISIET IIPATMATHKY SI3HIKO
3HAKA B YCJAOBHAX HAECOJIOT
ro nofasyaesus. Ha ucropu
MBI PYCCKOTO IPABOMUCAHMS
HACOJIOTHYECKUX U KJIACCOB
MPENITOCHLUIOK,, BOPLOH 3a €6
CTBJIEHUE U OOI{ECTBEHHDIE I
CTBHS - MHE XOTEJI0CH OBbE TOK:
3aTh, YTO COBETCKYIO UCKYPCHIO
BJIACTY HUKAK HEJb3s HAa3BaT
"cKaykoM" II0 CPABHEHHUIO C U
UMY JOPEBOJIIOLMOHHOTO
1A, ¥ JIMIIb TpenyOexxeHne
€T HaM PaCCMOTPETH HCTOKH |
Sovetica B MEHOroros0com obl
CTBEHHO-ITOJATHHECKOM 1
Poccuu XIX sexa. He creny
MAaHBIBATHLCS HA CYET OXBATY
061ecTBO HOCTAABTHHU MO C
no6peiM Bpemenam: OxTsiop
DEBOJIIOLIMS HE SIBUIACH HENPEOS
JUMBIM GaphepOM LISt MHOIOHH
JIEHHBIX KJIACCOBO-OPHEHTHPO
HBIX MAE0JI0TeM, BHPaboTaHH
pycckoit Mpicabio. Ckopee e
HO CPaBHUTH C TPOHKMIZEMO
PpaHoM, KOTOpas MOIOTHIA
HICOJIOTEMEL, H3MCHUIA HX.
Typy ¥ HarpasJIeHHOCTD K1

) A
isgb‘““ (¢

Blliye naf’”‘“
I/I‘M



" pacanQCﬂHﬂa MC)KH}’ Pazy-
{iptit CTIOSIMA obwectsa. Moageas
7or0 HOBOFO PACTIPCACACHIS A5t
]‘mc no}(a OCTACTCSH HCACHOM.

IMAHCUITMPOBAHHAS
OPPOI'PADUSA

. B~1917-18 rogax 6OabWEBHCTCKOE
“pam{TeJIbCTBO, BJIACTL KOTOPOTro

. cuT HA BOJIOCKE, Bhiyckaet e~
 ypeT 0 BBCAICHHH HOBOI opdorpa-

‘5 eI X 00ICTUCH M WHPO-
accaM YCBOCHMSI PYCCKOIT rpa~-
" OCBO60)KJICH WS ITKOJLI OT
pbmsomncmmoro Tpyna'. 3ro
1.AKT, CHMBOJTH3WPOBABLIMIT TIC-

COBBIE TIO3UIINY, ATANTALIUIO
nocTell K moTpeGHOCTIM |

po;(HXM&CC". Bero nepnom‘n YHKTC
03MIALIAIACH OTMEHA "JIHLII-
' GyKB - OKMLLBI, (DHTEL, 9Th, i 1
£PIOTO 3HAKA HA KOBLUE CJI0BA,
 COBLITHSE TPEAIIECTBOBAIN
ty axty?
yKkBa "B ObLIA BAMMCTBOBAHA
Ika COBPCMCHHOTO PYCCKOro
KA = JICPKOBHO- CJABSHCKOrO.
EPKOBHO-CJIdBSIHCKOM OH
m cBoe obo3HaAvAEMOE - ca-
Q4TEALHBI MIACHBIH 3BYK,
CICACTBHH MEepeuIeyivi "B Be-
ykBet "0". D" ("epnp™)
eONSICS HA KOHLLE CJIOBA,
) TIPABHMJIAM CJIOBO HC MOTJIO
HBATLCS HA COMJIACHDBIH 3BYK
y): Kpome toro, Teepastii
A3BIBABILMIT, B OTJIHUME OT
; Ha TBEpHOE MpoH3Hece-
TBTYINETO COTMTACHOTO, KaK
H.3HAK, YIOTPeOIISIICS FUTIsL
CHUS CJIOB TIPU CXUTHOM MX

BOJJFOLLUOHHOM JINTEPA-
PYCCKOM s13mIKe TBCPObI
Konue ciosa 6nit dop-
MIIOKA34TEJIEM MYXCKOTO
auuMas onnosuuus GyKs
:'"KaK OKOHYAHUIH MyX-
KCHCKOTO 1 cpenHero ponos,
CTBEHHO, 3aKpenisinach B
W HOCHTenel 936IKa
BIMy FpaMMaTuKaMu; aTa
WS Obiia akTyatbHa u s
THK HAYYHBIX, TIPOTHBOIIO-

CTBUE OrJIACOBKII - T.€. OT-
tboremur (spyxa) xak o03-
AN TBEpROTO 3HAKA -

AnexkcaHapa /leMeHTbeBa
Alexandra Dementieva, cover for
book by Lef Khrutsky documenting
the connections between the Mafia
and members of the Central
Committee of the Communist party.

Ecriture Emancipée

It may seem odd that one of the earliest
decrees of the Bolsheviks in the fall of 1917
should have been concerned with such an
unimportant matter as spelling. The new
government, whose power was still very
unstable, issued “The Decree on the
Introduction of a New Orthography,” the stated
aim of which was “to facilitate the access of
broad masses to literacy as well as to liberate
schools from waste of labor.” This action
symbolized the transfer of Russian culture to a
new class position: the adaptation of its
treasures to the needs and possibilities of the
victorious proletarian masses. The decree’s
first article proclaimed the abolition of five
letters as “superfluous,” among which was the
letter b, or yer, at the end of masculine names.

Yer — now called tverdy znak — was
borrowed by the Russian language from its
immediate predecessor, Old Slavonic, although
even prior to the Old Slavonic period the letter
had lost its signified, a special phoneme that
was later designated by another letter, O.
b was preserved at the end of a word because,
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according to the rules, all words were to have a
vowel letter at the end. Besides, in a string of
written symbols it functioned to create divisions
between words.

In prerevolutionary Russian, yer at the end
of the word served as a marker of the
masculine gender. The opposition of the
letters b, a, and o as morphological flexions for
masculine, feminine, and neuter, respectively,
was confirmed by school grammars and also,
though not in the same oversimplified manner,
by scientific grammar. The association of
b/a/o with the cognitive metaphor of gender
was very close. But in terms of common sense
the status of b as a mute letter rendered it
somewhat dubious, and as a marker it was
obviously excessive. The ideological
connotations were what aroused so much
controversy: throughout the nineteenth century
the question of whether to include or to omit
tverdy znak at the end of a word was strongly
colored by liberational attitudes.

It should be borne in mind that Old
Slavonic was a canonical language that used a
‘modified Greek alphabet, which had been
acquired with the Baptism of Rus in the tenth
century under the centuries-long influence of
Byzantium. It was due to the sacred tradition
that this alphabet was preserved; on the whole,
all religions are characterized by the
sacralization of writing — the Holy Writ —
initially observed in pagan cults. The magic of
a letter is ascribed to its divine origin. Chinese
writing is thus believed to have been created by
the god Tzan-tze; Indian writing, by Brahma;
Arabian was a revelation to Mohammed by
Allah. During the so-called Dark Ages, Latin and
Greek alphabets were treated in Christian
esoteric teachings as ideographies of the
greatest myths, signifying Microcosm and
Macrocosm, which can be attributed to the
influence of the Kabbala. The Age of
Enlightenment brought this tradition to an end,
yet even in recent times there have been
examples of magical manipulation with letters,
as for instance in 1910, in the consecration
rites for Westminster Cathedral.

State power in the Russian empire, which
included the Church in its structure, was very
much on guard against encroachments on the
spelling tradition. As the norms of Russian
language were being codified, spelling was
beginning to acquire more and more political
and ideological connotations. “Orthographic
freethinking” became a commonplace in
nineteenth-century Russian liberal-democratic
discourse. The intelligentsia were constantly
coming out with suggestions for writing reform,
and B was under attack more than any of the
other obsolete forms.
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“In prerevolutionary
Russian, yer at the end
of the word served
as a marker of the

masculine gender.”

- HHE.

EIIE JIO Er0 YIPA3NHEHUs § 9|
Y Aenano CTaTycC 5Toi 6yKBm‘
MHUTEIBHBIM C TOUKH 3pegy an
BOro cMbIca. Kak Mophomngpy,
CKMH TIOKA3ATENb OH GbUT qpyyg
6uitouen. Tem He Menee, UMey
BOKPYT 9T0M OYXBHL, a ye po
"mumeux" 6YKB pycckorg 3Bk
pa3BEPHY.JIACh Hauboee yng
Gopn6a. ITo Gbur Bonpoc ke oy
aanO'JIPIHI‘BI/IC”{PI‘-[eCKHI‘/’I, acy
UEOJIOTHYECKUIA,
Crexyer HOMHUTS, utg ey
HO-CJIABSIHCKUH A3BIK GBIy K
YCCKHM SISBIKOM TIPAaBOC/A
rociy>xenust. CBoit andasur
MIMCTBOBAJI M3 IPEYECKOro
synaerate Kpemenws upr
YO BH3AHTHICKOIO BIMSIHUY,
CBSILICHHOM TPATMHIUK LEp
craBsHCKas a30yKa ocrasa
M3MEHHOIL.
B Poccutickoit umnepy
A2 PCTBEHHAS BJIACTD, BKJIIOY
B CBOIO CTPYKTYPY ¥ BJIACT
KOBHYI0, OOUTENBHO CTOST
paHe MPaBONUCATENHHEIX
nuit. [TpaBonucanue npro6p
BCE BONBIIE UAECOJOTHYECK
VITHUMECKIX KOHHOTALHI, ¥
NEHLHH YKPEIUISLINCH 10 M
HOBJICHUS KoguduInposa
HOPMBI PYCCKOr0 sI3bKa: B
ke obmuM Mectom nubepa
MOKPaTHYECKOro JUCKYPCa
surcs “opcdorpadmueckoe
IYMCTBO' - OIIEITKH BBEN(
AMBHAyaLHOIM opdorpady
POHBI KPUTHYECKH HACTPOEH
IIPCOCTABUTENEH HHTEIUIU]
B Poccuu 1 go X1IX Bexk:
pedopMbr TpaBonUCaHus
CTH, YIPa3KHEHNS "JIHUTH
BO3HHMKAJIM HA BOJIHE OCBO
tesprEIx uaei. [Tpeobpaso
cxui ajyhaBUT, yoANIHB U3
Oyxser, [erp I Mpeu 1t
andasuTa U NpaBoNHCcaHy
rajau M.B.JlomMonOCOB ¥ !
axosckuit. OpHaxo npuy
HOpPMa PyCCKOIO JUTEPaty
s3pKa eme He Opria ycra
ieicd M He BOIIomana
BOJIA PENPECCHBHOM TOCY/
Hoit Bactu. B XIX BEKE:
JIMKATIL OJTyJYaeT 3aKperict
KOHILY CTOJIETHS MaHHuaKd.
opdorpaduyecKui Ipo
TH3M OIMHOUEK Hayaxad )
IUT CONMIHOE HAyYHOC



;,*CHaqana XIX Beka CKIanbiBacT-
epast GuGnorpadust Herpan-
OHHOTO npaBonuca- Hus. [ona-
gy 3T GBI PA3HOBUAHOCTH MH-

: m{‘mmyanb}»ioro NPAaBOMUCAHUS C

gaMHM“ pasHOBpasHpIMK KOMGHHA-

LA HOBOBBCHCHHH. C\’Mcnom)ao—
JaHHEM WHIHBHLY 3JIbHOM opdorpa-
s, TIO BOJIC ABTOPOB, MCUATAIOT~
(4 NpOM3BENCHHS I .1 . dAswikosa,
/(4 Ha 3aXJIIOUCHHE MHPA C TOTa-
" H.0.OMItHA, COUHHEHMS Maco-

cﬁﬂ

1ix, Bonee CHCTEMATHYCCKUX aK-
iix "oporpadIruecKoro BOMLHO-
acra" (TEPMHH TOTO BPEMEHM) ,
MABASIOIEM OONIPLIMHCTRE
peIIATAEMbIC DAHHUMU @BTOPAMH
MBI BKJIIOUAIOT B ce0d T.H.
pOBoe NUCBEMO" - ONYIICHHE
pROrO 3HAKA ITOC/IC TBEPXOIT CO-
i HA KOHLIE C10Ba. ByHT
poT]/IB~Tp311HU;HOHaJIHBMa B IIpaBo-
{CAHIM B JAAbHEHIIEM KOHUCHT-
HPYETCS B KPYTax YUEHLIX - ecre-
nukos. Lenpiit pag paGoT o
mﬁmﬂe, CcyneOHON ICHXHATPUH,
{XOJIOTYM TTEUATAIOTCS! B CHCTEME
63B6POBOTO THCHMA. 3ATEM TIPHCO-
deCSI MEAATOrHYCCKHE KPYTH,
uku. Haxounew, noserpue op-
MYECKOTO BOJLHOAYMCTBA
IBACT M (DHJIOIONHYECKHUE HA-
1. Tax, Hanpumep, 6e3 "epa” ne-
untaior 8 1879-80 roxy xypran
CCKUH PHIIOTOTHUCCKUET BECT-
JHaNbHEHIIEM, K KOHILY

A, TBEPABIH 3HAK BO3BpA-
TCH Ha CBOE MECTO B IIEATOrH-
koM pasnene "Becrauka". C

TCK M HA TUTYJILHOM JIMC-
aja, a 6e3bLEPOBOE MICHMO

Mapusi CepelfpsikoBa
Maria Serebriakova,
untitled collage, m/m, 1989.

Y'HakC'kl“OSIHPHO ABTOpOB (Hanpu-
M d)M{IOJIOPOB P.®.Bpaupra n 1.
Ha ne Kyprens).

KM "Bectanxom”, mo-suam-
TO6pasuAmCL IepHITEeTHH

YeCKux cpaxkenuit, Kak

1 6BUTO, MMCHEO B 9TO Bpe-
Cpcxne BJIACTH BBIMYCKAIOT
ANLHBL U PKyJTp, 3arpeLa-
I Forpe6neunc 6e3nepoBoro
4B 0OpunManbHLIX TIPOLICHH-
MEHTax, a Takxe B

mx Y cryneryeckux pado-
Mcamuiv opdorpadyist Gui-

The phenomenon of the politicization of
spelling is, by the way, a normal thing. Spelling
rules, imposed through dogmatic teaching in
school, are one of the first manifestations of a
codified social norm, an early case of social
oppression. Spelling rules seem unmotivated
by rational considerations, only by those of a
social rite. Teaching correct spelling is to some
extent teaching desirable social behavior.

Long before the nineteenth century, ideas
of writing reform accompanied libertarian
discourse in Russia. Peter the Great, the
greatest reformist of patriarchal Rus, changed
the Russian alphabet by eliminating three
“superfluous” letters. ldeas of alphabet and
spelling reform were put forward by
Enlightenment leaders such as Vassily
Trediakovsky and Mikhail Lomonosov, even
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though the codification of the Russian fanguage
had not yet gone so far as to symbolize the
repressive power of the state. By the end of
the nineteenth century, however, orthographic
protest was no longer a maniacal obsession
but a scientifically based liberational ideology
shared by all progressive-minded people.

In the book Obzor prediozhenii po
usovershenstvovaniyu russkoi orfografii (“A
Review of Suggestions on the Improvement of
Russian Writing”), published in Moscow in
1965, we find a bibliography of prerevolutionary
Russian works that use unconventional
spelling. Initially such works use individual
systems of writing incorporating various
combinations of innovations, and it is rather
difficult to systematize them. Some are poetry,
some are translations, one is a treatise on the
occult. Yet despite the differences in
approach, all these individual systems are
united in their omission of the letter 6. By the
fate 1840s the revolt against traditionalism in
spelling shifts its epicenter to the natural
sciences. A number of research papers in
medicine and psychology are edited in the non-
b system of writing. Then the movement is
joined by historians and theorists of teaching
methods. Finally orthographic freethinking
spreads among philologists: in 1879-80 the
philological journal Russkii filologicheskii
vestnik is edited without b at the ends of
words. The political climate soon changes, it
seems, and the letter returns to where ‘it
belongs in the journal’s pedagogical papers:
from 1881 on, B is restored on the front page
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Marist XnoObICTHH
Maya Khlobystin, Patriotic Alphabet,
1988. Photo: Susan Unterberg.

J1a 3aKOHOIATENHHO 060313
Kax obsacts 6opsOEL 32 B4
UJEOJIOTU3AHS ¥ [IOJIUTH3
TIOJIY YHJIY MAHUDECTHEHE
tep. Ilpusnaku ouepenso
WTHYECKOrO IOXOJOIAHY:
BpaT K "IpaBHIbHOMY" 1T
HUIO- HE CTYYAHO IPOSBIL
HMMEHHO B IEJATOIMYECKO
JIe, TIOCKOJIbKY ITKOJABHAS
Poccuu Bcerna 6uiia ocobe
CTBUTEJILHA K HACTPOCHHU!
YaJIBCTBA.

Brociencrsuu duionor
Kasajach oT 6e3beposoro 1
CIIELIHAILHBIX TPYAAX, CJI0
crpaBoyHukax. B obuiect
HMHE0JIOTHUECKUE KOHHOTA
BOIIMCAHMS CTA/IM OIYINAT
MU, OHO CTaJI0 0COOBLIM IPH
NPOrpeccucTCKoir ubepa
MPECCHl, €€ CBOe0OPa3HEI!
cTuueckum npuemom. Ha
teuenuu msiti Mecaues 191
xa 6e3 TBepABbIX 3HAKOB BRI
rybepHckas "Trepckas ra:

Wneonornueckue KOHH
TBEPHOTO 3HAKA 34CJIOHHIH
GyHKUHME 03HAYAIONIETO :M!
pona. Cnalsie BO3paxXCHUA
HHUKOB €I'0 OTMEHDI, YKa3bl!
HA OITACHOCTH JIOMKH MCTOP!
CJTOXUBIIEICS CHCTEMBE MOD
FPUUYECKHUX KaTEropuil, OTM
KaK HEeCOCTOATE/ILHBIC Uy |
peaxunodssie. “bpeMs HCT



Maitss XJ108sICTHH

Maya Khiobystin,

American Agricultural Techniques
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YK0), CKOHLIEHTPHPOBAHHOE B
OyKBE, TATOTHJIO CBOCKH HE-
MOHAJIb- HOCTBIO, Becrnoes-
10,
aJIeKast OT TIOJIMTHKH, UHCTO
A9 KPUTHKA IO Y3KO-CIICIH-
oMy hUTONIOrH- YeCKOMY BOTI-
MUCATH WM HE HCATDH TBEP-
aX Ha KOHIIE C/IOBA - CTAHO-
BEPIUIEHHO NTPO3PAYHOL
CQJIOTHUECKOT MPONATAHALT:
BamPIM BOCIIUTATCASIM, OCH-
YIOIIM ¢ 00O peHus aBTOPHTET-
acreit, Mbl 0693aHEL SIIOM,
SIOIIUM HALIE MBILJIEHHE
0 JIO YaCTH I3LIKA, HO 1 BO-
TUIIET O1eCTSIM it THHT-
onysu ne Kyprens, umest B
THBHHKOB pedhopmbt mpa-
HIISL. 310 "u BooOme" y Bo-
ayuT Mroroe. OH nocieno-
1 AEMOKpaT, yoexnes-
HHHK CBOOOIBI JINUHO-
HCHMOCTH MHIUBUIA OT
A0melt cpenpl, MoGOPHIK
CTEHHBIX HALMOHAIbHBIX
HCTB Poccuu, mpornBHUK

CHM HH y XOr0 HE BLI3OBCT
Ui, TOBOPWIT OH, HE BUM,
EM, B peBostroI K HHUUETO,
M3UYECKnX GencTRuiL.
CBOCH HayuHOI KOHLIEII-
Y9H Oxasasicy panMKaIb-
MKOM "Kysbra GyKBEL -
BLUMIepCKoit Gropok pa-

of Filologicheskii vestnik and is omitted in the
text of articles only on the special insistence of
the authors.

The episode with Russkii filologicheskii
vestnik appears to reflect the contemporary
political situation — at least it was at that time
that the tzarist regime issued a special
instruction prohibiting the use of non-b writing
in official documents and petitions as well as
student essays. Through this document the
writing controversy was legally defined within
the framework of power, and the authorities
proclaimed their right to determine its outcome.
Spelling became manifest as ideology and
politics. Subsequently philology did not
relinquish its own claim on politics, and many
special editions, including grammar reference
books and dictionaries, continued to be
published using unconventional spelling.
Meanwhile, the ideological connotations of
tverdy znak became a matter of common, and
not merely specialized, knowiedge: for five
months during 1911-12, the progressive
newspaper Tverskaya Gazeta intentionally
omitted this terminal letter as a stylistic device
intended to express its liberal political
orientation.

The ideological connotations of b came to
overshadow its meaning as a masculine
marker. Among the libertarians were
philologists who were against its abolition,
invoking the possible dangers of demolishing a
historical morphological system — a position
that would usually be labeled reactionary. The
burden of history concentrated in this single

Heresies/idiomA 51



letter was becoming irritating, since in practice
the letter was functionally useless. Thus a
specialized and purely professional critique
dealing with a narrow philological issue became
a matter of ideological propaganda. “it is to
those teachers of ours who act on the approval
of the authorities that we are indebted for the
bane that poisons our consciousness, not only
in matters that refer to language but on the
whole,” wrote the brilliant Russian linguist
Baudouin de Courtenay concerning adversaries
of writing reform. His “on the whole” is

confirmed democrat, a staunch supporter of
human rights and freedoms as well as the
autonomy of the individual, a champion of
Russia’s oppressed national minorities, and an
enemy to violence. He predicted that the
collapse of the tzarist regime would make no
one sorry, though he conceived of revolution as
only a sequence of hardships.

It was due to Baudouin's theoretical ideas
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CTABJICHHUE O CJIOBE Kay

JIU30BAHHBIM, 336I0P0Kpa
BaHHBIM CITOBOM. Ero regpy
MBl, KOTODYIO OH OTKpyy:
Mo ot zre Coccropa, Ho oy
B OTIMUME OT HOCHENHer
CHCTEMHYIO, 4 KaK Icuy,
CKYI0, T.C. BOIUTOMEH Y
YEHHYIO CYIHOCTS, Onuy
HE TOJIBKO HHOMK d)wro,coq)
Ka, HO ¥ MHO¥ (huioc
nie”. ITpunmmn thorema
NUCHMA, IPETJIOXCHHE
HATHLH B IEKPETE 0 pedh
nucanus nocie Oxratp
JIEOLLY, TIORPHIBA yCT
ckoit opdhorpadmu Ha-
MOCTD OYKBBI, HA YBEKO}
"nyxa 6ykBur”. 310 GLix
TIPOTHB MATMUYCCKOH CUJI
PYIO Uepnana B "Kyxe 6;
BIacTh. Maruu BaacTi §
THBONOCTABJISINCH TIPHHL,
VYHOCTH, 00BEKTHRHOCT
rM3Ma. ,
B 1904 rony Bonyan
pabory Opdorpadmnue
CUH, TIPHHSIBLINIL TIPOCK
IPABOIMCAHUS Ha NPENIO
uM npurnmnax. Oggak
JUCh ONWH HEYAABUINH
YOAYHBIX TOCYNAPCTBE
pOTa, MPEXIE YCM ITH
OKAa3aJTUCh PEAIH30BAHH
B nopsagpxe orcryrnenn
THM, YTO TOT Xe AyX Oy
HE OKPATuCHHBIHN UMIIEPC
MaTUKO, Boxyss oM
BBIX IIO3THUECKUX on’m’
JISIH, B MX TeopuH "6yK
BOI" M "'CJIOBA KaK TAKOBQ
Onut yGexXneH, 4To Mx 1ol
YBUAETH B COUETAHUM Oy
"OGHOBIEHNE H3HACHIIQ
3aXBATAHHOTO CJIOBA "JIH
PE3yABTAT JIMIE (UIION
HErpaMOTHOCTH. Pe3xuit
BHI3BAJIO y Boxyasna cTp
6ymersis cBsisbBaTh € 0y
YTO MBI CEUac Ha3hBac
acColMaTUBHOM KapTHH
Ilpenreua cTpyXTYyPd
JlySH HE pacro3Has B HX
CTPYKTY PAJBHOM TEO
Gpu1a HanmpapJieHa Ha I0



- 60}166 rayOMHHOTO, YcM 00D-

. Ma ro COGCTBEHHOM MccaenoBa-~
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Ha IEPEIOME CTOJIETHS CBA3D
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‘pfcxofl OIOPOKPATHH, TaK U BBI-
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KPUCTAALHON YCCTHOCTH,
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PUSTHIO HACHUIHSL HA JIMUHO-
Opdorpaduuecckoe BoabHO-
{CTBO ITPERPATHIIOCH B NMOCAECA0-
BHYIO, CHCTCMATHUECKYIO, Ha-
0 MIEOOTHIO ONHO3HLHOH-
MHTEUTHICHLUMH,
MIIDOMCTHPOBAHHOC OhULLH-
{1 YCTAHOBKAMM YYBCTBO HC-
0PI, 3aKJTIOUCHHOE B TCHETHYE-
AMATH SI3LIKA, B OTY MACOIO-
BOILJIO.

eu opdorpachiueckoro ande-
a poroTuuch nocae Ox-
ckoif pesontoupn. Co cTopo-
BIX TIOMMTUUCCKUX CHAI AKT
IBLCTapoit opchorpadin OblI
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IbTYPE, B CTAPOM COZHAHMH.
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' NoHanoGuaack sta MaHUNYy-
Hosnneiimme o6macuenns
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“For the new political
forces in power, the act of
changing spelling was not
only symbolic but actual,
a blow to the old culture

and the old consciousness.
it was intended to

undermine one of the most
deep-lying cultural

metaphors: gender.

that he happened to become the most radical
social critic of the “cult of the letter,” a
metaphor for the bureaucratic empire. He
spared no effort to expose the administrative
and educational concept of a word as just
a string of letters, to unmask the worship of the
written, bureaucratic word. His theory of
phonemes, which he discovered independently
of Ferdinand de Saussure but defined as
a psychological/humanized (rather than a
systemic) entity, was the result not only of
a different philosophy of language but also of a
different philosophy in general. The principle of
phonemic writing proposed by Baudouin and
later realized in the 1917 Bolshevik
orthography reform undermined the stability
contained in the spirit of the everlasting,
authoritative letter; it was an attack on
the magic strength derived by the authorities
from the “spirit of the letter.” In 1904
Baudouin headed the Committee on
Orthography, which approved a draft reform
based on his own proposals, but before these
ideas were actualized, three revolutions took
place in Russia.

Incidentally, Baudouin noted the same
(objectionable) spirit of the authoritative letter,
though unmarked with imperial connotations, in
the Futurists’ poetic projects. He criticized their
theories of the “letter as such” and the “word
as such”; he protested against their concept of
letter as archetype. Baudouin did not recognize
in their attempts the theory of structuralism,
which was in search of an object that lay
deeper than his own scholarly interest. Yet he
did see the limitations of his and his
colleagues’ activities and stressed that one of
their drawbacks was “the desire for a radical
destruction of many old ideas without the
possibility of introducing new ones instead.”

Thus, at the turn of the twentieth century
the interconnection between the power of state
and the power of writing was not only identified
but also confirmed by the imperial jurisdiction
on the one hand and by oppositional liberal
democratic scholarly discourse on the other.
The idea of a new writing was appealing fo the
intelligentsia, thanks to the outstanding
personal qualities of its proponents: people of
exemplary honesty and honor, genuine
humanists. Orthographic freethinking turned
into a systemic and scholarly ideology of
intellectual opposition. The feeling of history,
which had been compromised by the
reactionary official standpoint and which is
incorporated in the “genetic” memory of the
language, did not form part of this ideology.

The ideas of Russian orthographic
liberalism came true, as we know, after the
Great October Revolution. For the new political
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forces in power, the act of changing spelling
was not only symbolic but actual, a biow to the
old culture and the old consciousness. It was
intended to undermine one of the most deep-
lying cultural metaphors: gender. The abolition
of b at the end of a word and its replacement
by a meaningful zero literally nullified the
meaningful opposition between masculine and
feminine represented by b:A.* Henceforth the
masculine gender is defined through negation:
the gender that is neither feminine nor neuter
(traditionally associated with infants). Feminine
and neuter build a meaningful context for the
masculine gender, which does not exist
because it is not defined; they sublimate? the
absent masculine marker. Here was a
prototype of a compietely new gender-role
distribution pattern, in which infancy was a
gender and man existed only as sublimated by
woman. It was contrary to the age-old self-
concept of the human being simultaneously
existing as two oppositional, asymmetrical, and
mutually dependent systems, Man and Woman.
The culture-based mythologem, formerly
imposed by humans on the surrounding reality
of both concrete and abstract entities and used
by them to learn the world through its similarity
to their own kind, was now stripped of its
linguistic representation. The creation of Homo
soveticus, the ideological embodiment of what
totalitarianism expects of its subjects and a
model of its addresee, began with forcing
androgyny on the conceptual sphere. It was
also the beginning of a new language — lingua
Sovetica, a contemporary form of pseudo-
Russian — in which totalitarian power both
addresses and models its subject.

The Creation of
the Totalitarian Androgyn

-1 would like to suggest that the writing
reform of 1917 was the earliest indication of
what was 1o be endured by the Soviet people in
later periods — in other words, that it seems to
have predetermined or programmed the entire
economic, political, and social technology of
the Soviet power structure, which aimed at
establishing itself through the dehumanization
of the people.

As Lenin underlined in one of his works, a
socialist revolution renovates the world to such
an extent that it cannot make use of the
formerly existing institutions of power and must
demolish them to build up the new socialist
ones. This is true not only of the parliament
and police but also of the value system
preserved and nurtured by the old culture. The
change of values involved in the socialist
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1I0€ KOMMYECTBO (Iipup
Hast uupa) TuIOrpad
Y KPACKH.

Ha Ca"MOM AICTIE 370 Giyig gy
IPOTHB "cTaporo” C03HaHHﬂ"
6mixa HANpaBIECHA Ha NOxpyy
HOM U3 CAMBIX CYIIECTRe Ry
HEBBIX MeTadop B Kapruue myp
YnpaspHenue "b" Ha kouye ¢,
3aMEHA €r0 "3HAUMMEIM Hyrp
(Myx®b - MyXx) GykBanbug cRex
HYJII0 3HAUMMYIO OTIIOBHIy g &,
CKOT0O 1 XXEHCKOIro pona "'I:"':’»'
HBIHE 3HAYCHUE MYKCKOro
PEIEIETCS HETATHBHO - i
KEHCKOE U He-CpefiHee (cpen
POX accoLuupyeTcs ¢ ped
Kencknit u cpenumit popy,
3HAYUMOE OKDPYXEHME IS Ho
CTBYIOIIETO (HeoGo3HAYCH Y,
MY>KCKOIO, Cy6mmMupyior o
BHE 3TOr0 0003HaYeHM],
“b" - GYKBHL CO 3HAYCHUEM
PMH POHA - TIONOPBAIA THICHK
SIMU CKJIAABIBABILEECS TIPELCT
HUE YEJIOBEKA O CAMOM Ce
CYIIECTBE, PEASIN3YIOWEM
BPEMEHHO B BYX TIPOTUBON.
HEIX, ACCHMMETDHUHBIX B3
BHCHMBIX CHCTEMAX - MyX
xeHCcKoi. Jlummnmacs csoe
BOM DETIPE3CHTALIUHY KYJIh
3YIOoNAasa KaTeropus, mocp
KOTODOH UEJIOBEK HAXETIS)
TOMOP(}HOM IBYITOIOCTE
FOUIUHE ero Mup npeaMeTHol
NPEIMETHEBIX CYIHOCTEH,
TEM CaMBIM MUP B €r0 Il
camMomy.

Corsopenne Homo Sovi
HEOJIOTHUYECKOTO BOILIO
OXHMIOAHUN TOTAJUTAPHOTO
- HAYaJI0Ch C HacaXACHUT
AHZPOrMHHOCTH B KOHILE
cepe uesosexa. 3a HUM
BAJIM COLMAJILHBIC, TOJUT!
3KOHOMUYECKHE MEPEL,’
IIyecs no rporpamme peqo]
npasonucaums 1917 rox

Best ucropust COBETCKO
HapcTBa - ucropus Gecpe

HOro (hU3HUECKOT0,IKOHO!
T0, NOJUTHYECKOTO, MODA.

HIC0JIOTHYECKOTO HACHI
JIOBEKOM - HTO HCTOPHL
(HM3NYECKOTO YHHYTOXEH
cxoro 1 GomeBoit Apeccypr
ro Hacemenusd. "PeneHl
ro sorpoca B CCCP daxt
TPOM30IIIO 33 CUET IKCT
LMY MyXKYMHE 1 HaCwib

OIIPIT(;;{' -
CKOH Gy
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. npocpasaLtueit Mopat, 0beck-
HBAHHCM KYJIBTY PHO-HCTOPH-
(jfx CBSI3CH - T.C. HETATHBOM
7eX LIEHHOCTCH, KOTOPBIC BbI-
foTaNa LMBHIU3ALMS M CYOLEK-
MKOTOPBIX TPAIMLIOHHO SIBJISICT-
\MyXUIEA, & HC KCHILMHA. Tpa-
4ecky10 PouTb B GOBIICBHCTCKOI
ypHOI PEBOJTIOLLMH CHIPPAIIO
HOHHOE TIOJIOX CHHC XKCHIIH-
aK ayTCaliacpa, CCIH HE JIOM-
aTpUapXaJbHON KYJILTY Phl.
CHILCTBCHHO HACAKOAIMCL
1 COBETCKOTO KOJLTCKTHBUCT-
ro cosHanus. KOHLCHTPaHOH-
e Tarepst, Kak 9T0 M yTBEpKAana
NIUAJBHAY TPOTIATAHIA, KOTO-
K-COXAJICHUIO, HEJIH3ST CUH-

M IHLEMEPHOI, HUL JDKHBOJ,
\BCACHHSIMI TIPEXKIIC BCCIO
enpHbiME, Hepes oty
*1poITH "KJTACCOBO Y X~
MEHTHL unciiom 1o 100
oBek. Eciiit My»xckoe Hace-
HE TAKMM MCPAaM BO3ACHCTBH S
4BAJIOCH ILJIOXO, TO XEHCKOE
JTOCH TOPA3I0 MIACTHYHES,
[0MOMMCITEHHBIC JTATCPHBIC BOC-
HUS HABOISIT HA MEBICJD,
CTBCHHAS W30AALUST KCH-
CIISNOBANA WHBIC LEIH, He-
anbHoe huzHyeckoe
enye.
TOMHHAHHSX 33UEK YACTO
HOTCSL CEMXO3BI M COBXO-
MOXHO GBLIO "OTAOXHY TS
01!? JIErKux paboTax, ¢ TIOPEM-
ACIIMU 1 TeTCK UM cazaMH,
UDbIX MOy YA/ TPUMUTHEB-
CIYXUBaHME TaTepHbIC Ne-
PHUAMM M ITpouMMu 3aBC-
» IDERHABHAUCHHBIMU
KAKOM~TO cremenu Toxnep-
SHYECKOE COCTOSTHHE JKCH-
TPEE MyXUMH "HOXOHME-
~9XTaX U Ha JTecononasax.
,;:;?):é:cﬁpec O pPeACTABIIIOT
KHX NOJMTHYCCKHUX
VIRENCHHbIE OT BHITORM-
TONOBHIY, Sk en T b-T10-
OuenHbIe cTuxuino cosna-

Mapra Bonka
Marta Volka (Elena Shevelenko),
The Childhood of Napoleon, 1988.

revolution is the denunciation of the
supposedly eternal ethical and esthetic
humanitarian treasures that constitute old
consciousnes and generate cultural self-
identification at any given moment. Put
another way, it is the abolition of b. The
destruction of the old mentality in the U.S.S.R.
was closely related to a new gender ideology.
For seventy years building a new society has
been effected through the physical

extermination of man® as the subject of old
culture and the exploitation of once culturally
marginalized woman. The Soviet androgyn was
created through the negation of human values,
the annihilation of the ideal of the free and fully
rounded personality, the violation of human
rights and freedoms, the profanation of morals,
and the destruction of cultural and historical
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memory — that is, through the negation of
all the positive values developed by our
civilization and traditionally applied to man
rather than woman.

As the male population was being
exterminated in concentration camps and
numerous wars, the female underwent socialist
training by standing in queues for bread
or queues in the waiting rooms of the National
Security Committee for information about her
repressed relatives, working herself to death
in factories and on farms, and bringing up
her children to be true leninist-stalinists
who disowned their enemy-of-the-people father.
The women’s GULag barracks were extreme
cases of socialist education. Here the
pressure was sometimes lifted enough for
the women prisoners to be able to form
primitive social structures, something that
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 Hinuero oA0OHOTO MBI HE TIPO-
anCMB Bocnomuudmmx My)Ktmu
{{ apexae BCCTO oGpauiaer Ha ceba
mmaH"C pa3IMUNE MEXY MY XK~
JaMIL T KCHU[MHAMH B OTHOIIC-
jparepHOMY TPYRY. Myskui-
4 SCIOMHHATOT CIo KAK KpaiHion
fopMy. HACHJIMS HAA JIMUHOCTHIO,
peHHBIH crnocod U3HHYTOXE-
g KEHIIMH - 1 9TO Mbl Ha-
xoniM Y MHOTHX MEMYApHCTOK ry-
HEIOCHALHBIT BCCCMbICTEH-
{ KATOPXK- HOIH TPYH B 3aKJII04C-
BT eLHHCTBEHHOM OTAY M-
émxHCTBeHHoi'i BO3MOXHO-
NpHOOIICHHUS K MHPY 1y XOB-
HHOCTCIT ue10BeKA, K bory.
OTBOPEHHE KA3HH HCTIOCH -
(DHZMUECKHM TPYIOM - BCULLb
Masi B MY>XXCKOMH 30He.
SOLMOIONHSL SKEHCK OO0 Bapaka,
THOJIOTHST KCHCKOTO coobie-
BaKyaunH B ThiNy Beankoit
TBEHHOIT BOWHDI - TeMa, ad-
0 HEHCCIEAOBAHHASI, BO3-
saManunBaemast. Mexay
€RoBaJIO GBI 3aAyMAaTHCS O
0 IPHHUUIIBL CECTPUHCTRA H
UCTHYECK VIO YTOITHIO H3 Jla-
isriaxyaumx SKEHIIHHDI Bbi-
a MaTECPHK CBOGOAHON MUp-
n3an. Kpome pacimpenis
iX APCRE/IOB 30HLI, 3TO
H3MEHUAO B 11X XKH3HMU (10
By. OnHako npoitnenHas
JIa BBDKUBAHMS, HAWICH-
AHU YHUUYTOXCHUS CIIO-
DAHCHHS (DH3HUECKOTO Cy-
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O¢Ha Brionne. Mpeann na
OUUAHCTHUECK O} yTO-
XOTBOPCHHE KATOPIKHOIO
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41U BLDKHBAHMS W OTHOLLIC-
CHavanneTBa Kak K CTH-
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HHE MecTa ua MPOM3BOACT-
MBAILHBIX DT45%KAX KOpHAo-
M, OTKY A Cranmuckmiy
OBLIOHBAT 3a1HMABIIHX
CEMYxuny,

ITCPHAS JKencka s MOKLED

“Totalitarian androgyny
began as a socialist
feminist utopia. It
became as repressive to
women as to men and
was an important factor
in the establishment

of totalitarian control.”

1

would have been unthinkable in the male
zones, where each man was always alone
against the rest of the world.

These GULag sororities were socialist:
problems were discussed at meetings and
solutions approved by a majority vote. Elected
leaders (kapos) were responsible for a just
distribution of labor and food and looked for
possible compromises with the camp
administration. Comradely collectivism, class
and political consciousness were valued highly.
There were unwritten codes of dignity and
chastity, which were hard to observe because
of the male administration, but violation was
prosecuted by boycott or even ostracism. The
norms of democratic socialism and socialist
collectivism proved helpful in surviving.

Such patterns were typical of women and
of women only, for in no man’s GULag memoirs
can we find anything similar. Symptomatically,
men and women described different attitudes
to camp labor. For men, slavery toil at timber
felling or mining was the extreme form of
humiliation, an analogue of capital punishment
executed in a torturing manner, which was
obviously the intention. For women, work was
the only way to feel at one with God and
humanity, the only means to preserve the
human self. Women who survived adapted the
experience of GULag socialism to their lives in
freedom. What they had endured was an
unforgettable school of life, and their children
drank in the education along with the milk, thus
adapting to totalitarianism through their
mothers’ training. We should also not forget
that in the late 1940s girls were separated
from boys at school, which suggests the same
differentiation of approach indicated by former
GULag prisoners. Even women who were not
imprisoned underwent the same type of social
conditioning within other structures, such as,
for example, the bread queues.

The evacuation of women and children to
Siberia and Central Asia during World War Il
produced a very special education: the wartime
evacuation sorority is still awaiting its
sociologist, but we are always hearing our
grandmothers and mothers speak about the
wonderful women’s friendships they used to
have before and during the war and how happy
they are to have had such good female
comrades despite the indescribable hardships
of everyday life.*

Totalitarian androgyny began as a socialist
feminist utopia. It became as repressive to
women as to men and was an important factor
in the establishment of totalitarian control.
After the devastating repressions and wars,

women began in the mid-1940s to fill

vacancies that even in the early 1930s, when
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women had been actively involved in
production, had remained purely male —
vacancies involving hard physical labor, which
women had to take up for the sake of the
survival of their mothertand, their children, and
themselves, vacancies at a level where no
decisions can be made and all initiative
muffled. The stereotypical female petty
bureaucrat is probably a sublimation of the
castration complex, Soviet style, but in actuality
her function is very important for the regime:
ideally the Soviet people should have no needs.
Women acting as petty bureaucrats or
inefficient teachers or doctors (especially
gynecologists or pediatricians) or salespeople
in foodstores are women on whom you depend
for survival, and they are positioned to say no
to your basic needs. In this way Woman has

been exploited as a tool of totalitarian
oppression. Socialist realist art, as well as
obscene antipatriotic jokes, have made her a
symbol of this, and therefore much hate is
directed at her.®

The social conflicts of recent years are
more often represented through and more
played out in the realm of the iconography of
power. The removal of monuments to Soviet
state leaders, the disappearance of the
portraits and slogans that had been used as
decoration during the pre-perestroika epoch,
the return to the prerevolutionary names of
streets and cities: all this is evidence of the
irrational attitude toward signs cultivated by
Soviet power. The iconoclasm is also manifest
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EneHa PomaHoBa

Elena Romanova, Old Folk from
the Northem Village, drawing on
paper, 60x75 cm., 1968.
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“Sexuality reigns
supreme alongside the
maniacal search for one’s
roots. The epoch of
historical materialism
has given way to the epoch
of historical masochism.
Historical guilt is

experienced ecstatically.”
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in orthography. Provocative attempts to restore
the old spelling rules, especially the masculine
letter at the end of a word, have again
assumed clear connotations of social protest.
Recently it has become especially clear that the
ideogenic nature of gender as a category and
its intimate relationship with the techniques of
power, through both the structures of the
unconscious and taboo sexuality, has not been
articulated by Russian culture, and that the
gender discourse is occupied by the “low”
genres. A general contempt toward regarding
gender as a social construct and a lack of
appropriate discourse on the subject give rise
to a curious muddle in political representations.

Thus the marker B, which is purely gender-
morphological, has acquired the characteristics
of a political slogan for conflicting political
trends, from monarchism to anarchism. Its
usage (or rather, abusage) is constantly being
associated with programs to reestablish
allegedly forsaken and purely masculinist
values. Most often B is used to denote
patriarchal Mother Rus — a contemporary
Russian nationalist myth — or the no less
dubious economic and democratic flourishing of
capitalist Russia at the turn of the twentieth
century. Though current ideological discourse
is exceptionally misleading and verbose, there
is one unmistakable tendency: the
reconstruction of patriarchy.®

Patriarchal gender philosophy now reigns in
both social life and sexual discourse. The
return of history (or rather its sublimation)
takes place against a background of extreme
eroticization. Visual culture is acutely
pornographic. Kitsch fetishes of “old Rus” —
sweet pictures of churches and monasteries
now found on every corner — pose no
contradiction to the porn mags sold openly in
the same newspaper stands in which several
years ago nudity could be encountered only in
the context of the “naked conflicts of bourgeois
morality.” Sexuality reigns supreme alongside
the maniacal search for one’'s roots. The
epoch of historical materialism has given way
to the epoch of historical masochism.
Historical guilt is experienced ecstatically.
Newly discovered problems are being tackled in
the same terms of symbolic, magical
manipulation that were first suggested by the
Bolshevik cultural revolution. For this reason,
the program begun by the 1917 spelling reform
is neither outdated nor likely to be discarded by
the society in the foreseeable future.’
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NOTES

1 What | think is wrong with this is the means by which this
was achieved. | do not think that many American feminists
would admit that the ends justify the means, even if the
aim is as noble as that of women's liberation. Another
thing that | think is completely wrong is the idea that
women's freedom was really achieved. It was only
proclaimed, as | tried to show in my paper that the
emancipated Soviet woman was another lie which served
the aim of her ultimate enslavement — not so much to the
man who became irrelevant but to the State, and to the
Ideology. But the word (in this case, “sexual equality”),
whether it is truthful or otherwise, has the power of
producing reality. The paradox is that the desired effect
was reached in the long run, and Soviet men and women
did achieve a sort of angelical (e)quality, a sexual in-
difference (in-discrimination) which was forced on them by
political and economic structures. The forced “angelhood”
is what I call totalitarian androgyny, and | cannot think of it
as a positive move. The collapse of totalitarian system
brought about the end of this pseudoandrogyny.
Paradoxically, again, we used to be “equal” (equally denied
of freedom of will), the effeminate men and the
masculinized women. But the idea of true sexual equality
has been so much compromised by the totalitarian practice
that I can foretell the lack of success of any women’s
initiative, let alone feminist pursuit, in the present-day ex-
U.S.S8.R. for many years to come.

2 lused “sublimate” in the chemical sense of “converting
from a solid state to vapor by heat and allowing it to solidify
again in order to purify it (sic!)” and | very much welcome all
the semantic overtones to the metaphor, Freudian or
otherwise.

3 As for the connection between the abolition of b and the
attempt of the government to “deliberately” exterminate
males, it depends upon how you understand “deliberate.”
To what extent is the logic of historical process the result
of “deliberate” actions of groups of people? Can we speak
about deliberate actions when interpreting historical events
at all? The only thing | wanted to say is that systems of
expression (and writing first and foremost) do not only
reflect retrospectively but also program and determine the
possible ways of future historical development. As a
linguist I will insist on this kabbalistic point. The change of
history was preceded (and was pre-determined, and could
have been pre-dicted) by the change in the system of
writing, and was later on effected in strict accordance with
the alterations first introduced in writing — this was the
message | was trying to convey.

4 Women’s bonding and friendships were not androgyny,
they were sisterhoods — another feminist ideal achieved in
the U.S.S.R. through severe political and physical
repression. Another challenge to feminism, I'm afraid.
Unfortunately, sisterhood can be used as a depersonalizing
tool, for the destruction, not the creation of the female
personality.

5 As for obscene jokes and Socialist Realism: The Statue
of Motherland in Volgograd, one of the grandest figures of
its kind, was popularly christened “klyopanaya baba”
(riveted), euphemistic of and consonant to “yobanaya,”
which is a very taboo equivalent of the English “fucked,”
the one which is not reproduced in print, not even in
dictionaries.

6 The return of b is not exactly the reconstruction, but
rather the re-articulation (re-formulation) of patriarchy in
terms of prerevolutionary male-dominated values. As a
phenomenon of politics and economy, perestroika might be
a reconstruction of capitalism. In terms of social order and
mass culture, it is an attempt at rethinking patriarchy, of re-
establishing the male in the centre of the social structure.
Of course, not a single man here would admit to the fact.
But 1 was assured of the fact once again by the observation
of mass cultural behavior after the coup.

7 | don’t know what the consequences are for feminists,
but | am certain they are not to be neglected. | do think of
myself as a feminist, but | can see that not evenything is
clear with feminist theory when applied to the Soviet
situation. | do believe, though, that whatever problems
there might be, feminism remains the only reliable
analytical tool in understanding the processes that are
going on. Sociologically, politically, and economically, the
situation is very confused. In feminist terms, it is more
definite and can be interpreted as a situation of re-
articulation of patriarchy in discourse. B
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It was Sartre, and later Derrida, who
referred to the unknowability of the world —
and human inability to perceive in it anything
beyond solo ipse — as blindness. To unfold the
metaphor, one may suggest that if male
perception of woman does not involve complete
blindness, it at least involves a squint as the
contemplating eye tries to get the picture in
focus. A smugness, however, tends to
accompany the squint.

Like all empirical categories, gender is
conventional, and like all conventions, it stands
in a certain relation to power. By force of social
convention, much of what is allowed to a man
is taboo for a woman. it is the notion of
femininity that serves to conceptualize the
taboo on woman's selfrealization. In order to
preserve male privilege, patriarchal philosophy
cultivates gender as “natural,” “innate,”
“transcendental.” The male gaze demonizes
and mythologizes woman, ascribing to her
name the semantics of the intentional object.
Adam, endowed with the power of nomination,
introduces limitations t0 woman’s being with
the help of a closed-curve frame. Realization of
woman’s abilities is confined to elementary
geometry: the family circle, the vicious circle,
the love triangle. To Homo symbolicus, woman
is the eternal Other, the non-l of the world. The
intentional context/connotations imposed on
woman against her will (e.g., the “feminine
mystique”) alienate her from truth. Woman
vainly attempts to prove to herself as well as to
others the objectivity of her own existence, and
her unverifiable ego results in vanity.

For Gerostratus, therefore, the feminine
gender is suicidal. Female suicide is an
attempt at destruction of the common cultural
property, the symbol. Brandishing an axe, a
militant suffragist rushed at Velasquez's
Reposing Venus in 1914 (the same year a
Russian Jew attacked Repin's masterpiece lvan
the Terrible Killing His Son), thus committing an
act of autoagression and leaving on her own
accord the world of higher values for that of the
tabloid anecdote and madness.
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The whole of Western culture has been
bred on the symbolization of the female body.
Western ethical and aesthetic ideas of the high
and the low, as well as the beautiful and the
ugly, are simply categorizations of woman’s
physical image. We have the Virgin who bore
(that is to say, verified) the body of the Savior;
projection of guilt onto the sinful female body
in the ecstatic self-flagellation and
phallic narcissism of sleazy erotica; fear of
enslavement (castration) by the very flesh that
begat oneself; and the beloved artist’'s model,
the naked alter ego, an attempt to objectify a
man’s own existence and heal his split identity.
Western patriarchical culture poses androgyny
as an asymmetrical opposition of the objective
male ego to the subjective female id.

In the classical European tradition the
female is customarily dismembered and
visualized “from the neck to the knees.” By
contrast, the Russian tradition stresses the
woman's soul through radiant eyes, delicate
fingers, thorn-wounded toes. Russian Carnival
is not the lowering of the high but primarily the
raising of the low, the spiritualization of the
animal, the idolization of the whore. The object
of physical desire is uplifted to the level of
transcendental inspiration. Logos and Sophia,
the spiritual counterparts of male and female,
mate in astral marriage (Vliadimir Solovyov).
The eyelike aperture on the head of the
male organ looks directly into the Cosmos
(Vassily Rosanov). Russian religiosity, Russian
nationalism, and Russian statehood are all
viewed as feminine (Nikolai Berdiayev): Russia
would stifle her own child in her sleep — could
sleep him to death, as the saying goes — and
not even notice. The Russian “Silver Age” of
religious philosophy brilliantly spiritualized male
impotence in, for example, Alexandr Blok's
“peautiful lady,” the famous turn-ofthe-century
family trianngles, even Mayakovsky's Cloud
in Pants. To quote Maximilian Voloshin:
“Because just as the female being is
impregnated by the male in the physical world,
so should the male element conceive by the
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female in the world of the spirit, to realize itself
in creativity. Hence the role of female
inspiration in the life of every artist.”

Symbolizing creative energy as a female
was to have far-reaching conseauences for
Russian culture. On the one hand, it paved the
way for women’s involvement in the avant-garde
aggression of the 1910s and 1920s against
traditional culture. On the other, it inspired
more than one monumentalist of Socialist
Realism to mythologize totalitarian oppression
as a victorious female, as in the Motherland,
the Party, and so on. Generally speaking, male
impotence could be regarded as a principled
stance of the Soviet intellectual toward the
“Sophia Vlassyevna” (as a popular Soviet song
referred to the Soviet power). It was the
Russian idea of the spiritual woman that
determined the situation of the real woman in
art. While in the West the woman is the artist’s
model, in Russia she is his muse. In both
contexts, however, the female personality must
overcome the symbolic power of her sex in
order to be included in artistic activities.

The female invasion of the art scene in
the West and in Russia was effected through
different strategies. In European art history the
female identity is established through the
conflict of the couple: the genius and his
admirer, the teacher and his pupil, the
father/husband and his daughter/wife. As
Linda Nochlin demonstrates, such a couple is
an important institution that socializes the
women in the art world and provides a
redistribution of artistic influences. Russian
women artists chose to overcome the
imperative of the symbol not in familial conflicts
but rather as part of the social movement for
emancipation, against a background of growing
self-consciousness. It was rather early that
Russian women stopped making concessions
to the romantic babble of male pro-
fessionalism. And while a downtrodden
schoolteacher allowed the inexhaustible
practical joker Voloshin to tumn himself into the
mysterious poetess Cherubina de Gabriac, thus
assuring her success in the predominantly
male literary world, this type of artistic
mentorship was being disowned by the sixteen-
year-old Marina Tzvetayeva. It was she who first
declared her rights in the masculine gender
(“l am a poet”). In neither Russian art of the
early twentieth century nor that of the Soviet
period are there women artists or authoresses
or poetesses; there are only artists, authors,
and poets, though many of them are women.

Which method has proved more effective,
the westemn European or the Russian? Gunther
Veist provides some statistical data: In all of
art history only 2 percent of artists were

64 Heresies/idiomA

€B ponencxon TPANHIHY pac
Ha ¥ IPENCTaBACHA O ey

eH. HaoﬁopOT PyCckay

XaJbHOCTh CPIMBOJIPI3preT
CKYIO ymTy - leqncrme Tia

- HE)KCHHI)IE HaJILU;I)I H3pg

TEPHUSIMHU HOTH., - Poceniy,

s - HaBaJ’IH3aHHS{ DTO HEe
Bmcoxoro asoauecexme” ‘

, ICHNE y,rmlmo Ie
,O6beKT cbnanecxoro BO




QUHBL PCATBHON B MCKYCCTRE.
o Ba Zanane oHa MOACIL Xy~
xa, B Poccun - ecro Myaa,
yeM, B LY XC MCKAHMI TTporpec-
1O HHTCAJIHI‘CHIMM, 910 My3sa
'npwﬂcnnuw Mysa rpaskaan-
cHHﬂﬂ M B TOM, 1 B APYIOM CaLy~
¢, J1st TOTO, 4 TOOBE BKJIOUHTHCS
xyﬂo)l\CCrBLHHbIH TPOLIECC, KM~
OpHECKas XCHCKAs IHYHOCTD
14 TIPEOOJICTH BAACTH CBOETO
BOAM3IPOBAHHOIO nosa. Oue-
,uro B EBporic 1 8 Poceun
(0C BTOPXKCHUC B MYJKCKOM
Y HCKYCCTBA MPOXOHA0 PA3HBI-

POMEHCKON HCTOPHY HCKYC-
O0CTBCHHOE 3HAMCHUE JKCH-
[YTBCPXKAAETCS B KOH(DIHKTC
TAJAHTA W [TOKJTOHHU-

TeIS M YUCHHLLBE, OTUA H JIO-
ryxa u xenst. Jhuuna Hox-
GEANTEILHO TOKA3HIBACT BAX-
onoBxol ap: Kax obuie-
OT0 WHCTHTYTA, B DAMKAX

Oro MIPOXONHT COLLHATU3ALIHS
WHB- XYAOXHHUILBE H COOTBET-
ymuit epenea chepnt Xyno-
HHBLX BJIMSH L,

Kasl XYDOXKHHIG TPCOROAC-
EPaTHE CHMBOAA HE B Ce-
KOH(IMKTE, a Ha BOJHC
TAHCKOTO NBIKEHUS, HA 110-
TYHIETO CaMOCO3HaHHs, Pyc-
CHIMEA PAHO ICPecTana jic-
CTYNKY POMAHTHUYECKHM

M MYXCKOH podHecCHOHaNb-
o1, 1 ecii saburast mWKo/Ib-
CALHHULA CUIE TTO3BOJSICT
HEMOMY MUCTURHKATOPY

HY CleJfaTh 13 cels TanHCT-
HepyOuny me Tabpuax, To

STO OHA MPOBO3TNACH-
0¢ B My>xCckoM pone -"... o -

IBTYPBL, XOTS YK CHIHMH
YEHB MHOTO.

PHBOJZ(HT cTa mcmxy
HCTOpHH MCKyCeTRA K eH-

“Whike in the West the
woman is the artist’s
model, in Russia she is his
muse. In both contexts,
however, the female
personatity must cvercome
the symbeolic power of her

sex in order to be included

in artistic activities.”

women. In Russia of the 1910s and 1920s
they constituted 20 percent. In comparison to
Germany, where in 1918 seven out of ten art
academies accepted no women students,
Russian women were early to engage in art
professionally. Women’s participation can be
considered indirect evidence of political
freedom. The end of the Weimar Republic saw
30 percent women in art; during the Nazi
regime the figure decreased to 10 percent. In
contrast 1o the 20 percent women in Russia
during the 1910s-1920s, the epoch of
Socialist Realism produced no women’s names
but Vera Mukhina’s, though there were quite a
number of women making art during those
years, all of them forced into the sphere of
applied rather than “real” art.

Today numerous women receive an
education in art, but only the select few
manage to rise above obscurity. The
contemporary post-totalitarian artistic
environment in Russia is saturated with
extreme sexism, an ideology shared by women
themselves, who mistake open male
chauvinism for sexual eguality. The experience
of women artists who belonged to the avant-
garde and achieved complete independence
within the art world is forgotten as soon as the
tide of “revolutionary renewal” diminishes.
Women have a choice in which both
alternatives are essentially wrong: either to be
considered second-rate men (a standard
compliment being that one is a woman artist
[but] possesses the heart/wisdom/logic of a
man) or to drop out of the context altogether. In
both cases the self must be sacrificed. Women
find themselves in a condition of oppression no
matter which attitude is held by the men,
whether that of the Western or the modern
Soviet phallocracy or that of the Russian
absentee male of the early twentieth century.

The contradictory situation of the Soviet
woman artist became manifest during ZEN:
Woman as Subject and Object in Art, a feminist
art exhibition that took place in Moscow in
March 1990. The title of the show is the root of
zhenshchina, the Russian word for woman,
written using the metalanguage of international
transcription symbols. The term ZEN on the one
hand cosmopoliticized that favorite symbol of
Russian patriotic pride, the Russian woman,
and on the other, in a sort of oriental
interpretation, expressed a contempt for the
Soviet ideology of femininity as a forced form of
woman’s existence.

For the first, Leningrad variant of ZEN,
curators Olesya Turkina, an art critic, and Victor
Mazin, a philosopher, put together a conceptual
collection of textiles, including artifacts by
Leningrad underground artists of both sexes
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created especially for the show as well as
objets trouvees contributed by their dextrous
babushkas. All works, independent of the sex
of the author, were signed with suggestive
female pseudonyms, and the public was given
the opportunity to attempt a sexual attribution
according to the supposedly natural artistic
features suggested by their own stereotypes.

“Textile,” declare Olesya and Victor, “is
and, at the same time, is not a work of art. In
contrast to painting, where canvas is con-
cealed beneath a layer of paint, textile is hand-
made and natural, an extension of the human
body whether it serves as clothing or as a
detail of interior design. A painting is earthly in
its claims to be transcendent, while cloth is
transparent and sincere, transparent both
semantically and physically, a veil. The veil as
an element of female attire creates a zone of
tension between the eye and the object of per-
ception. The veil disperses the phallocentric
male gaze and makes the woman a dim object
of desire, yet a man, too, can be hidden under
the veil. Thus the use of a material that is sup-
posed to be alien to male creative art may
deceive the observer. Textile is a chador for
men. Text-il and textelle are interwoven in the
heterogeneous cloth of the exposition and
assume new meanings in its context. Voila.”*
The show succeeded in deconstructing the art-
critical preconception of women’s art as being
decorative, though the problem of women’s sit-
uation in art was secondary to the graceful
handling of the idea of androgyny. Text-Veiled
Art from Leningrad was actually an exhibit of
the very refined art of etiquettage.

The Moscow part of ZEN, curated by art
critic Valery Sergeyev, was a group of paintings
and objects in which women artists were in the
absolute minority. Here the subject/object
relation set by the exhibition’s subtitle sounded
a lyric note of perestroika disappointment (the
opening of the show took place by chance on
International Women’s Day). The curator saw
his task as “equating the man’s and the
woman’'s rights to existence.” The idea of
equality was to be conveyed as if through a
compound syntactic construction with the
coordinating conjunction and, as in Woman and
History, Woman and Politics, Woman and Sex,
Woman and Form, and so on. Yet instead of an
expected mutual refinement in the meaning of
the coordinated nouns, what emerged was the
ambiguity of the conjunction: the connective
relation and broke down to produce the
adversarial but. It was a violent attempt to
include woman into the context of masculinist
fixations. One saw here the same absurdist
effect of the mutual annihilation of values
through the and construction that was
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IPUHUMAJIA HA yyeby XKeHi
DYCCKHE XYNOXHULE payyy no
JIM BOSMOXHOCTD 33HHMary,
KYCCTBOM npoq)eccmHam,n
CMATPHEBAJIA CBOIO esTe iy
Kax 00LIECTBEHHOE Iompriy
CaJOHHOE pasBieyeHue, Jlo,
XKEHCKOTO YUACTHSL, B ToM y
XYIOOXKECTBEHHOM U3y

~ HO OTIPERENIAETCS U CTeme
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i J4111 COBPEMCHHDII COBCTCK MY
panT (PAJLTOKPATHUCCKOTO
qachismo WILM PYCCKUIT MYXKCKOI
36C>CHT6”3M Hayana pexa. [poru-
- yHBOC TIOJIOXKCHHC K CHULMH DI
COBPEMCHHOIT COBCTCKON apTit-
i eCKOIT CLIEHE BBISIBHJIOCD, HC-
. oTpst HA OTCYTCTBHC MIPCUCACH-
"5 iepBOi YK€ PCMHHHUCTCKOI
FABKC, npoBoaMBLIEHCs B Mock-
suapre 1990 r. ("ZEN: XKenun-
K CyOBEKT B HCKyCCTBE") .
Ha3BaHHE BHICTABKH - KOPCHD
oro cJioBa "KeHulHa", 3anu-
B METAS3HLIKOM TPAHCK PHIT-
~'c OAAHOIT CTOPOHBI, KOCMO- I10-
31POBAJIO M3IOOCHHBII CHM-
HALMOHALHON TOPAOCTH BE-
POCCOB" H - B OPHCHTAILHOM
puTcHKH - 0003HAYHIIO CC KAK
10 BpIpazKeHIst npeHedpexe-
OTHOLLEHHMIO K COBETCKOM
COIOPHH KCHCTBCHHOCTH KAK Bbl-
yyXICHHOM (hopME Cy1LECTBOBA-
KEHCKOM JTHUHOCTH.
SHEHTPAZCKAST KOMJICKILHS HA
JBHICTABKE (KyPaTOPDHI - HCKYC-
:ezl Ounecst Typxuna u o~
Bukrop Masun) nipencrasisiia
01 KOHLICTITYAJTHLH Y I DKCITO3H -
TEKCTHIIST (apTedakTnl paboThl

HIPaJCKOH X YO0 XKECTBCHHOIT
K, 060Cr0 TIONIa  CO3MARHDIC
JIBHO JIUIS TIEPBOTO - JICHWHT-
- BAPUAHTA BBHICTABKH 110
3y ycrpomrenei ¢ nobasieHu-
jets frouvees U3 uncaa ogap-
buMbix Gabyiex). Bee pabo-
¥ MY3KCKIHE, H KCHCKUE - O
AMUCAR DI TIPO3PAUHBIME (IJTsI
CHHUSL IPUKOJIA, HO HC IS 3Ha-
DOHA) KEHCKUMH TICCBIOHM-
3PUTEIIAM TPENOCTABISIIOCH
dKOMUTLCSL C "TEKCTBYATLHBIM
ccrBomM Jlenunnrpana' u, mams-
CMUHWUCTCKON HanpaBacH-
CTH BBICTABKH, NIPOBECTH CEKCY-
YI0 (a TaxxKe,B psjE Caydacs
DYCCKOSI3LIUHBIMI TICERBIOHH-
HAUMOHATBHY0) ATTPHGY-
00Pa3HO YCBOCHHDIM CTCPEO-
MBoctipusarus. " Tkaub, - yT-
aior Onecst 1 Bukrop, - onHo-
HHO SIBJISIETCS M HE SIBJISICTCS]
3BCneHem nekyccrsa. B omau-
APTHHBI, XOJICTA, NPSIUyLC-
TOM CTOAMHK KPACKY, OHA PYKO-
Ha H ecrecTBeRHA B CBOCM TPO-
HUK yenoreyeckoro Tena
000X A MITH uacTh A0Malil-
HTepnepa). Tranp npospau-
tkpenna. TIpoussencnne

e

characteristic of totalitarian Soviet lifestyle
propaganda, as in the periodical titles Science
and Life, Culture and Life, Soviets and Life,
Morals and Law, or Temperance and Culture.

The use of the coordinating conjunction
seems justified, however, in the October 1990
Moscow exhibition Femininity and Power, in
which the presupposition of oppression was
common to both nouns. Presented here were
works by a group of women artists who claimed
no feminist invasion of the male language of
artistic forms but stood for the woman artist’s
right to be called by her own name, 1o be
possessed of her own viewpoint, and to be
positioned independently in the art world. The
exhibition was an act that communicated a
relationship to power and oppression; it was a
visual gesture counterposed to the pressure of
public opinion.

The mother, the lover, the nun, the
housewife, the beautiful gardener, the fortune
teller, and the witch are carnival roles that the
public attributes to the woman artist. So it was
that the works were, like masquerade
costumes, carefully hung everywhere in the
space on dress hangers — the concept of Oleg
Kulik, the exhibition designer. A huge belt
hanging down from one of the empty hangers
constituted the male designer's commentary.
“Man creates history out of his phobias,
manias, and other pathologies,” says Kulik.
“For women who want to be involved, weakness
is impossible. A woman must always be armed
and buttoned up. When she lets others into the
sanctuary of her wardrobe, she makes a
voluntary demonstration of her own weakness,
she gives up the idea of violence as a form of
cooperation.” On the other hand, the principle
of presentation chosen by Kulik emphasized
the work-box associations that usually arise in
the mind of the viewer when a work of art is
labeled with a woman’s name. Clothes
hangers, hooks, and ribbons are popular
symbols of femininity, and such a concept of
femininity, innocent though it may once have
seemed, is in fact the stronghold of antiwoman
attitudes, a kind of gallant ideological
oppression that discourages the woman artist
from self-identification with the Feminine. The
hangers and pretty bows were a means to
emphasize and thus eliminate from the viewing
equation the subtle contempt associated with
what is supposed to be the woman artist’s
“natural” interests. This tinge of antifeminine
sentiment thus excluded, one can see in every
work an attempt at building one's own
staircase to heaven, and if circumstances
make the woman artist raise this staircase not
from her studio — the temple of Art — but from
the kitchen, nursery, bedroom, or barn, then it
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is not she who is to blame but rather the very
concept of artistic creativity.

The coliection of work on view was
deliberately chosen to preclude a stereotypical
identification with any particular style or genre.
For a woman artist to be aligned with a
nameable trend is like changing her name in
marriage: both recognition and success depend
on the social weight of the -ism. Attributing art
by a woman to the -ism of “women’s art” or

“typically feminine art” (in other words,
relegating it to the anti-artistic and the low) is
commonly attempted, and the primary idea of
the exhibition was to break with this stereotype.
What follows is an overview of some of the
work in the show.

Oiga Astafyeva’s objects happen to
condense numerous semantic areas being
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Osbra AcTappesa
Olga Astafyeva

(KapTuHa) BewecTseny
IIPETEH3NH Ha HeMaTepyy
Txanb - Marepus, oy na
CMBIC/IOBOM U peanshg
CTBIO: Byasnb, Lo
Byann, sensscy, pen
XKEHCKOTO Tyalcra, cog
CTPAHCTBO HATSKEHY |
30M 1 06BEKTOM HabiG;
MoxxHo ckasaTs, yrp BYA
BaeT (haaoueHTpryeck
CKOIT) B3TJISA HA XeHupy
BPAIIAs €€ B "CMYTHH}
Janns”. Muorna noy BY
BACTCS MyXunua. Tak.
HUE SIKOOBI HECBOIICTRE
CKOMY TBOPYECTBY Ma
XKET 0OMaHyTh HaGIIO;
CTHAB - TIAPAHAXA JLT4
Texcr-il u Texcr-elle ¢
B IETEPOTEHHYIO TKAHE
unu, obperas HOBLIE 3H]
KOHTEKCTE BLICTARKH,
HexoHcTpyxums ucky:
YECKOM YCTAHOBKY HA HEK
HO-TIPUKJIAZIHOE TIPEIH
XKCHCKOIO UCKYCCTBA 611
JieHa TOCTATOYHO yBenu
Bonpoc xe 0 cyGnexTH
XK EHIIMHBI-X Y10 K AL
Ha 3aHWH IJIAH Nepex
HOM cynpyramu npofJie
ruaHocTH. T eKCTBYan
cTrO Jlenunrpana” npex
PCH 3PUTEIEM KaK H3BICK
pasuMK UCKYCCTBA STUKE
TIPOMEICEJ, CTICHH(HUEC]
pona Ha Hese).
B MOCKOBCKO¥H YacTy
uH (KypaTop - MCKyCCT
nepuit Ceprees) ObuIx Uec
3aHBI XKUBOIIUCH U 00BEKT.
KOTOPBIX XEHIIMHAM IIpH
710 aBCOMIOTHOE MEHBIIMH
[AHHAS HA3BAHUEM BEICTA
eKTHO-00BeK THAd KOHCTPY!
NPO3BYYAJIa JIAPUICCKOY
pECTPOECUHOM pasouapoBa
(OTXpHITHE BBHICTABKY CIIyHal
coBmano ¢ npasnuopanneM M
HapOIHOIO XEHCKOro IHL
_OKCIIO3HUI{MK BUEJ CBOI 34
HOnbITKE "'y paBHUBAHKS KCHIL
B 9K3UCTCHIMAIBHEIX IPABA
MyxunHOM" . FxeansHoi §0
TAKOro ypaBHUBAHMU EMY 1L
CTABJISIETCS CJIOKHOCOUMEE
CHMHTAKCHYECKAs KOHCTPYKIL
¥030M ¥ XKEHIUHA 1 UCT
JKEHIMEA ¥ TOJUTHKE, XE
cexc, XKeHIIuHa U OBITHE,



a (popMOTBOPUCCTEO ~ UCAbIH Pe-
‘ 1 KEHCKOTO yUacTHsi. Onnaxo,
CTO B3ANMHOTO YTOUHCHI
mcmq)uunpylomnx HUMEH, DTOT
ieM HEOXKHAAHHO BLICBCTIN Ce-
(qTUECKYIO JIBYCMBIC/ICHHOCT
038, COCIMHHTCIIbHASI CBA3D pac-
[anac H 0BEPHYIACH IPOTHBHTE b~
yoil, Cra/t OUEBHIAHLIM NCMENT HA~
g TPH TIOMELLICHHH JKEHILITH DI
$KORTEKCT TAKHUX MACKYIHHUCT-
ik UKCALMI, KAK CEKC, TOJTHTH-
{3, HCTOPHSL, dopma... B mocranos-
s mpoOAEMBI HCOCOSHAHHO HCNOL-
40BaH TOT XK€ a0CY PIUCTCKHIT npn-
3 B3AMMHOM AHHHTHITSILIHH LLEHHO-
el IPH HX COUMHHTCABLHOM COCHM-
jeunH, K KOTOpOMY npnderact npo-

e, "CoBETHI M KH3HL", "Mo-
s i npaso’’, "Tpessocth W Kyan-

noTpeBIEHHE COUHHHTENLHON
CTPYKIDH, OAHAKO, PEACTAB-
¢ KOPPEKTHBLIM B C/IOBOCOUE~
1 ' KEHCTBEHHOCTD M BAACTD '~
iia 00a NPEAUKATE TOHHMAIOTCS
(MBICIE OOLIEH MPECy NNO3HLH
AOUIBCTBEHHOTO TTOAABACHHs. Bui-
BKA TIOZ STHM ACBU30M [IPOBOLI -
Mockse B okTa6pe 1990 ro-
Ha codpana paboTl XK eHUMA,
BIE OTHIOADL HE MPCCACHYIOT

Y HEMUHHCTCKOTO BTOPXKE~
MYXKCKOJ SI3BIK H300pasi-
BHBIX POPM, HO CTPEMSITCS VT-
TBCS B PABHBIX 1PABAX HA3bI-
ATHCH IIPYTHM, HE MYIKCKHM, npo-
HOHATBHMM MMEHEHM, CTOSTh
DYTOH MO3MIMK, KMETh XPYTOH
Igx. B atom oTHomenuu pabo-
OKd3aHHHE Ha BRICTABKE,
ICTABASIOT COGOM BH3YAIbHEI
KOMMYHMI KDY IOIIUH OTHOIE~
AacTH ¥ IlonasaeHuto, XyHo-
BCHHRIH XXEeCT NPOTHBONOCTaB-
celst nasnerIo ofmenpHHsS-
eaug. Mate, Bosmobnes-
MOHAMIK2, NOMOXO3SHKaE, KPY-
"HHNQ, CanoBHMIA, NPOPOYMIa,
YHbY - KaK KaPHABALHAE KOC-
 Pabort Groi akkypaTHO
BCManm nusatinepom Osrerom
KOM Ha rapnepobubix TUIEUM-
0 BCeMy npocTpaHCTBY 3a7a.
UHHA leaeT HCTOPHIO, NOMTb-
CBOMMU C1abocTaMY - MaHMS-
OOHAMMY ¥ Npoyeit NaToNo-
TOBopuT Kyaux. - JKenmu-
Gocrs 3anpemieHa, OHa HOJDX-~

Anexkcanapa Kopcakosa
Aleksandra Korsakova

explored separately by other women artists.
She has discovered a visual classeme, a
prototypical visual signifier in the shape of an
egg. The egg is a model of the universe; the
starting point (ab ovo) and the culmination of
the man-woman relationship; the localization of
male and female potency. The egg can be
nature’s creative plan or its sterile dietary
product. It can be a metaphor of priority, as in
the learned argument of what came first, the
chicken or the egg. The philosophical egg is the
key to the truth. An egg eaten away is pure
form, art for art’s sake. Here the viewer is
invited to look in small round mirrors, Venus's
attribute, hanging inside net eggshells.

Whereas Astafyeva's pieces suggest the
spectrum of women artists’ concerns, the
works by Aleksandra Korsakova seem 1o place
the question of femininity and power in art into
a temporal dimension. Korsakova, as one of
the avant-garde women artists and aiso the
wife of Viadimir Tatlin, had to bear the burden
of not only ideological and political persecution
during the era of Socialist Realism but, in
addition, that of patriarchal attitudes in art
interpretation. There is not a single device
in Korsakova's artistic store that would not be
interpreted as having been borrowed from one
male artist or another, which must have been
the reason why, by the end of her life, she had
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given up artmaking. Her pastorals are
reminiscent of the kitsch sold at any market in
Russia and cultivated as folk art. Badly
put together and casually made from whatever
materials were at hand, these works deny
the very idea of artistic heritage. Her works
“about nature” as well as her “literary” series
seem both random and contrary to the
generally accepted notion of a plot; in them
one can see exemplified the controversial
situation of the woman artist in terms of both
nature and culture — a controversy that is not
eliminated but only disguised by art-critical
discourse, when the woman moves from art
proper into art history.

Tatyana Spasolomskaya’'s “typically
feminine” works precisely represent
repressive/repressed femininity. The portrait of
a woman with her head hidden behind a
balloon and her fingers bound up with thread
personifies the feminine mystique that voids
the woman’s self and ties up her creativity. The
title, An Emigré, is characteristic; lost identity
and repressed creativity are both associated
with rejection of the motherland, the loss of
ground. In Spasolomskaya's paintings the
subjects of motherland and motherhood, both
of them holy in Russian culture, seem 1o reveal
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TaTtbsada CacoONOMCKast
Tatyana Spasolomskaya

- MEX XYyHOXHHL HoKAa3niBd

Ha GHTH BO BCEOPYXHH cpoe
JIH, 3aCTErHYTOMH Ha Bce nyrog
Pacnaxusasa TIePEN 3puTenen
Tas CBATHIX, CBOH rapnepos, Xe
BEHHOCTb IOOPOBOILHG TIOKa3kpy
€T CBOM CTABOCTH ¥ Tem campgy
Ka3hBAETCH OT HACH Mg Kaxfﬁp
LHMNa B3auMONENRCTBH g " o
C npyro#i Touku 3penng, npyy
LI SKCHIOHMPOBAKHS, npey;
Huit KyaukoM, TOXUEepKHy 1
JIAHTEPEHHEIE KOHHOTAauHH, K
pHie Hen36€XHO Bo3HuKalor mp
BOCHIPUATHH, €C/iH pabota nio
Ha XEHCKUM HMeHeM. ey
KPIOYKM M JICHTHI, pacxoxm‘«
BOJI XEHCTBEHHOCTH, - 310
YTO XEHIMUHY "ToABemus:
107" ,ueM ee "uernsor”, Tak
LENUAS XEHCTBEHHOCTH U &
BOE NPOSIBJICHUE BJACTH, T
HOE HIEOJOTHYECKOE O
KOTOPOE BEIHYXXIAET XEH
3HBATHCS XYHOXHHKOM, 3
noxanuei. Ilneunxu ubant
TI03BOJTHJIH BRIHECTH 34 PaMKH
TEPHPETAIHMH XEHCKOTO T8
Ba e "rapaepobHyI0” KoM
K¥pHO NOMYEPKHYB OKOHE
JKEHCKOTO POAa, SKCHO3UIHS
BHJ1a IPOM3BEACHHE OT B
HH, OT HACKHIMS HCTOPH
PEOTHIIA, ITHM MMEHEM
Horo. Mut yBuaes M B KX
T€ HONMHTKY TIOCTPOCHHY JIE
B Hebo, 1 ecim obcrosTen
CTaRJIKIOT BO3ABUIAThH 3
11y HE B3 MaCTEpCKOoi
KYyCCTBa, a Yalie U3 KyX
TCKOH, CrIaNbHU, CaNa W
TO 3TO HE BHHA XYIOXH
KOHIENI¥H XYHOXECTB
TBOPYECTBA B LIEJIOM.
Koaneknus pabor xpa
HOIUIAHOBA B XaHPOBO
CTHUYECKOM OTHOIIEHHU}
¢uxanus ¢ HMEHEM Hall
TO Xe CaMoe, UTO 0TKA3
CKOTO MMEHH TPH 3aMy
3HAHMUE M yCrEX 3aBUCAT
creerHoro peca "u3Ma”- 0

He

xonKypenTHas 6oppa H
yeckoil cleHe BCerna ol
eTCst IonBKTKaMu 33KPE
ux paGoramu “H3M" 0CO
XaHp "THIMYHO XEHCKO
pa" - H3HAYAJIBHO HEND]
HU3KHIf, aHTHXYHOXEC

TIpencTaByieHHbIC He
obpexTs Onpru Acradb



HpOBATH B cebe ceMaHTHYECKKE
) paHCTBA, OCBAMBAEMBIE KAX -
i 13 XYHOXHULL B OTAEJBHOCTH.
(i3 AL obpas-xiaccemy, npo-
QTHTHOE BH3YAJIbHOE 03HAYATO-
e 15 BCETO TOIG, YTO COCTABAMA-
7 03HAYAEMOE B JKEHCKOM MCKyCCT-
40~ 910 AHLLO. S - Monene ra-
[XTHKH, TOUK2 OTCHETa (ab ovo) g
S(ATH3ALIAS MYKCKOI M X EHCKO#
[QTCHIMH, BOTUIOLICHHAS n106508b,
,I“BopquKHfr’i 3aMfalceﬂ NIPUPOABL! WK
[0 JHETHYECKHI TYCTOLBET, METa-
o IePBUYHOCTH / BTOPUYHOCTH K
QHIHKT NOKOJCHUYE (K TO, ¥ ADY-
56 110 OTHOILCHHIO K Kkypuie); u-
ocobckoe U0 - KJKOY K HCTHHE;
NeICHHOE SIHLIO - YHCTas dopma,
YiCKyCCTBO TS HCKyccTBa'...
(eiih-pOCTPAHCTBA" AcTadbeBoi
oHTEHHEPH CMbIC/IA, KOHLENTYa-
Ji3pOBAHHOIO B MOLYCE diua.
KYTpH HX CETHATBIX obonouex
OIBCHEHE! KDYTJILIE 3EPKAbUA -
pubyTH Benepst, "THOHWYHO XEeH-
Kaq. ICTaNb.

Fenu obpextsl Onbru Actadbe-
$00{ OIPEREIAIOT CIIEK TP XYHOKECT-
fHHEIX HHTEPECOB XEHUIWHEL, TO
acTHe B BoicTaBr e pabor Anex-
annpy Kopcakosor (1904-1990)
IPUAANO MOCTaBAEHHOK npobuenme
HOMIEHMH XEHCTBEHHOCTH M
' BPEMEHH VIO NPECTIEKTUBY.
epsbix, KOpcakoBa Kak Xynox-
ABanrapra u CIOABHXXHHUA
T/IVHA NpUHsIa Ha cebs Bce

Thl HICOJIOTHYECKM X TOHEHUHR H
B CTAJIMHCKHE ¥ NOCJIECTa-
Kie BpemMeHa. Bo-BTopmix, CHO-
KaueCTBe XyDOXHULIH ABaH-

\DyuHOro Marepmana crestan-
H KaK Oni CTyyafiHb B OTPH-
MY HIEI0 "TBOpPYECKOrO Ha-
Memy TEM, €€ KAPTHHKY
Re", Kak & "nmrepaTyp-

ExkaTepuHa KopHUoBa
Yekaterina Kornilova

an underside, the role of the mother in the lost
identity of the daughter. As revealed in Sweater
for the Son, the mother-and-child relationship is
dangerous; the Cranachesque portrait is a
ghost of art, the grown-up son a ghost of man.
The bloody spot on the young boy’'s chest is a
strangely reversed oedipal symbol. A taboo of
Russian traditional art is lifted to show us
female filicide, an erotic reflection of the royal
son-killers, lvan the Terrible and Peter the
Great. It is a far cry from the idyll of the natural,

unsophisticated union of mother and child;
here the child assumes responsibility for
the mother's creative self-realization
and satisfaction.

The world of childhood, without reference
to the presence or absence of a man, can of
course also inspire the woman artist.
Yekaterina Kornilova reproduces her
daughter’s drawing in Camel, a picture as clear
and unpretentious as the vision of Golgotha
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was to Christ entering Jerusalem. The artist,
the eternal child, as Korsakova once said,
presents the public with his [sic] favorite toys;
thus Kornilova's Camel was put on props
and pulled around the room as if it were
a toy horse. '

Culinary art is the conceptual game of
Olga Chernysheva — a girl making sandpies
that could tempt the likes of Humbert Humbert.
Her pictorial cakes are made of gessoed
canvas coated with layers of cream in
accordance with the recipes of the Old

Masters, inducing the visitor to poke a probing
finger into them and taste the high art. The
process of culinary treatment refreshes
bedraggled and extinct artistic ideas — Cake
Napoleon, Baiser Rodin — and revives the
artistic appetites of overfed viewers. The
vocabulary of art criticism and the Stalin-era
best-selling Book of Healthy and Wholesome
Food concern themselves equally with
consumption. The former deals with artistic
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Onbra YepHoliiesa
Olga Chernysheva

. pyLIuTEbHbIE 06€CUe/I0B!

Has" cepus ("Macrep

" on

Ma
ta", "Bosmobnenaye BQME;Z%

camoi cnyuaximocrmo BLIXBH‘{EH;%
0 MOMEHTA, nonepeuaocu;o.g;no
OTHOIIEHUIO K o6menanﬂmﬁk I

LENIMH CIOXKETA CBUIETE by ©
0 IPOTUBOPEYMBON TMO3 Uiy Kot
LIKHEL ¥1 B DPOCTPAHCTEE MpHpoyy
¥ B IIPOCTPAHCTBE KYJBTYpy. Dy
TPOTHBOPEUME HE CHMaercy, 4

KOT/A JKEHITHHA-XYROKHUNA pa 6.
JIACTH MICKYCCTBA TIEPEXONUT 1
JIACTH MCTOPUM UCKYCCTRA,
"THUIIYHO XeHcKue" patory
Tarpann Criacosomckoit oyey
TOYHEL B OTHOIIEHUY penpec‘cﬂ‘
KOHIETILIMH XX EHCTBEHHOCTH, JK
CKHUH IOPTPET - TOJIOBA, CK,ypikhl‘,
BO3AYLIHBIM TTAPUKOM, OIIyT2
HUTKOM ITAJIBIIE - OJIHIETROpE
">XEHCKOM 3aragku’, KOTOopa
INAET XKEHIWHY JIMIA ¥ CBY:
i1 pyku. XapakTepHo Ha3pa
Gorel: "OMurpanTka”. Yrpat
KauecTsa CyGHeKTHOCTH, TBOp
CKO¥f aKTHBHOCTH CBA3HIBAIOT!
OTKa30M XXECHIUHEL OT MATEP)
JAMHEL, OTPEIBOM OT “TIOUBE
Ponuusl 1 MaTepuHCTBA - Ci
TEMa PYCCKOM KYJIBTYDHL - 1
HAHKA; POJIb MATEPH B YHH
HIM JIMYHOCTH JOYEPH.
CTpaluHBl OTHOLIEHHS !
pebenka u B xoucre "Caure
coima”, Iloprper B crune Jly
Kpanaxa, npuspak MCKycCT!
MPU3PaK MY>XUYUHEL, B3POCT
€ KPOBABLIM HSTHOM (IIPH
ceurepa) Ha rpyaud. [laps.
HpETHAS TEMa PYCCKOM KY,
MHLECT, XKEHCKOE CHIHOYOui
9POTHYECKHUit OTOIECK HAPCT,
HEIX CHIHOYOmiii PyCCKOrg
Ba - VBana I'posxoro, IleTp
xoro. Buna MaTepy BHIUTCA
OTOXNECTBJICHHUH C KYJIBT,
CHIH OTUYX[EH OT TOM U 0
PaGora ynukajibHa B TOM IUIA
YTO OHA 3aCBUACTEIBLCTBOB

mue onepruu Mckyccrsa,
BooGuie, nmusus “ect
HBX", "6e3HCKYCCTBEHHBIX |
IIeHUi MeXY MaTepbIo 1 peb
KOM 0Ka3asiach ropa3no 601
KHM HAEAJIOM, YEM BCEM Hi
Jock 611, uts mpuHHMAacT
OTBETCTBEHHOCTD 33 TBOPH
COCTOSTENbHOCT, XYRAOX



410 YHOBJICTBOPEHHOCTh MATCPH.
jjup JETCTBA - @ BOBCE HE NpHCYT-
CTBHE (oTcyTCTBMe)V MY>KUHHBI - HC-
[QUHHK TBOPUECKOM IHEPTHH X CH-
[IHHBL. Bocnpon3BEOEHHRBIH HA X0JI-
cr¢ ExaTepHHbI KopHiioso# ne-
sciHil PACYHOK - "Bepbmon” - yBU-
f e ¢ TOH Xe€ S{CHOC;IE:}O, C XaKoh

' (ot UeNOBEUECKHH TIPO3PEBAET
cpoit KpecTHbIH 11y Th ("Bbesa s ro-
po,'l")- JleTCKOE NPO3PEHHE - KAK
pqéa [0JIETA, OTPBIB OT TOIO, YTO
JHHATO CUMTATb PEATBHOCTHIO.
JIOXHHK, ITO BEUHOE IUTS, 11O

. pupAXEHMIO Anekcanapsl Kopcako-
goit, TAPUT 3PUTEJTIO PEHHAJIbHbIC
rpymKi. KHBOMHCHOE MOJIOTHO
pHoBpeTaeT CBOACTBA XYNOXECT-
ennoro o6pexTa. Tak KOpPHWIOB-

i “Bepbmion" Ha BbICTABKE Mpe-
Tiics B 336aBY: YCTAHOBUB pa-
y Ha noanopkx, Kyauk camo-
BEHHO BO3MJI CE 110 BCEMY 3aJY,

] 'bpymcuuy}o JIOUIAAKY.
?Kymmapnoe HUCKYCCTBO" ~ KOH-
entyansHas urpa Onbru Yeprer-
epoit. [leBouka, Jensuas necou-
HE KYJHUYMKH, - aX, KK OHA I1po-
upyet Haurero 6eanoro N'ymGep-
mbepra! Ee xuBonucHue Top-
3arPYHTOBAHHBIE XOJICTH, CJIO-
xpemoM 110 peitentam Cra-
MacrepoB - Tax ¥ TIpOCAT 3pH-
TKHYTb TIA/TBLIEM I TTOTIPOGO-
CBATOE UCKYCCTBO HA BKYC. B
OUECCE KYNMHAPHOHA 06paboTku
KAIOTCSE 3AMYCOSIEHHHIE, 3aJTH-
AHHBE X YOXKECTBEHHRE WICH

opt Hanoneon”, "Poxen - Be-
KHBAET 3AKOPMICHHBIM XY~
CTBEHHOCTBIO 3puTestb. Cho-
CKYCCTBOBEIUECKHX TEPMH-
\HUTa 0 BKYCHOR H 300pO-
me" puxcupyior nepesoc-
npsaMoe 3Havenne morpebe-
XYROXecTBeHHHM BKYC", "Xy-

MpaKoas CTPacTh K UCKYC-
CHERaeMuIii TBOPMECKHM He-
uem”, TlorpeburenncTso -
00 Mopoxenns 1 BOCHpHs-

“cKyccrra. B orsimume or aber-
WTHQ Mopanusupyioniero Ha 3Ty
Myxunﬂbx, XECHIIRHA-XYROX~

Hepexusaer CHTYaLAIO Io-
CHES KaK ry6oKo HUHYIO,
XY B KH3HM HOCTOSHEO
HBaeTcs ¢ kanunrbainzMoM

OWEHHIO K CBOCMY COBCTBEH-
ECTRy.

taste, the all-devouring passion for art, the
artist being consumed by ideas or eaten up by
creative ardor. Consumption is prescribed as a
way of artmaking and art perceiving. A male
artist would typically-be engaged in preaching
on the subject, while the woman artist
experiences the situation personally, for in her
daily life a woman is constantly being eaten up.
Consumption and its offshoots — parasitism,
waste, and pollution — are a direct threat to
women’s very existence.

llona Gansovskaya’'s ecological art,
whether invoking a stone lying on a deserted

Hnona CaHcoBckas
llona Gansovskaya

shore, a horse, a cat, or a desecrated and half-
drowned church, is first and foremost a
defense of her own inner world, a world in
which historical catastrophes follow with the
same inevitability with which a cat periodically
grows new whiskers. The virginal intactness of
this world is carefully preserved. Passion
becomes slaughter. A cow's skull looks out
from the red banner in The U.S.S.R. in the
Struggle for Implementation of the Food
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Program. We thought we were the guests at the
feast of life, but it seems we are only
the leftovers.

In the works of Lyudmila Markelova, the
washing of linen is metaphorical purification
made literal. Stained sheets in the hands of
the laundress bear traces of dreadful episodes:
menstruation, perhaps defioration, perhaps
murder. Here the final judgment as to guilt or
innocence, as well as the hope of relief from
the burden of labor and consequent
purification, lie in the hands of deformed,
faceless old women. In Knots the artist has
rejected the mediation of figurative painting and
accepted personal responsibility for a world
ruled by oppression. Linen squeezed out by a
strong and confident hand is twisted into a ring
and tied into a knot, the eternal mandala of
woman's fate.

The titles of Tatyana Petrova's canvases
are a compromise between noun and verb,
subject and predicate: Walking Figures, Leave
Taking, Having a Rest on the Way. They
represent a static moment within the dynamics
of a state of motion. The artist paints the
phase during which the verb creating has not
vet sufficiently materialized in the object for the
object to receive a name, the phase during
which the name has not yet settled on its
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Jhioamuna MapkenoBa
Lyudmila Markelova

IapasuTusm u TOTPeSureny,
B0, GeanapHmiit nepenoy Mepry;
oTOpocH, 3arpssHenue CPENN g
}xefmmnm IEPCHCTaBJIS{K)Tcg Hp 13
MOH yfgosom ee cobeTBennoy 1y

ne. "Ixonoruy " o
PI;I?JIOHH raHCOBCKZCI)'i( ?;gc:yc‘?m’

aKTA
TPEXAE BCETO CBOCIO BHYTpemyery
MWp3, KY/Ia TIDUHAT U KaMeny 315
nycreEHOM Gepery, u nomang, i
NOJY3aTOIJIEHHAS Hopyranﬁaﬂ'lxo;
JIOKOIbHA. B 3TOM Mupe HCTOpHY
CKHe KaTalSanH CMEHSIOT fpyr
IpYTa € TOH Xe HEM3BeXHOCThIg
KaKOH BHNANAIOT H CMEHSIOTC
BBIMHE KOIIAYbH YChI, ¥ 1O Cpay
HMIO C BX OGHOBJIEHMEM Conua
NOJIETHYECKAS HOBALIMS ~ 370
yro. llenbrocTs, HetponyToCT,
3TOrO M¥Pa OXPAHSETCH TaK, K
OXPaHZEeTCs X0JI0nHag HeGee
nyGag rapMOHUS KEBCTBEHHOCT
Crpacts - msacHux. Koposuit uepe
IJISTHT Ha HaC ¢ KPACHOrO 3HAMEH
("CCCP B 6opw6e 3a TTponosonber
BEHHYIO HporpaMmy"). Mu auius
obveaxu Ha ITupmectse XKuzy
MBI-TO [YMAJIH, YTO 3TO Mbl IIH]
em. -

Topyransas uucrora BOcCTa
nuBaercst B OYKBaJIbHOM HOH:
HHH CTUPKOI 6eNbs Ha 110I0T!
Jromourm Mapxenosoii. Ctpa
HAs OPOCTHHS B PYKaxX y IIpayek
/1€ CBEPIUMBIIENOC HACHIIMS
JIH TIOK pOB nepBoii GpavHoH I{O,
TO JIA 3HAK HACTYILTEHUS XEHC
3PENOCTH, TO Ji KAWHOBA TICYa’
Cyn = cynsba, BMHA ¥ HEBHHHOCTH
B PYKaX 3THX KOPSBHIX, OE3/IHKH
CTapyx, B HHX X€ U - KaK MOJIE
o Hame - nagexna, Ha 10, UT!
TO APYIO# (mpyras) IpaMET H
65 Tpyn Ounmenus. Mapkesio
ckuit TpunTUX "Y3is" , B KOTOPC
XYHOXHHIIA TIPEONONEBAET TOC
HHueCcTBO PHrypaTHBa, - 3TO TP}
3HAHUE JHYHON OTBETCTBEHH(
MHpE NIpEneabHO HecBoOOob
CKPYYECHHA4 B KOJBIIO, CILICTS
B HEpa3peIIMMBIi Y3, BEIXa
YBEPEHHOM M CHJIbHOH PYKOH M
Iana XeHckoM cyanOsl.

Haszsanusg paGor TarbgHp
posoit -"Unyuue”, 'Y xonsamuH
“"OTaBIX B yTH" - KOMIIPOMHC
MMEHH M IIPEANKATA, MOMEHT CT
THYHOCTH B HENPEPHBHOM JBHXC
HYM, QIMHAMHKA CoCTOSHHUSL. XY,
HULIA THIIET COCTOSHME 10"
XXH3HH, 10 CyAbOHN", Koraa T80




it [JIAr0JT EHIE HE HACTONIBKO BOII-
- jorHIcs B BELD, uToOL! HA3RATH ee
, ,,‘MéHEMw HMS K€ ElIE HE YCTOs~

ﬂdcb, ge 3aKOCTEHEN KATEropHaib-
sl CKEIET obosurauaemoro. [lo-

pepHyTHE K 3PUTEIO CIIMHOMH, He-
4CHBIE urypst OTM(?',‘:(EIIOT JIMIUL HC-
(OIHYIO TOUKY H obiuee Hanl?'aune-
e Ty TH - HATIDABIEHHE OT "3HECh
i ceituac”. BOT yruisiBaer sa xpai
XOJICTH cunAIas Ha criuHe brika
Eppora. Mzl HE BUIHM ee Jy1a,
oUTH HE OTJNUHMEL OT (POHA ce
QXL - €I CILE TOJILKO IPEACTO-
4T 06PECTH TUIOTD, YCPTHI M Kpa-
¢k, KODIA OHA BEIHIET 38 MPENE/Ib!
YapTHHBI B IIPOCTPAHCTBO Mu(a.
feisT B IYTH 1TOKa GECIUIOTHLIE
cimane QUIyPEL - 3ar0TOBKH Gy -
JYILIEX CEOXKETOB APYTHX XYHOXHM~
B, KOTOPLIM TPERCTOMT IIPOCIIE-
(Th KX TYTh, TIOKA OM HE 32aBED-
UTCS TYIHKOM - HEBAXKHO, CYACT-
JUBGIM JIH OODBSITHEM, MUIH HEIIPEO-
TOIUMO# KAMEHHOM CTEHOIL. A 110~
2410 ['peTxes npocuT o rpomie-
{if MTHOBEHDSI, 06 OTCPOUKE CBOE-

> TeMa BpEMEHH BO3HUKAET U Y
araynuu TypHOBOR, D10 danncu-
DHIMPOBAHHOE, HABSIBAHHOE UICO~

OTMUYECKOM AUKTATY DOH BPEeMS -
cropust. ToTanurapHoe nonasiae-
KOHU,GHTYZUIHSHPYCTCSI B MYX-~
OM JIMIIC, B CTCPEOTUITHOM HCTO-
nieckom obpase. [Tonmuruyeckuit

TaTbsina [eTposa
Tatyana Petrova

categorical carcass. Backs to the viewer, the
indistinct figures mark only the starting point
and the general direction of the movement
away from the here and now. Europa sits on
the back of the bull swimming toward the edge
of the canvas; we cannot see her face, and her
figure is barely discernible. She will get her
flesh, features, and colors only when she has
gone out of the picture and into the space of
myth. In another work, incorporeal seated
figures pause in their journey. They seem ready
to have other artists develop their characters,
and these artists will indeed follow them until
the personages end up in the blind alley of a
happy embrace or against an insurmountable
stone wall. Meanwhile [as in Goethe's Faust],
Gretchen asks to have the moment prolonged,
the appointed day postponed.

Time is a theme in Natalya Turnova's
work as well — time falsified and imposed by
the ideological dictatorship of history.
Totalitarian oppression is conceived as a male
face, a stereotypical political persona. The
genre of the political portrait is here revised; its
decorative function as a symbol of totalitarian
bureaucracy is deconstructed through the
festive brightness of the colors. Turnova refers
to her caricatures as seif-portraits. The
primitivism of her works has the simplicity of
narcissist dogma. Here are granddaddy Lenin
with a good-natured smile on his lips, the
brilliant strategist Voroshilov playing chess, and
Ryazhsky (who on earth is he, we try to recall)
wearing his military gear and a little five-
cornered star painted on his cheek, just the
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way preschool-age boys identify Soviet tanks
when playing war. Evil assumes a surprisingly
dull appearance, the unpretentiousness
ofabsolute power that comes from everywhere
and nowhere.

In her deconstruction of power the woman
artist does not confine herself to political icons.
Natalya Kamenetzkaya investigates its astral
archetypes. In her work, carnival, mirror,
labyrinth, and Tower of Babel are occult
folklore, a collection of symbols of delusion, an
ideography of crooked paths. Dead metaphors
of the Holy Word, they conjure their eternal
witchcraft, generating still more ersatz worlds,
still new gray spaces, and populating them with
evil spirits that mock humanity's favored
subjects — love, childbirth, friendship,
faithfulness. In Kamenetzkaya's Battle Between
Angels and Giants the right side and the wrong
are equally dangerous and wicked; as they
refiect each other, they symmetrically redouble.
It is a transformation that occurs on a regular
basis: from the luminous way into The
Luminous Way (a classic of Socialist Realist
filmmaking) and on into Cendero Luminoso. The
symbol produces new and deadly creatures; it
bursts at the seams and writhes with inhuman
pressure from within, and the Virgin with her
babe in arms flees from the kingdom of Herod.

1 See Alla Yefimov's alternate translation of this
same text in “Text-Veiled Art from Leningrad” elsewhere in
this issue.
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HaTtanbs TypHoBa
Natalya Turnova

Hartanbsa KamMeneuxast
Natalya Kamenetzkaya

TOPTPET NEPECMATPHBACT Y oy
2KaHp, ero GyHKusg YKpaurarey,,.
HOTO 5JIEMEHTA TIPH KaHe NpCKoy
TOTANUTAPHIME AEKORCTPYKpyerey
B [PA3IHIYHON NeKOPaTHBHOCy
*KMBOTIMCHOTO MONOTHA. Typuop,
VHOITA HA3HBAET CBOY KaPHKaTyL -
pot aBTonoprperamu. Mpumppy.
BM3M B €€ paborax - 310 Y603ecTne
ZIOTMEL, 3aHATOH CaMOI060BaUy ey
Bor menymxa Jlenus ¢ HoGpox
HOH ynI6KOE Ha yCTax, sor peyy,
xuif crpater Bopouwnos urpaey
LWIAXMATEL, BOT PSKCKMI (k16 53
TaKOH, MYUUTENILHO BCOMH 4
MBI) B ?06301?1 Packpacke, ¢ sy
HCYHOM 3BE3MOYKON Ha 1ieKe:
MaJIBUKMKM AETCAOOBCKOrO BO2pa
TIOMEYAIOT "Halli" TauKu, 1306
xast BOMHY... OGBIICHHOCTL, Myt
CEMEACTBEHHOCTD IOMUTHYCCKOrG
UMUIIKA ~ OKA3BIBAETCS, HE TOJI),
MbI, 3PHTEII, HO U CaM H300paxa
MBI IPUHAMAET €TI0 33 UHCTY]
Hery. B yrusurensHo tynom o
YKH BBLICTYTIACT 31ECh 3710. D1
HENBbHASL OTKPOBEHHOCTD a6Co1
HOJM BJIACTH, KOTOPAS FIOBCIONY
HUOTKYJA. o
JleKOHCTpYupYst BIACTS, X
HA HE OTPAaHNYNBACTCS HOJY
CKHM HKOHOcTacom. Harann:
MCHCHUKAA UCCNIENYET €€ acT
HBli apxerun. Kaprasan, 3ep
Jlabupunur, Basunonckas0al
9TO OKKYJIBTHBI (OJIBKIOP,
HUE CUMBOJIOB 3a0Jy>XIeH
orpadws KpuBbIX myTei. Om
sipte MeTadhopst G0XKECTBEHH
CrnoBa, oHu OECKOHCYHO TBO
CBOY HABBY Yaphl, IOPOXL
HOBBIE ¥ HOBBIE 3P3aU-MHp
HOBBIE CEPBIE IPOCTPAHCT
HaCEJSIOT ¥X HEUHNCThIO, K
TJIYMJIHBO MHCLEHHDPYET 061
CIOMKETH YEeJIOBEYECTRA = JI0
poxnenue, Apyx0y, BEPHO
"BuTtse Mexny AHreaMu
xanamu" 06 CTOPOHH - 1
M Henpasas - O HAKOBO,
3J100HBI, B3aMMHO OTpaxal
APYT B ApYyTE, CUMMCTPHYH
cs1. 3aKOHOMEPHOCTD IPEBDPA
wus: Ceerasii [yts - "C
nyTs" - "Sendero luminoso
TLJIOAMB ACTPAJIBHOM APSHE
TPEUIMT 10 WBAM Y KOPE:
YYXOBHIIHOTO ZIE!BJICHI/ISI1
v GexcuT u3 uapersa pok
¢ MJIAZEHIEM Ha pykaXx



EKCTBY AJTIbHOE

cBOBOJIEH KO TEX NOP, MOKa He
BOBOXIE€Ha KeHUHHa "
(HU32nyH)

“MOXHO N TOBOPHTH O BbICTABKE

koro HCKYCCTBa, €CJIi Ha Hel He
CT&BJ}@Hb{ paBoThl MYKUKH? [IpHCYTCTBHE
yHH Ha "YKEHCKOH BbICTABKE" BYAJIMPYeTCs
1 TOBOPOTAMH COKPBIBAHHS:
JIMUECTBEHHBLIM (MYKCKOE

CTABMTENBCTBO MHHHMaJIbHO)

MEHHBIM (PaGoThl HE MOAMHCaHbl

CKMMM uMeHamMH)

Tel;;iaTl/ILleCKl1M (M300pax)kaeMoe TaK HJIH

e CBSI3AHO C TEMOI nosa).

€pe3 PACTOXACCTBIICHNE XYAOKHHKAM
0CTaBJIEHA BO3MONKHOCTL, HE Mprieras K
MHKPHH HJIH MUMECHCY, BOHTH B Mpollece
AHOBNEHN S KEHILHHOM.

PaKTep BLICTABKH, TNDEACTABJIAIOLIEN

0€ TBOpPUECTBO B JleHuHrpasae,

enfercst mareprasom — TEKCTHJIEM.
CTBO TPAAHLUMOHHO CUHTAETCS

CCTBOM, TPEAHA3HAUEHHBIM JUIST XKEHIIMH.
PkY, IpsiAyLUMe HUTh Cyan0bl, MOXeET ObiTh,
TCA HauboJlee 3araJIouHbIMU |, BMecTe ¢
aubonee NPUTAraTENbLHBIME O0pasaMu
bl

MaTepuansbHas KyabTypa' JleHHHrpaia
aKke 1 BoraTyio OTEUeCTREHHYIO

UHIo: OT KOHTppebehos TaTanHa A0
CeH 1o Tkauu JlioGosH MoroBoil. Kpome
"MaTepnaﬂbuoe“ TaK 1 He MOJIYUHNO B
CTpaHe 3KkBHMBaJIEHTa, PaBHOLEHHOrO
OCTapmeics no CyTu €AMHCTBEHHbIM
DOM-TIPOYKTOM OBMeEHa.

KaHb OJJHOBPEMEHHO SIBASIETCS H He
TCA npoussesienemM HCKyceTBa. B

HE OT KapThHbl, X0JCTa, npauyilerocs
OAMH KpacKH, OHa PYKOTBOPHA 1
EeHHa B CBOCM NPOAOJIKEHHH
BEYECKOro Tena (Gyab TO oaexaa HIH
BOMauinero untepbepa). TkaHb

4UHa M uckpeHHa. [Tpouspesetne

”a) BEIECTBEHHO B CBOEH NMPEeTEeH3HH Ha
hepnaﬂbHOC'l'b. Tkanb — Marepus,
AL0Was cmpICIOBOI 1 peaibHON

Dealing wit
Two Shows

Olesya Turkina & Victor Mazin, curators
Onecsa TYPKHHA, Buktop MA3HH

Text-Veiled Art
 from Leningrad

iberated”
. MeoTseTung

Do we speak of an exhibition being
devoted to women’s art if it does not include
any works by men? The presence of men at
this “women’s exhibition” is veiled by three
levels of concealment: the qualitative (men’s
work is represented minimally); the nominal
(works are not signed with male names); and
the thematic (images are in some way relevant
to gender issues). Such disguises give men the
opportunity to experience the process of
becoming a woman without having to rely on
mimicry or mimesis.

The character of the exhibition, which
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represents the work of women artists in
Leningrad, is defined by material, that is,
textile. Weaving is traditionally considered to be
a woman's art. The Parkas spinning the thread
of Fate provide perhaps the most mysterious
and the most appealing image of textile
workers. The “material culture” of Leningrad
also evokes a rich national tradition that ranges
from Tatlin’s counterreliefs to Lyubov Popova’s
textile paintings. Besides, in our country the
“material” still has no equivalent in value to
fabric, which remains a consumer product, an
object of exchange.

Fabric is and yet is not a work of art. In
contrast to a painting — a canvas hidden under
layers of paint — it is a tangible, natural
continuation of the human body, whether as
clothing or part of a domestic interior. Fabric is
transparent and sincere. While a work of art —
let us say a painting — aspires to
immateriality, fabric is material that exhibits
both a semantic and a real transparency: a veil.

A veil, being a feminine garment, creates
a field of tension between the eye and the
object being looked at. One can say that a veil
disperses the phallocentric (male) gaze, turning
a woman into a misty object of desire.
Sometimes it is a man who hides under the
veil, which is how the use of a material atypical
for men’s art can fool a viewer. Textile is a
man'’s chador. Text-il and textelle are
interwoven into the heterogeneous fabric of this
exhibition and acquire new meanings in its
context. Voila the exhibition’s subtext.

- Clever Little Hands
The text is-mine. (V.M.)
The project is ours.
(0T.&V.M)
... The curatoris Olesya.
The $$ sponsor.is Mustafa.
~:Where: Leningrad,
“. a.certain' mansion
“(once a brothel, <
‘now.the Club Mayak).
. ‘When: 1990.05.17
- {Olesya’s birthday).

C-ver Little Hands is the last in a three-
part cycle of exhibitions dealing with gender.
The gender differences of the first exhibition
(Woman in Art, Leningrad) disappeared under
the chador of the second (Text-Veiled Art from
Leningrad, Moscow) and finally dissolved in the
anonymity of the third (Clever Little Hands,
Leningrad). The anonymity allows us to
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NPO3PaUHOCTbIO: BYaJib. ) ;
ByaJib, ABAAACD NPeAMeToM H(e”Ck'o‘m~
TyaJjieTa, CO3/aeT NPOCTPaHCTREO HAT st ey
MeXY I1a30M U O0bEeKTOM Habnoaenys
MOXHO CKa3aTb, YTO BYaJslb pacceupaer
(haNnJIOLUEHTPHUECKUI (MY KCKOL) B3rJISIg
>1<emunHy", NpeBPaAs €€ B "CMYTHj} oggéx
’keJjlaHust”. MHorza noA Byasibio CKDblBaeTey
MYy>k4uHa. Tak HCIIOJIb3OBAHME AKOGY
HECBOHCTBEHHOT'O MYXKCKOMY TBopqechy
MaTepHala MOXeT OOMaHyTb Halnopatey
TEKCTHJIb — TTAPAH/IKA )19 MY>Klme
Texcr-il 1 Tekct-elle cnnerawtesi g
reTepOreHHY0 TKaHb 3KCMO3ULIMY, Oﬁpefa
HOBHIE 3HAUEHHSI B KOHTEKCTE BLICTARKI

Voila,

"YMEJIbIE PYU

* Hpa, npusert!
JIHKO TOPOITTIOCH,
no comment:

- TexeT — Mo#i (B.]

-LipoexT — Ham (0.
Opranusaius — (

- Coul. 0BCTYXHBaH

* ($cHoHCOp) — My
MecTo npoBeaeks
JIeHHHT A, HEKY

(6. TYOIIHUHBIA 70
K1y0 ‘Mask') -
Bpems — 17.05.9
(JeHpb Poxnaerus O,

- llenyem, On1e

VMEJIBIE PYYKHU 3aMbIX
TPOMUHBIA IHUKJI BHICTABOK,
WCHHBIX X 10J1y. [TomoBeIe pad
unst nepsoit eicTasku (K
B ucxyccrse”. JlenuHrpan).
JIACH TIOK TAPAHJKOK BTOP
("TexcTByanbHOE UCKYCCT
Hunrpapa”. Mocksa) #, H
CTHpPAXOTCS B AHOHAMHOCTH
tperseii ("YMEJIBIE PY
Jlenmnrpan) . AHOHHEMHDL
Tep HO3BOJISET AEKOMMEPI
pOBaTh OTHOMICHUE K Vime

a1y, OGBexTy. TIpucsoexnue 0
HEBO3MOXHO. ;
VYMEJBIE PYYKH IICJI?
BEHHO IIPOM3BEXEHME HCK
onu 63 UAEOIOTHUECKOL
H¥KA HOPOKAAIOT MHP 00




Pb?Kﬂﬂ o TPOM3BCACHUC HCKYCCTBA,
i AAIOT JKH3HD UCTOBCKY: YCN0-
e IpOAYKT ncxyccmz}‘ Homo
jabilis contra Homo sapicns.
ym}zﬂbIE PYYK U ornarorcs uc-
LyCCTBY - PyKH UCNHKOM OTBCTCT-
s;“i“”’I 34 CACJAAHHOC B OTUHYXKAA10~
eM TIpoLLECCe pOU3BOACTBA

: eady-madc) U 34 AHAPXUUYCCKH
kiﬂdHTaHHbIc JKECThL Xyll?X(HHKOB,
.'Bbigmgaxoumx K >1<n”31m HC-NIPOK3-
cricHIS HCKYCCTBA (tachisme).
yMEHbIE PYYKMHM" - rorannuasg
}(ﬁTcpHaHPlBHU‘HSI WACH MCKYCCTBA,
 (epeBOR CIO B 061aCTh TAKTHILHO-
m QOcgsacM H o6pa3yrouHil KOH-

| axerready-made aBopLa, ocazace-
4} TOMCILEHHBIC B HCM TIPOM3BEC-
eyist. OCA3ATCABHOCTD B030yxAA-
' Pykn Jlecboca u pyKH, 0Cs3a10-
e 06beKT (ckycersa). Mnren-
(eI TIPOM3BCACHH I-aKTa OKA3LIBA~
THEe 0OLEKT XKEJTaHMSsT, HO XKENa-
»KaK TAKOBOC.

MEJIBIE PYYKM nporarusaior-
pyr k apyry: Ona + Oua. Mne-
JHOCTb HEKOMMCPUYECKHMX OTHO-
{illl B HCKYCCTBCHHOM 0OMeHE
(TIPACTCSt B CAMOTOXKACCTBEHHOCTH
1. JJioG0Bb K UCKYCCTBY HC
SyeT otseTa: 1 npensarar Bam
w4 npoiy Bamiei pyxH.
{ENIBIE PY YK M BoicBob0xK1a-
00BEeKT, OCTABJISS 33 COOON XKe-
OBDbexTo HCKYCCTBA YCKOMb-
10T M3-TIOX BJ1ACTH 000K ECTBIIS IO~
10 -xenarouiero. [ponyxrel 06-
{mpenmMerTs: uexycersa v/ usn
[UHE) HAUNHAIOT B3aMMOREHi-
0BATH (IPEAMET -IPCAMET, JKCH-
SxeHmmHa) 6e3 nocpencTsa
ABJICHHOTO HA HUX MIA3a-2KaX-
10: Redernmumzauns. [pes-
TPAXACTCS B NPEAMETE KAK
HHA OTPAKACTCS B XKCHILMHC,
) SKOHOMHUK Y COEPEX CHMSE -
CHMsI (hantoca - 3aHuMacT
{KKa TOTanbHOIO pacxonad.
TK4 - oTcyTcTBHE (hasinoca -
HCUDYETCSt MAHYaNBHOCTBIO.
BIE PYYKU" orerpaHsiior-
: I/Il}Hﬂemponanmﬂx OTHO-
i1 CHMMETDHYHBIX: MYXUHHA
HHHA, aCUMMETPHURBIX:

a ¥ xenmuna). Henepap-
€ recOuiick e oTHOWEHMS!
0T npuny nMTenbHoE Cye-
,H,H‘e H U3MeHy CROCMY TI0J1Y.
Xax ¢ CoGoit. He 9 xouy
ebs1. Ho S oGm0, Troce

decommercialize the relationships among
Name, Gender, and Object. Appropriation is no
longer possible. Here there are no labels. In the
previous exhibitions everything was ciphered
into pseudonyms, all men castrated
themselves with female names, and now there
are no names at all. The death of the author
has arrived, and it is now impossible to
determine the artist’'s gender. Everyone is
saying that all of us are lesbians, one way or
another, regardless of gender, age, or
character.

Clever hands make the work of art; they
give birth to the world of objects without
ideological mediation. In creating works of art
they give life to humans. The human being is a
product of art. Homo habilis contra Homo
sapiens.

Clever hands are fully responsible for the
result of the alienated process of production
(the readymade) as well as for the anarchic,
spontaneous gestures of artists who generate
nonart objects (tachisme).

Clever Little Hands is the total
materialization of the idea of art, its
transposition into the sphere of the tactile. The
readymade palace context is sensual, tactile,
and the objects placed within it are sensual as
well. Palpability is arousing: the hands of
Lesbos and the hands that feel the object
(of art). It is not the object of desire but desire
itself that turns out to be the intention of a
creative act.

Clever hands are extended toward each
other: she + she. The ideal of noncommercial
relations of artificial exchange is dissolved in
the reality of gesture. The love of art demands
no answer. | offer you my hand and | ask you
for yours.

Clever hands liberate the object, leaving
only the desire. Objects of art evade the power
of the one who deifies/desires. Products of
exchange (works of art and/or women) begin to
interact (object to object, woman to woman)
without the mediation of the desiring eye:
defetishization. An object is reflected in another
object as a woman is reflected in another
woman. The place of economy/parsimony/
preservation-ofthe-phallus is now occupied by
the economy of total expenditure. Shortages —
the lack of phallus — are compensated by
manuality.

Clever Little Hands disengage themselves
from privileged relations: symmetrical, as in
man + man, and asymmetrical, as in man +
woman. Nonhierarchical lesbian relations reject
social constraints and betrayal of gender. With
You as with Myself. Not “1 want to love you” but
“l love you.” The birth of You. Ruth. &
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WGm

,Yelena §elma

«PABOTHHLIA »

~ Ernena CEJIMHA

In September 1990 an all-womanexhlbltlon

The Working Woman, opened in Moscow the

first self-proclamation by a group}‘ ,c:l“e‘dicjated: to

women’s issues and one of the first exhibitions

based on feminist discourse t\ofjejmerge from

Moscow conceptualism. Participa:nﬁé;ign’c’ludfed :

Anna Alchuk, Yelena Elagina, Sabma Hensgem, .

Vera Khiebnikova, Maria Kons@tihb&@,j Irma

Nakhova, and Alona Shakhovskaya.

Specific to contemporary Russian feminist
discourse is women’'s desire for cooperation
and acceptance rather than radical separatism.
Perhaps the deeply-rooted Russian patriarchal
tradition which prescribes a clear place for
women within the family structure, is
responsible for this tendency. The rise of
feminism during the 1920s and 1930s, and
the resulting ideological pressure to equally
weight the feminine and the masculine, was
oriented toward women'’s liberation,which in
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Crieu(pHKa MECTHOro (JeMHHHU3Ma He

- [IOPOAMJIO BHYTPEHHWI KOH(IIMKT MEXA

B cenTs0pe 1990 roga B Mockse
COCTOS1/IOCh OTKPHITHE BLICTaBKH "PafoT
Cpeay ee yuacTHuUL-MpHHa Haxosa, Eneua
EnaruHa, Mapusi KOHCTaHTHHOBA, Bep .
X1e6HHKOBa, AHHa AJbuyk, CabuHa X3Hcr
u Anera lllaxoBckasi. BolcTaBka
OLHOBPEMEHHO W apT-XKECT W Penpe3eHTal
FPYIIMEL, TIaHUPYIOWEH NPOBECTH Psif a
[TOCBSAIEHHBIX “SKEHCKOH" npoGHeMami{'
"PafoTHHLA" — MEPBOE BHICTYIJIEHUE,
aKkTyanusupyolee (HeMUHHCTCKUI AUCK
BHYTPH MOCKOBCKOIO KOHLENTYaJIH3M

B XeJlaHUHM AOMHWHHUDOBATb, CKOJIbKO B
CTPEMJIEHUH COTPYAHHMUATD, UTO, BO3MO
CBSI3aHO C PYCCKOH naTpuapXasbHOH
TpajuLMel, COrJlaCHO KOTOPOH XEHUMH
ObLJIO OlNpeAesIeHO YETKOE MECTO BO V
BHYTPEHHEH CeMENHON HeEpPapXUH.

DeMUHUCTCKH# 3amast 20-30-X FOJO0B, C
nocJseaynles UaeoJIorHuecKkon pa6or9
HanpaBJeHHH YpaBHUBaHUS MYXCKOL'O !
’KEHCKOIr0O HE CTOJIBKO NPUBEH K ’
FMIOTETHUECKOMY OCBOOOXIEHHIO XeHl
CKOJIbKO MOTrPY3KHH ee B MyBoKyio 653
exeqHeBHO noaasasiemoro A" K
TPaAULMOHHON, FEHETHUECKH o6ycn0BneH
JOMUHAHTE MaTpHapXxajbHOr o CTHA Dy
KHM3HH [00aBHNOCH JaBJIE€HHE COLHYME,
TPOBOLUPYIOUIETO €€ Ha aKTHBHYIO
CaMOCTOATENIbHYIO AesATeIbHOCTb, UTO.

Hal{MOHAJIbHOM OpPraHUKOM U HaBA3bIBAE
vaeosiorven. :

BhicTaBka "PaBoTHuia” — CBOEro po.
UCCeJOBAHHE COBPEMEHHOIO COCTOSH!

3TOro eHomena. Ee Be3biCKyCHas
MEPCOHAXHOCTb, OTCYTCTBHE e,JJMHOPl

CIOKETHOM JIMHUM BBISIBJISIIOT cnetdH
MECTHOIO KOHTeKCTa. K HeCOMHEHHBIM
yJauaM BLHICTABKM OTHOCHTCS] €€ HadB



o3soJIstioLEe OOBEANHHTDL HEeKHi

j;ay THUECKHUI NECTPYKTHB, MOJHOOHHIO
4HﬂHBM,ﬂyaﬂbPibIX NMPOSsIBJICHHH, C OAHOM
fdeHbI, 1 C APYroll — ornpenesduee
aKTep MCCeloBaHust: pafoTy ¢
JEONIOTHUECKHMH KJIMLWE, COLHYMOM.
MOCKOBCKHIA KOHLENTYaJM3M, B JIHLE
VpeL(CTaBMTeﬂeH MYJKCKOro noJja, paboTtan
nepuepHH COBETCKOrO KYJIbTYPHOIO
POCTPAHCTBA. YuaCTHHULb BLICTABKH

' JIEAYIOT repHepHio 3TOH nepHpepHH, rae
'QnaraIOTCﬂ CyryBo KeHcKHe (PaHTOMbL
COIMANIMCTHUECKOTO CO3HaHus. [lponyckas ux
lepe3 cefs1 OTUACTH OTOXKAECTBJISISICH C HUMHU
HICTYMAIOT CBOErO POAA MEAHYMAMH
OBETCKON peasibHOCTH. KoHTaMHHalH s
HUHOTO TBOpUeckoro "A" ¥ Matepuana
eoBaHKs PABOTACT Ha BbisIBJICHHE

HBIX KOJIJIEKTHBHBIX KOMIIJIEKCOB.

AHHa Asbuyk AKTyaJIM3HpyeT

AULUMOHHYIO "KYXOHHYIO" TEMaTHKY:
kL'J'chen, kirche — no-coBeTcku. CoUMryM,
BJISIST OPHCYWYIO XEHCKOH NpHpoae
HUHOCTb, nepeaklUeHTHPYET ee ¢ O6beKTa
JOLIECC, HHBIMH CJIOBAMH, MYKUHHA B
KOM CO3HAHMMK BbITECHSIETCSI YNOPHOI
04 33 Kax NIOAHEBHOE HaChllIEHHE,

AET (peTHM3ALMST OTHOIO W3
DYMeHTOB 3T0l Gopbibl, rae B "KOHLE

k,ﬂ" Mepuaet ¢j1alo BbipaXeHHbIi
Heckui OTPOCTOK, TepsouWHii CBOI
HOCTL Gnaronapsi nMorpyxeHuio B
Olece. O0bextam M.KOHCTAHTHHOROIA,
CTARIEHHbIM Ha BbICTaBKE, TaKXKe

le cMewenme akuenTos. Ee IPOTHKA

: pyetca Ha Haeonoryueckoe, npuuem
elﬁI‘Hee NepexusBaeTcs Kak rayfoko

B aKT nosnoro noguHHeHHst 1

14.c ofbexTom "BoNACNCHHS",

ACHOE" E Enarunoi unTaeTcs kax
GaﬁMellTa "TOMO COBETHKYC" KEHCKOrO

>

practice turned out to be, only hypothetical.
This period plunged women into an abyss in
which their sense of self was suppressed daily.
To the pressures of the patriarchal style of
Russian life was added another kind of
pressure: a social pressure elevated by Soviet
ideology to the status of an ideal, requiring of
women the independence and ability to support
themselves and their families. An exalted
image of the hard-working, androgynous woman
became the symbol of liberation, fostering a
conflict between the demands of national
tradition and the realities of social life.

For over a decade, working on the
periphery of Soviet cultural life, Moscow
conceptualist artists (predominantly men) have
been exploring the crippling legacy of Soviet-
style socialist consciousness. The Working
Woman participants are working on the
periphery of this periphery, the margins of
these margins — tiptoeing in the space where
the specifically feminine phantoms of socialist
consciousness dwell. Working through these
phantoms and partially identifying with them,
the artists function as the “mediums” of
contemporary Soviet life.

The exhibition is an exploration of the
inner conflicts experienced by contemporary
Russian women, and its title successfully
brings out the duality of their concerns. The
Working Woman reflects, on the one hand, the
striving for individuality and independent
expression, and evokes, on the other hand, the
ideological cliché that historically turned this
striving into the very means of women'’s
oppression. Thus the title refers to a collective
complex of sorts, the symptom of which is the
unshakable feeling that the personal, creative
“I" has been ideologically contaminated.

Each artist approaches this phenomenon in her
own way.
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Anna Alchuk renders traditional “kitchen”
subjects — kinder, klichen, kirche — in a
Soviet fashion. For Alchuk, everyday life
suppresses women's sexuality and deflects it
from the male love object to the process of the
daily procurement of food, from sexual
satisfaction to the permanent struggle for
nourishment. This idea of the social deflection
of female erotic energy is also present in the

“work of Maria Konstantinova. Here ideology
becomes the object of desire and is imagined
as an intimate act of compiete and abandoned
union. Yelena Elagina explores a different
object of desire — the domestic comfort ever
unattainable for a female homo soveticus.

Irina Nakhova's installation is based on
the game of “secrets” that is so popular among
the girl children of Moscow. In both spring and
fall they bury all sorts of brightly colored candy
wrappers in the earth, cover them with pieces
of glass, and then search for the caches that
others have buried — their secrets. The
principle of Nakhova's installation is similar.
She has placed the paintings of Alona
Shakhovskaya inside plexiglas boxes, covered
them with glass, and strewn soil over them. As
viewers look for the paintings and thus uncover
the secrets, they are brought back to memories
of their own childhoods. Though a parody, the
installation is lyrical as well. In the context of
the exhibition, Shakhovskaya's voluntary
sacrifice of her work can be interpreted as an
allegory of the Russian female consciousness
— submissive, self-denigrating, and seif-
sacrificing.

Vera Khlebnikova collages the print from
old newspapers as if weaving lace, but behind
the textual delicacy of the collages lies a harsh
fable, since her raw material is time and
history. This series walks the border between
historical research and a purely decorative use
of text, and successfully evokes the enigma of
a Soviet ideclogy that managed to combine
totalitarian strictness with aesthetic self-
containment.

Although Sabina Hensgem can hardly be
called a native Moscow artist, her work fits well
into the context of this exhibition. Her piece is
based on a play on the word Sophia, which
refers both to the name of a Moscow
restaurant and to the female personification of
wisdom. In the oscillation of meanings the
sacred is brought down to the level of the
profane, and the everyday takes on the glow of
grand symbolism.

The participant-planners of The Working
Woman are to be congratulated for this
beginning, and we await their upcoming
interventions. B

: L a different
object of :dke’s',i‘:re =
the domestic
comfort ‘ evief
‘ unaittaiﬁéble' for

a female homo

soveticus.”

82 Heresies/idiomA

CRENYIOWMX apT-XecToB. &

roJia: KeJaHHbIA QUHULI, CUMBOR
61aroyCTPOEHHOro ObiTa. KOHKpeTHa s DedJnm
nepeBe/leHHast B BHICOKMH PETHCTD Kak Gy
(PUKCUPYET HaBA3UUBBINA (PAHTOM, E. EﬂaFMHd
3CTETU3UPY S TEKCT, JaeT CXKaTyio (I)OpMyny
OJHOTO M3 aKTYyaJbHBIX ACMNEKTOR
KOJIJIEKTUBHOIO BeCCO3HaTENBHOTO, (¢ ;
KOJIJIEKTUBHBIM BECCO3HATENbHbIM paGoTaer T .
HprHa HaxoBa. Ee MHCTaJIALMS AMpHyng ,
napofuiiHa. [IpakTHUECKU BCE MOCKOBCKua -
/_'leBOLlKH NPOXOASAT uepes3 YBJeUeHue HIpOi 5
"CEKpeT": BECHOM M OCEHbIO OHM 3aKanbBaIT j )
3E€MJII0 PA3HOUBETHBIE (DAHTHKH, HAKPHIBAIOT i
CTEKJIOM, MOTOM HILYT. UHCTannswms Haxophy
NOCTPOEHA 11O CXOAHOMY NPUHLMUITY: B
CKOJIOUEHHBIE U3 Opraivta SAUUKH oHa
roMecTra kapThHbl A.LJaxoBCkol, Hakpeing:
HX CTEKJIOM M 3achbinana 3emyiel. 3putens;
MpUiieIIMA Ha BHICTABKY, pacKallbiBas
"cekpeTr” U TéM CaMbiM YUACTBYS B IpoLiece
MOrpyXaeTcst B JETCTBO. ﬂapoanHHOCTb”"“
WHCTAJUISIHMY TECHO CBA3aHa C €€ JIMPHKO
H0bO ee MOXKHO MPOUUTATb U KakK "oBHaxeHU
apXeoJIorHuyeckon Npyposl KOHuenTyanbﬁér
MeToJa. B KOHTEKCTE BhICTABKH [IOGDOBO.H‘beHO'
"xepTBOBaHUe" A.LIaXOBCKOH NMPOUUTHLIBAETCS
apXETHUIIOM PYCCKOTO KEHCKOTO CO3HAHHST:
[OUHHEHHS], CAMOTIOXEPTBOBaHMS. ['a3eTHple
BapHalivu Bepbl XJIeGHUKOBOU HanOMuliaxo'f'
MPOLECC MJETEeHNs KPyxes. OAHaKO 3a uX
BUAMMOM HEXHOCTDBIO CTOMT XecTkas §adyh
MaTepuaa XaeGHHKOBOH — Bpem4, HCTOpHﬂ
Ee ra3zeTHble CEPHH CYLIECTBYIOT Ha TOHKOH
rpaHd MEXAY MCCIIeIOBAHUEM CMBICTA H
JEKOPATUBHBIM HCIIOJIb30BaHUEM TEKCT4, UT
aZeKBaTHO TOTAJIMTAPHOH XECTKOCTH
COBETCKOH WAEOJIOTHH C €€ MOUTH ;
XYOXECTBEHHOH CaMOAOCTATOUHOCTDIO:
"PafoTHHULA" OTYACTH UHTEpHALMOHAbHA:
CaBuHa X3HCreM ¢ OOMDBIIOH HATSXKON MO
CUMTATbCH MOCKOBCKOH XYIOXKHHLEH. Bme
¢ Tem ee pafoTa OpraHUUHO BKJIOUAETCS
KOHTEKCT BblCTaBkH. OHa CTPOUTCA HA =
NepeMeHHON UIrpe CMBICTIOB: "Copus” — a
MOCKOBCKHI peCTOpaH M Kak siBJIeHUE Ans
Co(hvH, COBPEMEHHOI'O BOIIOWEHHS CHUMBOJI
[lpemMyApPOCTH. MepliaHHe CMBICTIOB
JMCKPEIUTHPYET CEepbe3HOCTh U BO3BOAKT
OBBIIEHHOCTL B OCOOYI0 3HAUMMOCTD. ’
BhicTaBKka ‘PafoTHuua" — riepeasi B PAAY
aKLy#, NpeanoiaraeMpix ydacTHHIAMH. U
MO3KHO TMO3PAaBUTH C HaualoM U XJaTh



Komﬂ g DYMAKo 0 TOM, OTKYAA
ona TaKas, Anexcannpa [Kopcako-
2] B3AIACH, ¥ UTO OHA /IS MCH3l
HAUHT, 5t BCCTAA BCTIOMIHAIO C¢
(epUIO PHCYHKOB 110 Hocroescxomy
st MCHSL 9TO CC HETIPCB30MAACH-
pag Bepuinna. Ilocae ec emepty 4
abpana doTorpauu 9THX PHCYH-
408 ce0c - UTOOb! BCCTAA HMETH HX
neper riasamu. Hocrre seex Tex

. {ouMApOB, KOTOPHIE OHA [TOCMEPT-
§ MHE TIOTAPHAA - 3TO TO CAMHCT-
¢HHOE, YTO HE JIACT MHE Pa3ouapo-
“parbca. Kem ona Gbuna s Menst?
fepBa KyMHMPOM, TIOTOM TIpHIILTA
PHTHYHOCTE, AOXOAHMBINAS UYTh
it He IO HEHABHCTH, TIOTOM I1POCTO
HTEPCC.

Jlio6oBb K HEH RABHO NpoLLIa,
oM GBLIO UYBCTBO 40/, XKa-
0CTB H - OXKHAGHKC H HAACKAA,

70 MOXET OLITh, STOT B3JICT NOBTO-
HICs - BCZlb YEJTOBEK OHA HACTO/b-
0 TANAHTIAUBEI, MOXET ObITh,

[lie YTO-TO CMOKET... A BOT KaKoi
ce 1o0IIA - TAKOH BB CC yOKE HE
iﬁianu... Bor Toi1 - mepuona ee xo-
ypot Ha bospmioit Moauanoske.
ria osa Gpiia OegHa, u S oMora-
1051 i1, eciu OBl OHa NPOROAXKA -
?gaxoﬁ Goith, Bcerna. [Tomorana
b el B €€ HUueTe KyAa ¢ 0oablies
XOTOH, UeM CH HbIHEIuHEeH. YepT
ceM 9THM LIy THIL Bripouem, si o1-
HYAKOCH TEM XK€, YTO 1 Y HEE MCJTh-
JI0 - KPAHHWM MOTPOCTKOBEIM
KCUMAJTU3MOM. A BOOOILE MII €
froueHs pasupie. CXOXKH MDL C

Cii Pa3Be YTO TATOTEHHEM K TOMY,
10 CeHUaC HA3BIBAIOT 3ACTICK Y TH-
BAHHLIM CIOBOM - "1yXOBHOE".
Otens tpymuo cymuTs 0 Hell, no-
{y"UTO OHA YXUTPUIACH CACHATE
HHY - K COXAICHIIO, HEKPACH-
6e306pasny:o - 13 cBocil

TH ¥ TAHHY ITPOCTO MyTAHYI0
Hauana cpoeil XymoXeCTBEHHON
31, 113 Toro, uto oma meiana s
TOIBI HUUETO HE COXPAHUIOCD.
Gorer 30-x g Bunena, omi Ta-
MUBEL. OHM OUCHD TANANTIII-
0 BOT OCTPOI MHAHBHAYAJLHO~
kKaK B IOCACAHME TOALI, B HHX
BUIO,

Ha MHOTO fes1ana KHHXXHOH
UKN. Crixy Anrana [upaiia,
CTaKue peBOTIOUHOHHBIC
UKy, Pesoniounonnnie, ny6an-
Wieckire, §f Y HCC BHACAA Ki-
10 Ta3eTHBIC BHIPC3KH ¢ PHCYH-
faMarupix mect. QueHn-

The Revolt of the Daughters

A Personal Recollection of Aleksandra Korsakova
As Told to Irina Sandemirskaya by Olga Petrochuk

‘Editor's note: Olga Petrochuk, a Moscov;/ art
historian, was a pe‘rs‘onal friend of Korsakova’s for
‘s_evye‘rél ‘de‘c‘ad’é_s.yiEIs:ewhere in this issue are
biographica! ‘nd"ces and a transcription of a
convérsétion amosg Korsakova, Sandomirskaya, and
Petrochuk ‘that took pléce in“ Moscow in the spring
of 1990. The folldwing trah'slation has been edited
for the sake of both con‘ci'se‘ness and clarity;
the Russian version includes, among other things,
more discussion of film and of Conrad von Veidt. We
have tried to preserve the sense of Petrochuk’s
exuberance and of her (as well as, of course,
Korsakova's) involvement in the art world of Moscow

, during the earlier years of this century.

When | try to understand what Aleksandra
Korsakova's origins were and what she means
to me, | always recall her drawings based on
Dostoyevsky, which are to my mind her
pinnacle. After she died | took pictures of these
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O4eHb TOYHBIC TaKKe. He ckaxy,
yrto ororpacduuecKkue, IoToMy
YTO CAMIIKOM TOHKO,IPOCTO OUEHB
TOYHEBIC HATYPHEIE 3apHUCOBKH. C
VIHTEPhEPAMM U TAK Aasiee. A BOT
TOIJA €, B TPUANATHIE, 34 UCKIIIO-
YEHUEM CBOETO PUCOBAHHOIO JHEB-
HMKA, KOTOPHI MHE BCerna Obut
O4eHb MHTEPECEH, OHA el TBITA-
JIACH VJIJIFOCTPUPOBATH - KA KAKUe
Bemy: "Orewno” Iexcrupa, Ha-
npumep. Ho 910 G110 HEXOPOIIO,
9TO0 GBLIO COBEPUICHHO HE HAWIEHO.
Torga oda ve Hamia eue. Bugumo,
el Hano 6bUIO IIePeXUTh, BO-IIep-
BBIX, TSXKKYIO XXU3Hb ¢ TaTJUHBIM
¥, BO-BTOPHIX, BOWHY, YTOOHI B HEW
yT10-10 npobyauaoce. Moxer ObiTh
OHa [eJ1aJ1a MOCcJIe 9Toro 60/1ee u3nl-
CKaHHBIE BEUIM, HO Gosee miybo-
KHX, UEM IOCTOEBCKHUM LIUKJ, OHA,
KOHEUHO, Y€ HE CMOTJIA CAC/IATh.
Taxoe, ZeHCTBUTENBHO, OXHAKIBI
OLIBAET.

W B Teatpe oua paborana. Tosp-
KO, IIO-MOEMY, He B 9T0 Bpems. OHa
KaK pa3 B TeaTpe Hauyaja pabotaTsh
TIOCTE 3HAKOMCTBA ¢ TaTHUHEBIM.
TTocne 40-ro ropa. Moxer OBITh,
HEMHOTO PaHbILIEC - MHE 3TO TOUYHO
He U3BECTHO. [lexopauyu, KOCTio-
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Anekcanapa Kopcakosa
Aleksandra Korsakova, Rodion
Raskoinikov from Dostoyevsky's
Crime and Punishment, pencil on
paper, 60x48 cm., 1970s.

MEL. Ho—mocmy, 9TO Gniryy
o6pasom 3aKAa3HbBIE pafory

passey
Anexcannpa Kpona, 4

Tatnun - BeKopauum: O
3Bl KOCTIOMOB.
A xymao, uro 910 orrgn
BCSIKMM XYIOXKHUK pazny
MEUIEHHO, A Y XCHI iy
JIOXKHSIETCSI TEM, uTo HeR
TSKKO - M KOMy KaK He py
KaK 9TO TSIXKKO - YBA3LIRg:
YECTBO C CEMBEH naxe ¢
LIeH ¥ camoit TIPEKPACHO
CaMOM STH YIOIBITKH Conm
CTH PasBa- JIMBANVCH, i
06pasoM 1o 370t npuy;
MY UTO CHJT Y Hauero 6p
MEHHO HE IOCTAET HA BC(
TEJIPHO YTO-HUGy b une:
CAK. ‘
~Tax Bor, xorna s nymaio
OTKYIA'y HEE YTO IIOL T
MHHAX0 CTAPOE HEMELIK
CHOHHCTCKOE KMHO, aKTe
na Qedipra.
Hemenxue unrenmrentin 1o
BPEMEHU TOMELIAIHCE
CKOM ¥ IIPM3HABANH JaX
cnabrie Mecra ero "luesn
Tens”, HallpuMep, o pyc
e Kax Hapoze-60ronocye
roakl, Ha000pOT, HEMELKOE
IPECCHOHNCTCKOE KUHO, (U
Konpamom Oeiiarom, B
pennb, moKopuao Poccuio
IOOMa, 3TH MOABE3RH, ITH

JIOCE. E
Ounsmos ¢ DeiiproM, HIE
pan Ysana I"posHoro, ITarad
HaumHas ¢ npeciosyToro "Kaou
ta Kamu-Tapu", KOTOPBIA HE
Kt ero (hHUIbM M HE JyHia:
poJib, OBIJIO OTPOMHOE KOTHU(
ropasno Gosbure, uem ¢ Mept Il
dopn u dyrmacom PIpOeHKCOD
YAMBUTEBHO, YTO HALIM KOME
MOJIKH SIBHO TIPEAITOYHTaIH 10
xorna B Espone # Amepnxey
GBI KaKME-TO IIYTIOCTH HA
cenononoGuoro Pynonsdo Ba
THHO. A Hauy by 3T0I0



[ATEPHOTO, OUCHD CIOKHOTO TC-
g, Vi Hamo Obin0 0daanaTh yxK
 jueHp GOBIION PCHMALHOCTHIO,

| |(T061’I 34CTABHTHL JI IOOH'I b HC NON0-
KHTEABHDBIX TCPOCE, & HMCHHO 0T~
UATEIbHDIX.

BQT TOT CaAMDIM THITHOTH3M - HC-
”nonﬂcnbﬂbm NPHPOAHDBIH.

~ Tlocne 33-rona - nocae Toro, Kak
' on B ConnuByac caenan dunbm o
pacry THHC = Qeiiar noexan B Aur-
o MTpaTh espest 3rocca.

- JMeHHO B 3TOM (PHJBMC OHa
SMOCTEACTBHM Y3HAIIA CBOIO Jio0u-
(10 TATJIHHCKY 1O GauHio.

Vl oHa y3HaJia €€ B BUCEJIHLC, Ha
opoil B husibMeE KasHAT 310cca.
910 Gpi1a TA CAMAs KOHCTPYKLA,
focIe IPOCMOTPA 5 € XOCTATOHHO
pposHO ec onucana. 3abuiTe 3Ty
CeJHILy HEBO3MOXHO M HEBO3-
J{0XHO 3a6BITh, KAK OHA YTRIKACTCS
110 AMATOHAIH B Hebo. Hebo uep-

¢, HOUHOC ¥ MICT CHET - TO JIK
CHer, TO JIH 3BC3Jbl MAKAIOT - HE
asbepelib, ¥ BOT 9Ta AHKAS AHATO-
{Ab, ¥ TIO HEI TTON3ET KJIETKA C
3ioccoM. M & BCE myMasia, Kak xe
6yueT KPHUaTh 3TO CBOE "ano-

(!, Mue Kka3asoch, yTo OE3yMHO
ACUBO, KAK OH HHOTAA MOT, HO"
434710Ch - HHUETO NOAOBHOTO, ro-
COM HATY paJIbHO yAyIIAEMOTO.
YeHB-OUEHDb HATYPAJbHO, HA IPa-

A B 28-M rony Hauajaco, Haobo-
T, BTOPAst BOJIHA SMHUIPALIHHU, BbI-
Uika Muxawuna Yexosa, Boobuie
0past BOJTHA TOHEHHIT Ha KYJIbTY-
on so3yHroM "Jlosoi 6ypxyas-
i xnam". Y BoT non 9THM 103y H-
GonbimucTBO huabpmos Deita-
crauio B [ochunnmoconne.

A nocse BOWHBI y HAC HOS-
HCh €10 3BYKOBBIC (DUIIBME,
DXEHHBIE PYCCKUMH CyOTHTpa-
Ot Gbin 1 pENHA3HAYCHB
HNEeUMaIbHO MOOAPEHBI AHIVIM-
IHAMH C 1emoit MauKoi XPyrux
THH, UyTh 1M HE CAMOJTHYHO
TOMY 3TQ BCE GbIJIO NOKA3aHO.
OT STH BemIn GhlIM NEPEUCPKHY -
1.3aNPENICH LT 4719 TI0KA3a.

<L MOE YBJICYUEHHE UM ~ B CBOE
M OHO MHE MHOTO JaJI0 U JUISL
HCOBAMYISI, M TSt mMCAHMSL.
HO-Moemy, TO, UTO €€ MepPBbiH

X Muxman Hayuua ACKcana-
MOTPETh 9TH huIbMDL, - 5 Ay~
10, uto lnxmau B nepryIo roso-
YHMIL - 3TO e¢ yaepKaio o7
1aTenbHOM fery MaHH3aLLiL.

“Korsakova had to survive a
hard life with Tatlin as well
as swvive the war before
something creative inside
her woke up. Perhaps she
did some exquisite things
later in life, but she never
went any deeper than her

Dostoyevsky series.”

drawings, and | always have them before my
eyes — after the nightmarish experiences she
caused me following her death, they're the only
thing preventing me from being utterly
disappointed in her.

What was she for me? At first | worshipped
her. Then there emerged a critical attitude, at
times bordering on hatred. In the end | was just
interested. My love for her was gone long ago.
After that | had feelings of duty, of pity, and
always of expectation and hope that perhaps
she could soar again — for she was so gifted,
she could still do something.

You came too late to see her as the person |
loved, the person of the period when she lived
in a cramped hovel in the old Moscow sireet
Bolshaya Molchanovka. She was poor then,
and | would have continued to help her eagerly
if she had remained so. But the Devil had a
part in all this, although | admit there is
something in me that was also present in
Korsakova: a sort of extreme, childish
maximalism. Basically we were very different;
we were similar only in our hunger for what is
meant by that profaned word spirituality. Art
and Faith are not the same thing, but they have
a lot in common.

It is very difficult to make a statement about
Aleksandra Korsakova, because she managed
to shroud herself in mystery. There was an
unfortunate, disgraceful scandal surrounding
her death and confusion surrounding the
beginning of her artistic career. Nothing has
survived of what she did in the 1920s. As for
her works of the 1930s, | have seen some, and
they’re skillful but lacking in the individuality
she developed in later years. She did a lot of
book graphics — poems by Anthal Gidas, all
sorts of revolutionary stuff. Once | came across
newspaper clippings with her drawings of
memorial places of the Revolution. They were
extremely precise. | wouldn’t call them
photographic — they were much better than
that, just very accurate, true-to-life sketches of
interiors and so on. Apart from her graphic
journal, which has always been of great interest
to me, she also tried at that time to do
illustrations to great works of literature, for
instance, Shakespeare’s Othello. They were no
good, but apparently she felt she needed to do
them. Korsakova had to survive a hard life with
Tatlin as well as survive the war before
something creative inside her woke up.
Perhaps she did some exquisite things later in
life, but she never went any deeper than her
Dostoyevsky series. Things like this happen
only once in a lifetime. Every artist evolves very
slowly, and for a woman it is even more
complicated — incredibly hard. Certainly you
must know how hard it is to link one’s creative
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work with family life. My own attempts to start a
family were shattered chiefly for that very
reason. You can never have the strength for
everything. Something always goes wrong.

When | think of Korsakova | remember the
old German expressionist films and the famous
actor Conrad von Veidt. German intellectuals
developed a craze for Dostoyevsky, and during
the 1920s German expressionist films,
especially those starring von Veidt, became a
craze in Russia. All those houses, entrances,
streets — even faces, manners, and habits —
were purest Dostoyevsky, but it was a new art.
In the Russia of the '20s it was unthinkable to
do anything of this kind, but in Germany it was
still possible. There it all ended in 1933.

Many films starring Veidt were shown in the
U.S.S.R., far more than those with Mary
Pickford or Douglas Fairbanks. Veidt played
lvan the Terrible, Paganini — he starred in the
famous Cabinet of Dr. Caligari, which was
neither his best role nor his best film. Women
here liked the antihero that he played. It was a
case of natural hypnotism. Having starred in a
1933 Hollywood film about Rasputin, Veidt then
left for Britain to play Zuss the Jew. It was in
this very film that Korsakova later recognized
Tatlin’s tower in the construction of the gallows
on which Zuss was executed. It is impossible
to forget the gallows and how they cut
diagonally into the black night sky. It is
snowing, or maybe it is the stars that are falling
down. You can see this dreadful diagonal and
beneath it the ascending cage with Zuss in it.
And how Veidt cried, “Adonai”: the voice of a
man being suffocated. :

In 1928 a second wave of emigration began
in the U.S.S.R., and a new tide of cultural
persecution rose up. The motto was “down with
bourgeois trash,” and under this slogan all
films starring Veidt, “the decadent moron, the
aristocratic degenerate,” were shelved away to
rot somewhere in the Gosfilmofond archive.
After the war Veidt's talking pictures appeared,
furnished with Russian subtitles, a gift from
Britain. Reportedly, Stalin himself saw those
films, which he then banned.

I'm not a Veidt fanatic myself; it's just that |-
like true artistry wherever it may be found. it
was Korsakova's first husband, Schikhman,
who seems to have imparted humaneness to
her and who taught her to appreciate Veidt's
films. In a manner of speaking, this
appreciation is what prevented her from the
ultimate dehumanization that came to
characterize all our dear avant-garde. Let's look
the truth in the face: leftists who understood
film-making, like Mayakovsky, used to call Veidt
pseudo-psychic. They called pseudo-psychic
everything that had anything to do with
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“Inn 1928 a second wave
of emigration begamn in
the U.8.8.K.. and
a new tide of cultural

persecution rose up.”

AnekcaHapa Kopcakosa
Aleksandra Korsakova, Portrait of
Dostoyevsky, pencil on paper,
50x30 cm., 1990s.

Ot Toit merymManusanuu, KOTOpa g
Tax npucywa 6iia Bcemy Haweny
noporomy asasrapay. Hano cmor.
peTh NpaBne B ™iasa. Bepg Deitpra
OHU 003LIBAJIH - KpOMe Kynemona,
T€, KTO B KMHO pasbupascs, BpOIC
MasxoBCKoro - "nCux010xect-
BoM". [Teuxonoxecrrom g HiX
6wt He TobK0 MXAT - BooGiue
BCE, B ueM ObUTA TICHXON0rHs, I ¢
HE NOHMMAI0, KAKUM 06pasom Mag.
KOBCKHH MOT XBaJHUTh Conory6a,
HampuMep, ToToMy 4to Conory6 -
9TO TOXE NCUXOJIOXKECTBO [is T4
KHUX, KaK Maaxkosckuit. A yto cue.
MPOTHBOCTOAIO hopManucTKe y -
MaurMHepuu asanrapna? Bor - ma-
IIMHA, MBI OMAUIHHEHBI, npnpo}ia”,
OMAMIMHEHA, K YEPTY NPHpony, K
HYEPTY KYJABTYDPY,H K UEPTY YeNOR,
Ka - KBAIPAaTHKH, TPEYFOIbHUYKH
Aa 3APaBCTBYIOT MAIIUHEL - BHHTH
KH-INYHTHKH. [1omoBa-1o - mo-
muure? Criepea - XUBOE, a noToMm
BUHTHUKH ¥ LMY HTHKH HA Meiiep '
XO0JIbAOBCKOH cuene. Konecuxi, k
HEYHO, 0YaPOBATENBHLIE, OCOGEHHO
CEHYac CMOTPHIID - OHW TAKUE XK
Beie. Ho 370 e Gouiu nepsuie mwa-
T4, 3 TIOTOM IIOSBHJIACH MEPTBEYN:
Ha camy 3HaeTe Kakasd. [loTom gen
KOHUHIOCH TTIOMECHIO0 MOpra ¢ 11
moiikoit. Ho nepsrie aBanrapauc
He OBITH TOMOHHBIMU, KOHEUHO,
O 6sun Au3aitsepst 6ynb 30D
KaKue, HO BEb IPUPONY OHU Pa30
IpaJiM COBCEM - PAa3Aesianauch CIp
POIOI, TO €CTh C MPEAIECTBY 0L
KyJIbTYpOit. DTO [IOTOM OHA JTFOOH:
JIa pAcCKa3biBATh, Kak TaT/IMH ¥
Yas MKOHONMCHYO TEXHUMKY - 9T
BCE TI03KE IIPUILLLIO, KOraa eMy:C
MOMY JOCTajI0Ch. :
A oHa - AsiekcaHapa - Beprejac
mexay "nesnivu’” v 'npassivit’: 4
OHA MHE paccKasbiBasia - XOoTs, BO
MO>KHO, CI'yIIa/a KpackH 1 MeHd
IOANpa3HUBaIa, - UTO YUEHHKH,
demoposa - OHAa Ha3biBAsIA IAPY.
(pamunil, HO MOCKOJILKY 9TH da
MIJIMH MHE HE3HAKOMBI, OHH BIL
BCTPUIIHCH M3 MOEH aMsTit - Pd
TaBiMe B PyMsSHLEBCKOH Euban
TCKE, YXACHO, yXXACHO XOTEMH €€
"pa3BUBATH' - OHA Ka3aaach HM
KOi1 OLYXOTBOPEHHOM.
Ho ona Ha cBOMX [IOJII‘OBSII&I:EX
HOTAaX OT HUX TpoCTO Oerana. I\;ak/
HECKOJBKO Mo3Hee berasna oT ¥X
KuBaHuil Topapuma TaTanHa.:
TOMY 4TO B IBAALATHIE-TPHALATE
rofbl OHM IWANIOYHO OBLIH aﬂaKQM

=~
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psychology. But what else was there that
opposed the mechanistic formalism of the
avant-garde, which told us that God is a
machine, that we have become machines, that
nature is a machine, oo, so the hell with
nature, damn all culture, let humanity be
confounded — and long live machines, the
screws and the bolts!

You remember Popova. At the beginning she
is ever so alive, and at the end, on Meyerhold's
stage, she is all screws and wheels, although
her wheels were so fascinating, and they still
are, they seem alive. But these were the first
steps, and later on there was such deadness,
such decay. Now we can see how the whole
thing ended up like a cross between a morgue
and a rubbish dump. Of course the early avant-
gardists weren’t rubbish at all — they were
excellent designers. But they tore nature into
pieces and entirely dismembered the old
culture. Korsakova liked to tell stories in her
later years about how Tatlin studied the
techniques of icon painting, which is true, but
he did so after undergoing his period of
persecution. Korsakova herself dangled
between the right and the left.

Once Korsakova told me, in an exaggerated
way, obviously wanting to tease me, that the
pupils of the occult philosopher Nikolai
Fyodorov were willing to “develop” her because
she seemed so awfully spiritual to them but
that she just ran away from them on her lanky
legs, the same way she used to escape Tatlin's
courting. Tatlin and she had had a nodding
acquaintance back in the '20s and '30s, but
she didn’t care for him and his clumsiness. So,
the pupils of Fyodorov did their best to develop
her soul.

Our generation — and yours, too — grew up
with an enormous yearning for somebody to
teach us, but we ended up having to dig things
up on our own. It was only later that | realized
why in my teens | was so eagerly fishing out of
the Moscow slums the remnants of the
prerevolutionary intelligentsia. These old men
and wornen attracted me more than children
my own age! It seemed quite eccentric to me
that | at the age of fourteen should share an
understanding with someone so ancient — not
with Korsakova, who was not so old at that
time and whom | came to know much later. No,
the people I'm talking about had already died
by the time | met her, and they were what
remained of the old culture —the culture of
humanism, not of the machine. Korsakova
never sought such acquaintances. It was the
reverse: they were seeking her. And | can
imagine a highbrow intellectual taking aim at
her with his butterfly net; | envision him as a
likeness of Fyodorov and her as a butterfly or a

“You remember Popova. At
the beginning she is ever
so alive, and at the end, on
Meyerhold’s stage, she is
all screws and wheels,
although her wheels were
so fascinating, and they

still are, they seem alive. “
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HO ¢if G510 UIeBaTD: X0yt Kakoi
TO ZOJITOBY3b
Hortndi n yacn hepemarord PV
b Balorcs;_ -
Tax sor, henoporn ee Besiye.
CKHM IyXOBHO pasBuBasy. I\QHCL{HO"
OHA PACCKASHIBANA 3TO, Hemuory
MCHH Apa3Hs. Ml - y HABEPHO gy
TOXKE ~ MBI POCJTH B AHKO Xaxan
UTOOH KTO-HUBYAL yMy- pasymy
HAC MOy YHJI. A Ml ey TOJTHEe:
Gecripu3opHuKh. Ml 1oy Guiny
CaMM TIE-TO KONATHCS, U 51, Hay
MEp, TOJILKO NOTOM cebe oty
YET B TOM, 33YEM MHE HYXH0 6LU1
B Mou 16 -15-14 et BLUIABJIMBATY,
B MOCKOBCKHX TPYIOGaX 06nomky
JIOPCBOTIOLHOHHOIt MOCKOBCKOJ] 41
TEUIMICHUWY, NBOPAHCTERA, l\yne—
YECTBA. :
DTH CTAPUKM M CTAPYXH Tan
MEHs1 GOJIBIIE YEM CBEPCTHUKY -
uem? Toraa mue xazanocy, uTo
9TO JAenaw HCKIOYUTENABHO H3 Il
Xa MPOTHBOPEUHS, UTOGH! MHE H
AOIAOH U B3POCIILIE, MOJ, Thl BC
BPEMS CO CBEPCTHHKAMMU, MHC Ka3
JI0Ch X YTKO OPUTHHAJTBHEIM, UTO §
B MoH 13 set, o6nanaro B3anm
HUMAaHHUEM C KaKoi-HuGy b npe;
HEH - He ¢ HEIO, OHA Torna ApeBHE
He ObLIa, T C Hel TOpaso mo3xe
3HAKOMMWJIACK. S MMEIO B BHAY Kak
651 €€ IPEAECTBEHHNKOB, KOTO
pbIE TIOYMHUPAJH yKe TOTRA, Korna
51 C HEIO IO3HAKOMIIACk. Tax BO
3T0 GBI 0GIOMKH TOlt camoif 0
JIOBEYECHHOU KYJIBTYPHI, 4 HE OM:
IIMHEHHON. A OHA HE UCKana TIoA0
OHBIX 3HAKOMCTB - OHH 3a HEI0
MM TOHSIMCH. 51 TaK ¥ BUXKY KaKO
TO AypanKUi CauoK, KOTOPLIH HA
HEe HaLleMBAET KaKOH-HUOYN,
COKOJIOOBIIT MHTEJUIEKTY a1, CaM 110
xo0xuit Ha Penoposa - a oHA B Bw:(
6abouky wIu CTPEKO3HI, YTaHL
BAET B CBOIO OMOMEXAHUKY - U
ynapxusaer, OHa BeIb 3aHUMAT
OUOMEXAHUKON ¥ TAHLIEBANA Y
moro ['oseii3oBckoro - mpasaa;
RHHX PSZax, TOTOMY uTO GBUIA
OYEHD BBICOKAY. ‘
Ouexnp TPYAHO TEIEph cyllMTb
TOM, UTO OHa U3 ceBs TOrAa HPex-
crasasana. Y Hee uynnas Guuia npﬂ
BBIUKA, KOTOPOMH GOJIBILIMHCTEO
KEHIMH JTMIIEHb! HATIPOUb - BO(
1€ O CBOEH XHM3HU OYEHDb MAJIO.
CKa3bIBAaTh.JTO 3TOPOBO, OUEHD
TPYRHO H IOYTH HEBO3MOXHO. 51
BO BCSIKOM CJIyyae, TaK He MOTY.
Kax 6onapmuacTBO Hauiei CECTPD
npasna sens? A oHa 910 yMENa.




B mo0OM CIyuae, sl MICXOXY H3

¢¢ pACCKA30B 11 13 ¢ororpaduii, ko-
foppie TIOKA3BIBANIA CC MIEMIHHHLA
(0c/i€ CE IOXOPOH M KOTOpHiC, 110 ¢e
(i0BaM, OTCLL ANEeKCAHApHI cresa,
corna eit Opno 17-18 sier. A xpa-
J4, YTO YBHKY HA HIX BTODYIO
jonuio COMHLEBY , HIIH Tamapy
MaxapoBy - OHa CaMa roBopHa,
470 B MOJIOZIOCTH B HEH HAXOAUH
CXOACTBO C HUMH. Ho ona na stux
grorpaysx 0Kas3anach HECKOJib-
o rpybee. Kemanneit, cornacHo
}{0fie TOTO BDEMEHH - 5 HMEIO B BU-
1y MOTLY TIPER-IBAAUATHIX,, TIOTOMY
470 BITOCJIEICTBUY MOIA yXe He Obi-
1 xeMaHHOH. 51 xak pas nymana,
{iyo oHa OBUIa AEBUOHKOM HOBOJABHO
SrKOMBICJICHHOI KOrAa -T0 - BO-
¢pBBIX, OHA CAMA PACCKA3LIBANIA, A
0-BTOPBIX, TOT 3NH30/, KAK OHA OT
THX denoposuen Gerana. 3aTem,
K2 - MOKET OBITh, 3TO TOXe OLIo

, peyaennqeﬁne - HO OHA TOBOPHJIA,
10 JIOCTOEBCKOFO OHA BIICPBLIC
pouna ToaLKO rocae 40 ner.

Oua roBOpMsIA, YTO BCEraa Obaa
ReyHOIt HeBouKoit B nyue. M to,
41O KacacTcs "BEUHOI ACBOUKH -
TOMHE JIHYHO TOXE cponui. 5 we
YMAr0, UTO OHa ObIIa TAKKE HH-
AHTHJIbHA, KaK 9. Koraa mue Oui-
0KOJIO OBAnUATH JIET, MCHS MPH-
UMAH Yy Th M HE 33 TPHHAZLATH-
ETHION M Tak nanee. Y s cnenana
ce, YTOOBI 110 BO3MOXHOCTH [1PO-
JIUTH CBOC IIETCTBO, H HE XANCIO 00
toM. He o Taxkoii cTeneHu, Ho Ka-
a4 -10 MHDAHTHIABHOCTH B HEH TO-
e 6ura. M mesio GeIto BOT B YEM.
Ha OUCHD PAHO - B GYKBAJLHOM
MDBICIIC, O HE B AYLUIEBHOM, M HC B
16€ BLICOKOM - YTPATIIIA HCBHH-
0CTb. 3TO NMPOMIOLINIO PAC-TO MEXK-
y'ueThlp}mquaTmo M LICCTHAI-
ater0. Hauunas ¢ versiprananaty
T,’0Ha BEPTEIACH 34 KyJIHCaMH
TPOB -~ CHAUANA TIPOBUHILHAT -
bIX, IOTOM CTOJIMUHBIX, OVAYUH B
Xe BpeMsl make uucTo gusuuc-
M 0CTATOUHO MHAHTHIILHOI.

Ha Besa CyCTHY10 B3POCYIO
XH3HL € LICABIM XBOCTOM MOKJIOH-
HKoB. Kerati, no-mMoemy, oHa Onl-
1 CTPAIIHO XOOAHDI YCAOBCK 110
THOIICHMIO K 9TOMY CAMOMY MY K~
OMY nosy - ¢ rogamu cuie Gonee
M MCHEE XAJOCTAMBOI, 4 B MOJIO-
CTH ewe u GesxanoctHol adco-
0THO. 1 o B kaxoIi-TO cTENEHH
AU camu B 9TOM BUHOBATHL. M 3a-
’ff- ¥ wee nuxorna ue Guu10 cober-

“Starting at age fourteen
she was hanging around
the theater, leading
a grown-up life with a
retinue of admirers, even
though she was a mere
child, even physically.

I suspect that she was
absolutely cool and rather

cruel toward men.”

dragonfly, dancing away from him into her
biomechanics.

Yes, she did biomechanics in her youth. She
was even a dancer in Goleyzovsky's company,
but she was always placed in the back because
she was too tall. It's very hard to judge now
what she was like at that time. She had a odd
habit, one that most women lack absolutely:
she did not like to speak of herself or her life.
So | go by what she told me herself and also
the photographs taken by her father when she
was sixteen or seventeen, which her niece
showed me after Korsakova's funeral. | was
expecting to see a girl who looked like the '30s
film stars Yulia Solntseva or Tamara Makarova,
since Korsakova had told me that people used
to say she resembled them. In the photographs
she looks a bit plain and vulgar — and
somewhat mincing, in keeping with the fashion
of the early years of the century, because by
the 1920s it was no longer fashionable to be
mincing or affected. | imagine Aleksandra
Korsakova was very unserious and worldly as a
girl. She told me once that it was only after the
age of forty that she first read Dostoyevsky,
and she often said that deep in her heart she
remained a little girl, which is very akin to my
own feelings. When | was twenty, people
mistook me for a thirteen-year-old. | did my best
to proiong my childhood, and I've never
regretted it.

Well, there was something childish in
Korsakova, too, and the reason is that it was
so early that she lost her innocence — literally,
not in any higher sense. It must have happened
when she was something like fourteen or
sixteen. Starting at age fourteen she was
hanging around the theater, leading a grown-up
life with a retinue of admirers, even though she
was a mere child, even physically. | suspect
that she was absolutely cool and rather cruel
toward men. Later in her life she grew softer; in
her youth, however, it seems she was pitiless,
but they had only themselves to blame for that.
Also, she never had children, and these two
circumstances combined seem to have created
excruciating nostalgia — not so much for
having a child of her own but rather for having
lost her own childhood too much before the
natural time. The little girl of her drawings was
not grief about a motherhood that was not to
be but rather about her own childhood, which,
by the way, was not at all unhappy. She was a
spoiled baby. She loved to boast that her
ancestors were Old Believers, but she gave up
her patriarchal family just the way other silly
little talented fools of her generation did.

Korsakova must have realized what she
really was when she sprained her foot and had
to give up dancing. Her legs had worked too
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hard, while her brain had been idle. The
enforced end of her career as a dancer helped
her become an artist. People — especially
women — gain wisdom due to circumstances,
you know. Korsakova also worked as a theater
designer, which she began to do after she met
Tatlin — after 1940, maybe earlier. They did
stage design and costumes. | believe this was
a job done mainly under orders, during the
darkest period of our history. Take, for
example, Aleksandr Kron’s Deep
Reconnaissance, a very conformist Socialist
Realist play. Tatlin was responsible for the
stage design and Korsakova for the costumes.

Men did influence Korsakova artistically, but
by and large they were in the way, and their
ailments, especially, brought burdens. Even
though she was always a gifted artist, she
attained true artistic quality only after Tatlin
died. It is impossible to guess the extent to
which she depended upon him and whether or
not he was her idol, as everyone says he was.
I'm afraid that if he was, he became so only
after his death. Her memories of him were
highly contradictory; some of them shocked me
as being rude and cynical. Her flashes of
cynicism did not become her, and though they
were rare, they were bitter and spiteful.
Sometimes she vented apologetic
recollections, but mainly in the presence of a
third party; sometimes she talked about good
memories that were just very human and very
nice.

Once she called me to help her deal with her
canvases in the storeroom, and before | arrived
she took some kind of medicine or liquor and,
just to tease me, started pretending that she
was more drunk than she actually was. It was
curious, but it was also frightening. | was
shocked. She was stumbling along behind the
wall, stopping now and then at the door of the
storeroom and muttering deliriously, in-a very
Dostoyevskian way, “Ah, where are they all? |
wish some of them were here! Viadimir
Yevgrafovich, at least ...” The worst thing about
it was her manner: simple, sweet, and
horrifying all at the same time, like falling in
love with somebody no longer living.

As for Veidt, it's such a pity that he never
played anything of Dostoyevsky’s. His
popularity was enormous, but now he is
forgotten, and this shows how degraded the
masses have become since the beginning of
the century. Everywhere there reigns what
Dostoyevsky referred {o as “the street” and
“the mediocre.” The lower you fall, the closer
you are to your idol. It's like Hitler and Charlie
Chaplin — now nobody can tell which of them
played whom. &
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BeHHLIX Aetei. Coueranue Toro u
IAPYTrOTo CO3LaeT KOJ0CCATLHYIO HO-
CTaJIbTUIO HE CTOJIBKO 0 UMEHHIO
cBoero pebeHKa, CKOJALKO TOCKY I10
YTPAUEHHOMY PAHBLIEC BPCMCHHU
ceoemy coberseHHOMY peTctBy. C
HeH ObIJIO TO XKE caMoe: ee "BeuHas
IEeBOuKa B ayure” - 31o Gpia, 9 ny-
Mat0, HE CTOJIbKO TOCKA 10 HECOCTO-
SIBHIEMYCSI MATCPHHCTBY, CKOJILKO
B [IEPBYIO TOJIOBY TOCKA 10 CBOEMY
cobcrBennomy perctey. Koropoe -
HE T, UTOOH OHO y Hee ObUTO He-
CYACTHOE, NMO-MOEMY, HAaobopOT,
OHO 60 KXYTKO OaIOBAHHOE, MEXK-
Iy TIPOYMM - 3TO CKBO3MJIO B €€ BOC-
MOMMHAHUAX O TIOCTETHEH cremne-
HM. 3aTEM, OHa OUEHb J0M/Ia XBa-
JIUTBCSI TEM, UTO CO CTOPOHBI MaTe-
p¥ ee MPEeNKH - CTapoodpsaaLibl, HO
Ha CAaMOM JIeJIE OHA, KaK ¥ BCE TeHU-
aJbHBIE 0y POYKH ee MOoKoJIeHud, Oe-
Xaja oT CBOEH maTpuapxabHoil
CEMbH.

4 nymaio, uTO y HEE OCO3HAHUE
cebst coBIasIO C TEM BPEMEHEM, KOT-
1A OHA PACTSIHYJIA CBS3KY M IIepe-
crana 6pITh TaHuoBIMIEH. Ee HOrH
MOABEPrajuch KOJOCCAILHBIM Ha-
rpy3Kam, a B TOJIOBE TYJIsUI BETEP.
To, uro OHa TIepecTasia TAHIEBATD,
[TOMOIJIO ¥ CTATh XYHAOXKHULEH.
TToTOMY UTO >KEHILMHBL -~ 0OCOOCHHO
SKEHIIMHBL - CTAHOBSITCSI MYADPLIMU
B 3@BMCHAMOCTH OT 00CTOSITENBCTB.

.. MyXckoe BJIMSIHIE, BBI CKA3a-
JIM - A3, MY>KCKOE BIIMSHHUE, HO U
MYXKCKOE MetraHue. 310 Y>KACHO
BA>KHO: OHA BEODb CH/IBHON XyHOX-
HMIEH CTaJIa - XOTh TAJIAHTINBOM!
6pia BCErna - TOJBKO KOIAa HE CTa-
so TatnuHa.

TpyRHO peuuTh, B KAKOH CTeIe-
HY OHA OT HEro 3aBUCENA, OBUI I
oH e¢ KymupoM. Borocs, uto ecnn u
6bL1, TO CKOpee ocMepTHO. Bocno-
MUHAHHA €€ Opliu KpaiHe pasHood-
pasHHl ¥ KpPaHHE IPOTHBOIIOIOXK -
HEL, DbIBa/y T€, KOTOPHIC MEHS MO~
Pa>kaau HEXOPOIIEH rpy0oCThIO.
Boobuie el cTpaiiHo He Wy pe-
nKkue, cnasa bory, BCIOBIIKY M-
HU3Ma, HO 3aTO 9TOT LIUHI3M OB
OUCHLHENPUSITHEIA. BoT Takum BoC-
NOMUHAHIEM OHA IPERaBasiack pe-
IKO.

Briiu BOCTOMUHAHUS anlosore-
tuueckue. Ho ato, rasupiM o6pa-
30M, KOI[a TPEThE JIULIO IPUCYTCT-
BOBAJIO Wnu yerseproe. Y 6puin
TPOCTO HEIJIOXUE YUETOBEYECKHE,

‘Yaru. [loTonmy uTo HCH3BE

Ho meng nopasuna oy
KOIa OHA MeHs npusBan,
TICPECTABISTE B 3anacHpke

BHTB UTO-TO Tam H
OHa TO JIi B

ag

a MecTo,
AJICPLIIHK i1 Hdﬂ
TO JIM YEero-To Tam cure, M

BUI, uTo oHa Gosee Hanun

1 Yraowe 310 6uiro Gy,

kaxk. IToutu Tak XKe, xak

BBI3BIBANA HUKOINA, ﬂ‘a‘k ‘
OI MOETO CAMOTO KPHTH
Hew oTHouIeHust. Ona G
CTEHKOI, BDEMSL OT Bpemery

HABIHBANACH Ha Tiopore 3am
W IETIeTANA AEeRCTBUTE L.
OpenoBo xak-To, npemg,
LWEM-TO, HO B L{EIOM 91O 6'
HCUNC, NOCTCCRINMHA YHCTOL
"Bor, tae cku Bee? Homim
KT0 U3 Hux. Ha xynoli xox
On Bnammmp nsrpa.d)f\m{
TOUHO BUXY .

Npuuem, camoe opgqono '
TO, YTO 3TO OHA BHITOBAPUB
KO fIPOCTEHLKOM 1 M Lmdﬁ v
CTE C TEM CTPALIHOBATO (b
YT0-TO MOAOOHOE H Y MCHS,

BIIOOIATHCS B IOKOHHUKOB, |
A uto kacaercs Qeitara... Il
CTO O0HIHO TO,UTO B IKPAHH3AL
ITocTOEBCKOrO OH HUKOLAA H
CTBOBAT.
Beab ato Geraa maccosas mon
HOCTb. [1o aTOMY TOXE MOXKHO.
JIUTh, 10 KAKOF CTEIeHH TaXe |
CBl NAAM Ha NPOTSOKEH M XX
Besxe uapur 10, uto JocToend!
C HEHABLICTHIO HA3BIBAT Y- HIE
"cepenrHoit”. Yen HHKE THL X1
Jewsn, Tem GoTvoKe T Oy AELWb K K
mipy. Kak Turaep, xak Yapan

€U1e, KTO H3 HHX KOro Cbirpa:l



excauapa HuxonaesHa He cpasy
OKMHYJ1A 3EMJIFO, Ha KOTOPOIf I1po-
1a mouty 90 ser. 3a HeCKOTbKO
HeH 710 TOTO, KaK ee TeJo Oblio 06-
HApyXCHO B €€ KBAPTHPE, UTO 34~
HKCHPOBAJI HA TUJICHKY KOPPECIOH~
€HT FOJLIAHICKONO TCACBUACHHS,
PHEXABIIMI B3SITh Y HEE HHTEP-
B0, - 32 HECKOJIBKO JIHEH A0 3TOr0
KT0-TO IKOOHI BUIEN ee B pocias-
€, a elIe XTO-TO YBEPSUI, YTO OHA
axomurcs 8 Hioccensgopde. Mar-
uTohoHHAS 3aMKCh HAMICH Gecenst
C4e3/1a, KAK MBI Y3HAIH NO3LHEE,
YTb JIM HE B ACHD €€ CMEPTH Ha
DYIOM Kparo 3¢MJIM B BOPOBATOM
attore Heio-Hopka. 3namenaresn-
BIE, €C/IM HE 3JIOBCILUCE COBNAJEC-
HMS €IIE 10JITO TPEBOXUIIH TIOKOH
EMHOrHX GIM3KUX MOCJIE €€ CMEp-
1,

- Kak npuusro, psgom ¢ Heit ae-
a1a 3anucka. JKenesHniM nouep-
OM B HEil IPeANHCHIBAIOCH HUKOTO
€€ cMeptH He BuHHTL. Tonbko Te-
ehonnas TpyGra mouemy-To Guina
HATA ¢ prryakka, - MOXET ObiTh,
Obl He nomeany.

Ona nauusana kax XYLOXHHLA
HANIero noKoNCH S aBAKHMADHA.
MEHHO aBaHrapn HapeK el npo-
CCCHOHALHOE HMSI ~ "Kopcakona,
Ha Tarnuna”. HemHOrME MOCRSI-
HHBIE eft craToy - "3emuoe Gpat-

(1904 1990)7
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EditOr’s note: fThe: originat ‘eonversation

among Korsakova lnna Sandomrrskaya ‘

: and Olga Petrochuk took place m'

“Moscow in the sprrng of 1990, shortly .

- . before Korsakova s death The questron— :

; and answer portlon of the followmg :

properly ' speaklkng,

T recolIectron rather than a transcrrptron
~of the conversat|on srnce the tape was

[stolen out of a parked car rn Manhattan -

before its contents were safeguarded —
a precaution the Russian visitors never
imagined would be necessary. Please
also see Petrochuk’s “The Revolt of the

Daughters” elsewhere in this issue.

Introduction
Irina Sandomirskaya

Upon her death Aleksandra Nikolayevna
did not immediately leave the earth where she
had lived for nearly ninety years. Several days
before her body was finally found in her
apartment, someone allegedly saw her in the
town of Yaroslavl, while somebody else
assured us she had gone to Dusseldorf. On the
day of her death, the tape containing our
interview with her vanished mysteriously, as we
later discovered, from a car parked at the other
end of the world, in a thievish district of New
York City. Ominous coincidences continued to
trouble her few relatives and friends long after
she was dead.

As usually occurs, a note was found
beside her. Written in a steady hand, it said
that nobody should be blamed for her death.
The telephone receiver had been taken off the
hook, perhaps against intruders.
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Korsakova began as an artist of the
younger avant-garde generation, and it was the
avant-garde that professionally baptized her
“Korsakova, the wife of Tatlin.” Several articles,
published after a prolonged period of
nonrecognition, have now managed to secure a
place for her away from the shadow of her
ingenious husband. “The world was trying to
catch me, but it didn’t,” said a sage in his
autoepitaph. Korsakova's suicide was an act of
final self-identification with the old Russian
avant-garde. The revolt of the daughter who
produced her most original works only after her
physical tie with the legendary era was broken,
as of Tatlin’s (and Stalin's) death in 1953,
ended in a dignified acknowledgement of her
defeat by the mainstream. She was constantly
yearning to change something, whether it was
the place she lived in or the studio she worked
in. In the long run Korsakova chose another,
nonphysical dimension in which to exist.

The Conversation

Q. Women's art is usually understood to arise from
the purely corporeal difference of sex. But we are
interested in differences in the spiritual nature of
women’s artistic selfrealization and whether these
differences become manifest in art.

A. Yes, they do, and now they are more
significant than in any other period. The most
important thing for the woman artist nowadays
is first and foremost her child, her motherhood
— bearing a child, cherishing a child. A woman
dreams of herself in her child; she makes her
art as she bears an infant. | know a young
painter who decided to have a child and is
raising him all by herself. She’s having a hard
time, because her son is not physically strong,
and she has to work a lot to provide for her
child and herself. But she looks happy. Yes,
there can be different circumstances in life, but
it would take us too far afield if we explore that
in detail. What | am speaking about now is the
most general trend: that the formative factor for
the contemporary Russian woman artist is
her child.

in fact, an artist always remains a child
deep inside. | still feel the childhood in myself
as if | were a little girl in the arms of my
parents or out in the countryside in spring. !
made a series of drawings in which the main
character is a little girl living in a city during
wartime, sitting in an air raid shelter and
dreaming of herself as Joan of Arc. This girl is
also me, and in my heart | am still like her.

Back in the twenties everything was so
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“In the long rumn
Korsakova chose another,
nonphysical dimension in

which to exist.”

¢TBO”, “MannHui CBET3np3;
JHHA" - 3aKpenumy gg Hey
Smmoix PEHUANHHOIQ Myx

Mup nosun MCHS, HO He
KaK CKa3an B aBTOINHTAdGY
pew. ¥Yxon Kopeakoroii ~ak
OKOHUATELHOIO 1 106popo;
CaMOOTOXKNCCTBICHMS( CO trat
PYCCKUM aBaHrapnom, nog
LLIETO €€ UM C UMEHEM Ch
Hug. BynT nouepy, €O3xan
MbIE ODUTHHAJIBHBIC CROI[.
JHLIE IOC/IE TOTO, KAK Tpe
B rox emeptu Tatimua (i
Ha) ee Ppusnueckas CBY3L.
TAPHOYU BNOX0H, 3aKOHUNE
CTBEHHKIM MIPH3HAHUCM NOp
HUS iepen muom Bennkorg
NPABNCHUS. ¥ HEe BCE BPeM
CTPEMJIEHHC HTO-TO FIOMEL S
KBAPTHPY,TO MACTEPCKYIO -
Mecto. U B KoHue KoHLOS O
MEHSJIA €10, 130paB HHOE yam
HUE JUIsL CBOETO CYECTROBAN

B.:

Korma peun upet o xeucxks
YAJIE B FICKYCCTBE, CTO OOLIYHO 1o
HUMAIOT KaK YHCTO (DUBHUECKOE
passinusie nosa. Hac xe nure
€T PasAMUME JYXOBHOTO IIAH
[IpostBaistercst vt 910 pasnmui
ucKyccrae? '

AK.:

Ha. Ceituac 910 oucHD BaXH
akTyanpo. Camoe miasHoE Fis
HOXXHHUUBL CEIYAc - 9TO NPEXKIC
T0 MaTepuHCTBO, AMTE... Co3narte
BLIHOCUTD AHUTE... JKenunna Meu:
et ceGsa B peGeHKe, TROPUT CBOE HC
KYCCTBO TAK, KaK OHA BLIHAILHBAC
nuTé. 5 3HakoMma ¢ ogHOI XKeHInY
HOM - MOJIONOI xyxoxHuuei. OH
peiuia onHa, 6e3 Myxa POIUTh
Genka. Eit mpuxonuTcs 04eHD THX
JI0, HO OHa MHOTO ¥ X0poto pabo
eT, 4To6Bl IIPOKOPMUTE CEOS ¥.CBO
nuté. Eif TpynHO, peOeHOK He
O4eHb 3[OPOB, HO OHA BBILJISIUT
cuacTiuBOil. BEBalOT pasHbe 00~
CTOSITEJILCTBA B XKM3HH, HO 3T0 3
BOLMT HAC CJIHLIKOM AaJieko. 5 ro-
BODIO O TOM, YTO €CTh, YTO HauGO-
nee 06n10, cToa6oB0: celiuac caMmoe.
BAXKHOE TS XYNOXKHHUIBL - 9TO €€
pe6eHoK. _

Boobie XxyaoXHUK M caM BCETAd
omymaet ce6s peGernkom. 51 5o CHX
TI0p UyBCTBYIO B ce0e JeTCTBO M Ud-~
cTO BiXKY CcefBd HeBOUKOM Ha pyKax
y Koro-HuOyab U3 ponuTee. I/I.rm
B JlepeBHe, BECHOM. Y MeHs eCTb €
DHSL PUCYHKOB 11p0 AEBOUKY BOCHHO:
IO BDEMEHH - KAK OHA CHIAUT B GoM-
GoyGexHiLe 1 npeacTasaacT cebst ;
JKanuoit 1’ Apk. DTa gesoyKa - T07




#C qa, TaKas g B AYIUC.

B 20-¢ roani e ObiI0 No-apyro-
yy. TOTAA 9TO BCC HE OULY ILAI0CH
_7aK OCTPO, Kak ceifuac. D10 Ghiao
" (oBCPUICHHO APYTOC BPCMSsH Mut BCC
‘GuH XYAOKHUKH, BCC OAHHAKORO
bIEAIH BO3AYXOM cno(m;/(m. Bee -

g MV){(‘IHHI)I HOOKCHWHHBL - ObUJTH QU1 -
3 ;{z'lKOBO 3APSKCHBE BDEMCHTM. DTO
{1170 TTOTPSICAIOUICE BPEMS - BCC
apepit OLIIH OTKPLIThI, HCRCPOSIT-
jast CTENCHL TONKOPKOBOI cBOG0-
~ qor. TOraa XyA0XKHUKOB HYKHO Obi-
J-I()HC.T[HTB HEC HA MYXKUMH 11 KCH-
JH, @ HA XYAQXKHHKOB M An3aitnce-
pOB. TaTauH, HagpumMep, ObLn Xy~
J0KHHK. BIOCACACTBIH XY ROXKH -
KOR CTAHOBHIIOCH BCC MCHbLLUC, & JH~-
saiepos Bee Soabuue. Ho roro-
piiTh 0 TOM, UTO TOrAA OB My x-
(HHBI-XYAOXKHMKY H OKCHIIHHBI-X Y-
ROKHHILBL = HCT, TAKOrO HC GbLA0.
Ho roraa MHOFOE ObiN0 He Tak, KaK
ceitvac. bouan apyrie ycaosud.
Torpa He Obla B TAKOI CTCHCHU pas-
pyweH ot naay xu3nu. Toraa
KEHCKOE HE 0CO3HABANOCDH C TAKON
CII0I1, Kak ceituac. Huxoro ne son-
HOBAJIO, €CTH Y XYAOMKHHLULI NCTH,
WM HET, B3SL/1a 1M OHA ACTell ¢ co-
00ft T YCXAAA H HX OCTABMAA.
Tlns HAC He OBII0 M BOMPOCA O BIAHS-
HisIX. Mbl BCe GblH CAMOCTOSI T b-
Hiﬂerl XympoxxHHKamu. I"oHuaposa,
npUMep, Oblld 0YEeHD CHABHAS
XyAOXHHUA, cuabHee JIaproHosa,
XOTS MHOTHE TAK HE AYMAIOT. S Ghi-
BANA Y HUX B flome... [ToMHI0, OH TO-

“At that tizﬁe artists were never
labeled as men or women.
Rather, you saw that some of
them were artists, while others
were mere designers.”

— Aleksandra Korsakova

BOpuT eif, uTo OHa MaJso pabora-
Ho on nukorna He Mor Ha Hee
Rmath. S, HanpuMmep, BooBie Hu
KOro He yuu/I1ach - ML HEHOM-
‘méapemq TIOCEIIAIA 3aHATHS Y
akosa, KoruasoBckoro H Yibsi-
083, Mur ¢ Tatauupiv pabotanu
MECTE, HO KAXKIBII JE/Ia YTO-TO
0¢, sl HE yuusach y Hero. Tak uro
YKAKOTO YUCHHYECTBA B TO BPEMs

EM HE MeHee, KOraa peub HieT
Tonosoit, seerna YIIOMUHACTC,
OHA Oplia yuensueit Manesu-
Kax Bui nymaere, moraa au Gn
CO3MATH CAMOCTOSITEALHOE HA

OHEeuHO, KoHeuHo. OHa Obisia

Hb X0powast XyHgoXHHLA.

B.

Anexcanppa HuxonacsHa, BO3- -
SACT TAKOE BNEYATIICHHE, HTO B
BPEMEHA BAACTD npeanpUHHMa-
dMONLITKH ypaBASTH TBOPUCCKH-

very different. Everybody, men and women
artists alike, were equally charged with the
energy of the time. It was a miraculous period.
All doors were wide open. There was an
incredible degree of inner freedom. At that time
artists were never labeled as men or women.
Rather, you saw that some of them were
artists, while others were mere designers.
Tatlin, for instance, was a true artist. Later
there came 1o be more and more designers,
while artists grew rarer. Still, at the beginning
no one fenced off the women artists. At that
time there was nothing of that sort being done.

But basically so many things were not the
way they are now. Conditions were entirely
different. At that time everyday life was not
ruined to the extent it is now. Women were not
so aware of their femininity. It worried nobody if
a woman artist had children or not, or if she
took her children with her or left them and went
away alone.

Nor was there a question of artistic
influence for us. We were all independent
artists, all on our own. Goncharova, for
example, was a very good artist, much stronger
than Larionov, though many people disagree.
| remember having been to their place several
times. He would jokingly try to discipline her,

“but he could never influence her creative

personality. As for me, | was no one’s pupil,
although | did attend classes, first under
Mashkov and then under Ulyanov and
Konchalovsky. Tatlin and | did work together but
were independent of each other. { was not his
follower. So there wasn’t such a thing as being
someone's pupil at that time.

Q. However, in discussing, say, Popova, mention is
always made of her having been a pupil of Malevich.
Do you think she was talented enough to have
established an art movement of her own?

A. Of course. She was an absolutely excellent
artist.

- Q. Aleksandra Nikolayevna, one sometimes gets the

impression — though it is impossible to prove —
that those in power were trying to control creative
women by blackmailing them with the well-being and
securily of their children. This was the case with
Akhmatova and, to some extent, with Tzvetayeva as
well. Did you feel that having children at that time
was simply dangerous?

A. That is very true. This was how it was. What

I’'ve been talking about so far was the surface
of life, but deep inside it was tragic. . .
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Q. Did you feel yourself that you were being
controlled in this way?

A. Goodness no, never. | always did as | liked.
| have always been a troublemaker. Even now |
work passionately, with nerve. | tear paper and
break coal. | was in the avant-garde then, and
I am now. Twice | was expelled from the Artist’s
Union; | was forbidden to exhibit my works, and
they were taken down from public displays.
Well, what of it? | reveled in my work again.
And now those young girls you see in the
streets, with their painted faces, poor things.
You look into their eyes and, good gracious,
what an abyss of suffering you see there! Poor,
poor creatures — and what is there for them to
see? | was staying at an artists’ retreat in the
country where children from Armenia were also
living. | could not bring myself to look into their
eyes. | just ran away. It was unbearable to see
s0 much suffering, such misfortune, and yet at
the same time such divine beauty. Dear God,
dear God. ... B&
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MU KCHUIMHAMMY, MaHTaxpyq
Onaromonyumenm MX nerei, Tag 6y
Ji0 ¢ Llseraesoi, Axmaropoiy :
xcr OBITh, BHI YYBCTBORA Iy u'ro
TCH UMETH NPOCTO OHaCHO?" .

AK.: ~

Tax ono u 6ptn0, 510 OYEHp 7
koe 3ameuatue. Koweuro, pee
51 TOBOPHIA - 3TO NOBEPXHoCT, 4
rybune 910 6bU10 Oueny, CTpaL-
HO... Ml Buyxe mHe Bee 910 oueyy
HOHSTHO. .

B.:
Ouymany nu 8K Ha ceGe Ta
AHTHXCHCKHE YCTAROBKH?

AK.:

Ha Boxe Moit, nuxorna ;s RCe
na Goita cama 1o cebe. S Gyina
Gottuuna... 5 u ceftyac paboraio
CTPACTBHIO, C HEPBOM, PBY 6yMa k
JIOMAIO yrosib... Y Torna s 6uiid
aBaHTapne, U ceityac asanrapy
HSl ABAXMBI BBITOH M u3 Co103
HE IABAJTH BEICTABJSATECS, CHUM?
KAPTHHEL C BHICTABKH... Hy 1 yrg?
51 cHoBa ynuBanace paGoroits

A ceftyac - 3TH REBYOHKY Ha'_t
yanuax... Jla 310 npocro yeprosk:
cymue! A 3aMISTHYTh K HHM BIJIA3
- Boxe, xakas Tam Gesnna tocku!
Benunie, GefHbIE - HA U YTO OHU B}
nat?! 5 6ui1a B TOME TBOPYUECTH:
TaM XMWJIM AETH U3 ApMEHUY, Ta
TIPOCTO HE MOT/IA CMOTDPETL UM B
rs1a3a, 1 yberana. Benw 910 HEBO
MOXXHO BUAETD - TAKOE CTPATAHNE
Takoe Hecuacrne! Y, rnasnoe; sen
xakas xpacora - Hesemuas!.. bo
xe, boxe... B o




4K UTO Re TaKoe REHCTBEHHOCTb C TOUYKH 3peHus
CKyCcCTBa - NMPHPOAAEHHOE CBOMCTBO XYIOAHHKA HJIIH
olleHOUHas HHTepnpeTupyollasi kateropua? M KTo Takas
;X\ZEHUlI/lHa*Xyﬂ()/‘i’\HHua - PA3HOBWUAHOCTbL AEHUMHB HJIH
A3HOBUAHOCTL XYAOAHMKA? Mbl NpenocTaBiisieM aBTopam
paBoT BBICTABKM «REHCTBEHHOCTbL M BJACTb» BBHICKa3aTbCsl
aMUM. Mbl NPEANIOA MM MM HECKOJbKO BOMPOLIOB, OTBETH Ha

OTODKIE npuBoAadTCH B 2TOM HOMeEDE AypHamia.

KTo Obln BailiM MepBbiM YUMTEJIEM, KaK OH TIOBJIMSIT Ha
Bauie TROpuecTBO?

- ECTb /M XyAOAHHKHM B ceMbe M Kak BooOle ceMbsl BJHsIa
(BnusieT) Ha Balie TBOPUECTBO?

KTO wnm xakue o6CTOATENLCTRA MOBAMSIIHM Ha BbIOOP
npogeccuu?

Kak Bbl OTHOCHTECH K CBOEMY XY/AO0RECTBEHHOMY
06pa3013a1~11fno? Hy&AHO JM OHO BOOOWE?

-UTO Bul MOAETEe CKa3aTbh O CBOEM MPOHECCHOHATIBHOM
OKDY X EeHHN?

Kakue mpogeccronanptbie coBeTsl Bbl 0GHUHO [10JTyUaeTe,
KaK K HHM OTHOCHUTECHL? BLIBAIOT Jilf COBETHI HEMpUeMIieMble,
€CIM fa, To Kakuer

Kax Bol camy onpezesisiete AaHp (CTHJIb, HAlPABJIEHHE), B
KOTopom paGortaere?

What is femininity from the point of view of art?
Is it an innate characteristic of an artist or a
conventional evaluative category? Who is the
woman artist — a variety of man, woman, or
artist? The Russian members of the IdiomA
collective suggested that all the artists included
in the Femininity and Power exhibition answer the

following questions:

1. Who was your first teacher and how did s/he
Influence your art?

2. Are there other artists in your family, and In
what way does the family influence you?

3. How did you choose the profession of the
artist?

4. How do you evaluate the art education you
obtained? Was it necessary?

5. What can you say about your professional
environment?

6. What professional advice are you usually
given? Is there any you cannot accept? Why?

7. How would you define the genre/style/trend
to which your work belongs?

The following statements are the artists’ answers.



Olga ASTAFIEVA
Born 1957
Graduate of Moscow Institute of Architecture

1. My first teacher was myself. Therefore, the
influence is immense.

2. No, not at all.

3. The principle of proof by contradictién. All my life |
tried not to do what | didn't feel like coing. Thus,

the path of least resistance has led me to my
profession.

4. | graduated from the Institute of Architecture.

Artistic education has done me no harm, though

it can do harm if a person is unable to see and

think independently and grows into the structure,
losing their own identity and becoming part of the

system.

5. My professional surroundings are amorphous and

inconstant. There are uneven edges and an
unsound core, and mostly chance contacts with
chance people — poets, artists, philosophers,
passers-by, etc.

6. As for professional advice, | usually listen to it.

Most often | use it right on the spot. Sometimes |

ask for advice myself. As for unprofessional
advice, | usually ignore it.

Once a man who did occult science advised me
to give up doing my objects altogether, as they
reminded him of magic devices that can affect
the metaphysical spheres with unpredictable
results. He also advised me against abstract
painting, which he thought of as “theurgic
magic.” Of course, | continue to design my

objects, but the occultist’s advice was not lost on

me. It helped me understand the connection
between art and magic, to see clearly the
direction of contemporary art and my own way. |
realized that the artist who, with God'’s help,
recognizes universal aesthetic laws can
penetrate such'depths and create such things

(for the well-being of the people, incidentally) that

even an occultist has neither time nor fantasy
enough to do.

Now | am developing safety measures for
interacting with my objects. | am stricter now in
my approach to the screening structures that
before | used to build intuitively inside my
installations.

So, there can be no advice that would be
completely unacceptable.

7. ltis difficult for me to give an exact name for
The style or trend or genre | work in. There are
various definitions: conceptual art,
magic, “enigmatic topology” (a term used by M.
Mayatzky, a philosopher), an installation, an
object, a concept-object . . ..
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_ completely unacceptable.”

"All my llfe l tned not to do

what I dldn‘t feel hke ydomg. :

dvice that would be

" ThI CO Cle‘IaI/IHbIMPUIIOHBMH 1o

Onwra ACTADLERA
P00, ¢ 1957 .

Oxonwuna Mockoeckuy
apxumexmypi o uucmumy}h
1.
Hepsoiv nv yunreney Gum
cama. '
Biuanue na moe TBOpYECT

OTBETCTBEHHO, OTPOMMHOe.:
2.

XKH3HD CTAPANIACH HE ICTATE 0
4TO AENATh HE Xouercs. Takuy
pasoM, Mo nyTH Haume}mmei
TPOTUBJICHUS MaTepHana, npu
K cBO€EH npodheccu.
S,
3axonuma Mockosckmit apx
TEKTYPHBIH HHCTHTYT. XYyHosx
BeHHOE 00PA30BAHKE MHE HE 1O
Auno. XOTs OHO MOXET HPHHECT
BPEJ, ECJIU YEJIOBEK HE B COCTO
COXPaHUTD camocmsnem;nocn» By
HACHUA U MBIIJICHUS 1 ' ‘Bpacraer
CTPYKTYDY, OJHOCTHIO TEPSS
M CTAHOBSCH UACTBIO "CHCTEMEI
6. .
Moe npoheccroHanbHOE OKp
KeHue amopdHo u HEMOCTOSHHO
HEPOBHBIMH KPasMHU U 3HI0KOIT ce
ALEBUHON. DTO CayyaitHile KOHTa

TaMu, XyNOXHUKamu, husocoda-
MH, NIPOXOXUMH ¥ T.J. ¥ T.I.
7. ‘
IpodeccronanbHbIE COBETH S
OOBIYHO BOCIIPMHUMAIO, YAILE BCETH
HO/Mb3YIOCH OTUMH COBETAMHU HPAMO
cpasy xe. MHorna cama npoiy ¢o
Bera. HenpodeccuonanpHbIE COBE-
TEL 51 OOBIYHO HE BocnprHuMar.On-
HaXKALL YEJ0BEK, 3aHUMAIOIHIICST
OKKYJIBTH3MOM, TIOCOBETOBA MHC.
NPEXPaTHTh NEJATH MOH OOBEKTHI,,
T.K. OHY HaNIOMHIJIM EMY Marfye-
ckue prOopEL, BO3XEHCTBYOLIHE C
HENPEACKA3YEMBIM PE3YILTATOM
Ha Meradusuueckue chepsl. Tak-.
K€ OH HE COBETOBAJ 3aHMMATECS
a6CTPaKTHOM XXUBOMHUCHIO, T.K. C
€r0 TOUKH 3pEHMS 510 "Teypruve- -
ckag Marus”. be3ycioBHO, 4 1poO-
TOJIXKAX0 3AHMMATHCSL KOHCTPYHPO-
BaHueM ceonx pador. Ho coseTst
OKKYJIHTHCTA HE NPOIIaii JapoM.
Braropapst uMsa Hayasa MOHUMATE -
CBS3b MCKYCCTBA M MaruM, OTYETIH:
BCE YBHIE/IA HANPABJIEHHE COBPE-
MEHHOIO HCKYCCTBA M CBOH MyTh. b
TIOHSIIA, UTO XyLOXKHHK, ¢ Boxbeil
NOMOLIBIO MO3HABAS 3CTETHUECKHE
3aKOHLI TOCTPOEHMS MUPa, MOXET



[pOHHKHYTD B TaKKC chepnr 1 co-
snath (MPUUCM, Ha 6maro nopam)
g0, HA YTO Y OKKY/IbTHCTA HE XBA-
 qut vt PAHTASMM, WA KH3HH.
(Ceituac s pa3pabaTbiBaio TEXHUKY
(¢30MACHOCTH B3AUMOICHCTBHS €
wommu 00beKTamu. 5 crana crpo-
k¢ IOAXOMHTH K OPTAHH3ALHI 3a-
UTHBIX CTPYKTYD, KOTOPBIC 1
paHblIE CTPOKIIA HHTYHTHBHO,
pHYTPH MOMX KOHCTPyKLMH. Taxk
‘410 BOOOILE HEMPHEMJIEMBIX COBC-
“rop AN MCHST He OBIBACT.
o 8. )
MHE CaMO¥ TI0KA CJIOXKHO AATh
TOUHBIE HAHMEHOBAHHS CTHJIS, Ha-
[ipaB/ICHNS, XKAHPA, B KOTPOPDIX 5t
‘nagotato. CYLIECTBYIOT pasinuibie
MpPEREJICHHS: KOHUENTYANLHOE HC-
. KyCCTBO, Marust, "IHUTMATHUECKA]
rononorusa’ (3TOT TEPMUH NIPHHAL-
et dinocody Mux. Masuko-
i y), UHCTAJLTSILLMIS, 00DEKT, KOH-
enT-00BEKT. ..

Onpra YEPHDBIIITEBA

00. 6 1962 2. 8 Mockae

koutuwa BIriK

1

- Mo#t mana. OB Hayuu1 MCHSL pH-
COBATh BU/ Ha 3aiilla CrIePenH M c3a-
u. Korna st osanesna scemu npe-
{YIPOCTSIMK STOTO PUCOBAHMS, TO
OHSLTA: SI - XYHOXHHUK.

2.

Cembu y MeHs nBe. B onHoit st
04p, B mpyroii - xxexa u MaTh. B
€PBOIT MHE He MEILUaJH PHCOBATh,
OMOTVIH JIOCTYIIUTDL B XYHOXECT-
BCHHBIH WHCTHTYT, HE NABAIH HH-
AKMX IPOHECCHOHANLHBIX COBE-
0B, T.K. "BHZ Ha 3aiiua" Guu1 BEp-
oM nipodheccronaniama. Bo Bro-
paBorats Mewranu oba (i npo-
KAXOT) , HHCTHTYT O 00DbsiB-
CH DYTHHOI (TIpaBAA, NMPaBeIIH-
0), ¥ MECTO HETIOCPENCTBCHHOTO
OBAHHS 3aHSLIM CIIOpbI 08 HCKYC-
€, TBOPUECTBE U T.1.

XYHOXHUK - NOHSTHE, KOTOPOE
LMEHS GIILIKE K CIOBY COCTOSI-
1€, yem npodpeccust. B atonm cay-

' BAXKHO KAXA0€ 0GCTOATENBCTBO

PaGora. Hpyrue sarpyausores.

 “Artistis a word tyhfat‘,;: J

 for me, denotes a state of

_ occupation.”

Olga CHERNYSHEVA
Born 1962 Moscow
Graduate of All-Union Institute of Cinematography

1.

My father. He taught me to draw “Rabbit (Front
View)” and “Rabbit (Rear View).” After | mastered
the technicalities of the rabbit, | realized |

was an artist.

| have two families. The first is the one in which [
am the daughter; in the second | am the wife and
the mother. In my parents’ family nobody ever
interfered with my drawing. They helped me enter
college, and they never gave me professional
advice, as “Rabbit” was the acme of
professionalism. In my own family | was and am
constantly hampered in my work. The college was
declared to be a waste (which it is), and instead
of drawing there are endless arguments about
art, creativity, and so on.

"Artist” is a word that, for me, denotes a state of
mind rather than an occupation. If so, then every
(any, to be precise) circumstance is of
importance.

None. | am acquainted with only a few artists.

6. Any |l am given I try to forget.

1 define it as work. Others find it difficult to
define. (“Cookery” is a disguise, a pretext. If |
could explain why I do it, then . . . . It started with
the work Patties on a Griddle. Basically | would
like to stop making cookery works, but | can’t.) In
the whole process there is only one exciting
moment: itiswhen. ...

liona GANSOVSKAYA
Born 1955 Moscow
Graduate of Surikov Art College

For as long as | can remember | have been fond
of drawing. | remember long walks with my father

_in the dunes of the Baltic seaside, the
unforgettable first time | ever saw the sea. Father
said, “Now imagine how the primitive men
threading their way through the wilderness
listened to the roar of the sea without yet
understanding what it was. And then all of a
sudden they found themselves facing the
boundless water.” As a little girl I started seeing
the world through the eyes of prehistoric people,
awe-stricken and solemn. Gradually | learned not
to concentrate on myself and to accept any
phenomenon of nature and life as being equal in
significance to my own existence.

My father, Sever Gansovsky, was not a
professional artist, but he used to paint from life
when he was a young man. He was fond of
dotted drawing and tried to invent a dotting
machine. His family descends from Polish nobility
and Latvian middle-class townsfolk. In his family
it was obligatory to be able to play Chopin and
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draw. Of course, after the revolution the whole
family was repressed. His mother (my
grandmother) died in a concentration camp in the
1930s.

Father told me how he used to stand in endless
lines in Leningrad in front of a tiny square window
to find out where prisoners had been taken and
what they were accused of. Alone and homeless,
having endured the siege of Leningrad and the
hardships of the front line, convalescing from
typhus, and, like many others of his generation,
surrounded by ruins, he began to rebuild the
spiritual traditions of his family. He became an
author and created a library that included many
books on art, and it was he who instilled me with
a sense of duty, the duty to continue. Writers:
Thomas Wolfe, Chekhov, Platonov. Artists: van
Gogh, German Romantics. And, of course,
Chopin. It was these abstract reasons rather than
any concrete teacher that determined my choice
of painting. Certainly my father was my teacher in
everything.

As soon as | became aware of myself as an
artist, | realized that to be a woman in our art
scene (at college or in exhibitions) and to
become successful is hopeless. In any situation
people are ready to view you as a woman but
never as an artist or a person. Maybe [ was not
lucky enough: so many acquaintances but no
environment at all. A feeling of professional
loneliness has followed me all these years.

The eighties, after | graduated from college, were
hard for me. | wanted to exhibit, to work with all
the passion that a young person has. But there
were no career possibilities for me, so | had a lot
of humiliating visits to publishers and cheap,
rather hard work at the theater. At exhibitions my
paintings were rejected. For ten years | had to
listen to criticism such as “This is not painting;
this is just pretentious women’s stuff,” which is
what M. lvanov, a head of the exhibition
committee, said to me. “We don’t want you to
depict Lenin on an armored car, but you have to
keep pace with time and explore up-to-date
subjects,” said L. Pravdin, member of the
committee. “False spirituality” — a definition of
my work by Loshakov, an art critic — nearly
knocked me out. | was too young, and the whole
thing depressed me so much that | lay on the
sofa for hours, unable to move a finger and
suffering. Now everything has changed. Those
ambitious and frightening personages, those
killers of youthful aspirations, those members of
Juries and committees are gone, and it seems
odd that our lives could ever have depended so
strongly upon their opinions.

Now [ am free in my inner being, and | can define
for myself the meaning of my work. To me the
human essence of the work is much more

98 Heresies/idiomA

Bo Bcem npouecce paGoTst eCThb
TOJIHKO OIHH 3aXBATLIBAIOLIHH MO-
MEHT - 9TO KOr...

“Fo me the human
essence of the work is
much more important

thamn form or style.”

Wnowa TAHCOBCKAS]

Po00d. 6 1955 2., e Mockae
Oxonuuna Xyooxecmaenioll unc-
mumym um. Cypukosa

9 nauana "BUOETL" M PHCOBATH -
xak ce6s nomumo. Janexue nporysi-
KM C OTUOM 10 moHaM Baatuiickoro
Mops. Hesa6uipaemsrit Ilepsnii
pa3s, xorna ysunenaa mope. OTeir
ckaszaj: "Teneps npencrasb cebe,
xax [Tepsobuitabie Joau, npobupa-
SICh CKBO3b NUKHE JIECA ¥ ITPOCTPaH-
CTBa, CABILIAT FPOXOT npubos U He
MOHUMAIOT enle, uto aTo. ¥ Bapyr
BLIXONAT K DeckoHeuHoit Boze..."
Torna KesouKoi s CTaaa BUACTD
[J1a3aMHU IIEPBOYO YEOBEKA -
CTPALLHO M TOPXECTBEHHO. DTO OC-
Tanoch Hascerna. [Tosieunacn no-
cTernenHo crnocoGHocTs n0boe siBje-
uue [Mpupons 1 ZKU3HU NPHHM-
MATh KAK OAMHAKOBO 3HAUHTEND-
HOE - HAPABHE C COOCTBEHHDIM Cy-
mecreosanueM. He cocpemorauu-
BaTLCS Ha cebe.

Oreu ancorckuit Cesep Oennk-
COBMY HE BbIJI XYNOXKHUKOM B 11P0-
heccuonapHoM cMeice. Ho on B
MOJIOROCTH NUCAN C HATY DB, Ae1all
pucynku "toukamu”. Mzobperan
MALMHKY B8t "TOYKOBAHUS . 3a '
TPAHMLIEH M Y HAC CrO KHUTH BHIXO-
AWK ¢ COOCTBEHHBIMU WINIOCTPA-
-uusimu. Ero cemnbs nposcxonuna ms
TIONILCKUX APUCTOKPATOB M JIATbILL~

CKMX MCLay (roponckuy
Cuntanocs o6z

aTuumm" \
onewa, pucos :

aTh g
roc. CaMO coboi » Togsre

LM BCE PORCTBCHMIKY o OK
COCNaRbI 1 paceTpeayy.
Most Gabywika, noruGny B
THIX FORAX B aarepe, Ore
3LIRAJI, KAK B HLHHHIpdn
GCCKOHCHHM)\ oucpenax
::gi)v OKOWKY: V3HATH - I

bes noma, Ges 6;1;13;\;,
Gnokanmr, .HCHHHI‘pach;\Q
Ta, THDA, KaK MHOTE 10
TIOKOACHHUS - HA PA3BAN
TCM GONTBLUNM YIIOPCTEOM
POXKIATDL 1Y XORHYIO i}
CEMDU, CTAN IHCATEICM
OnbnoTexy, B ToMm uiic
CTRY, M BAOXKW B MeHst []
204XaTh... [Tucarenu: JIz
(nenawgew), TomacByn
[Tratoxos, XynoxHuKH
HEMELKHE POMAHTHKH, Ko
oneH... :

Oty aberpakTHBIE NPy
BJTHSLIH HA BLIGOD MOUX !
JKHMBOIUCHIO, & HE KAKOH
peTHslit yunrens. Koncun
JieM BO BCeM Obl - OTell.

C MomenTa, xorma ced
eIk, § TOHSIA, YTO OBIT!
HOM B HAUIEH XyHOXeCTBE!
ne (B MHCTHTYTE, Ha BHICT,
CTapaThCs "BHIMIpATs” - O
HO. B nr06nIX CHTYanUsIX T
BBl BOCIIPUHHMATD KK XE
HO HE KaK XYROXHHKA U
3KEM, WHTEPECHOTO YEJIORE
TpUMep, Y MCHS 10 TOC
BPEMCHH HE OBLI0 APY3¢H
u st ot a7oro crpagana. CopH
CKOBCKMM NIOSTOM TIOCTABI
riepuMenT: nonpoosath 1
NPYXUTh. Pacnasnocn: eMy
PEecHo, B Er0 MYXXCKOIl TON0BE
vcTpeGiMoe "3aBOeBnBAT
KET 6bITb MHE npOCTO HE

CHOHAJILHOTO ommouecq‘m ’
MUECCSTLIE TOMBL,OTAA OKOHM!
HHTCTHUTYT, THXEIHI TROPYC
XOTE/I0CH BHICTABIATHCH, PA0O]
€O BCCM IIBLN0M JGHOCTH. Pab
610, yHUSHT CNLHBIC npnonI
yauubl" B H3JATEALCTBA, HeLesd
1L ROBOJIHHO TIXKCEIAL paoora B
pax. Ha puictaBki /vuponnu; HE
[PHHIMAJH. B TeUeHAC ACCH
BLICAYIUKBAJIA TAKHE OeHKH
HE XHBOMHCh, 970 MABCPHDIE 2
CKHE KapPTHHKH - - M.}sanos
HOKHHK, NPEACeaTesb BBLICT.

ma. "Myt He TOBOPHM BaM, 1lT0




1O TIHCATD Jlewuna ua Sponesurke,
4o HARO KAK-TO COGAPABCBHIBATLCY
0 chmcnlum sazasary, cebe coppe-
MCHHI)IC lLMhL.. - UICH BollTaB~
xont ML ITpasmini. A aro nckycerno-
non ﬂoma:\m), “JexHan ayxos-
HOCT” - 3TO ONPCHESICHIIC ToLAa 1o
MOJIOROCTH MPOH3IBENO HA MEHH
yOUIICTBEHHOC BIICYATACHHE. 5
0ATO B RCTPECCHI ICHANA HA AN~
gaHe RE B Ciaax paderaTn - nepe-
CxHBasiA...
S Tenepb BCE MHAUL: ITH AMOH K-
‘gaupie 3yoBeunic durypn - youit-
[{pl CTPEMACHHTT OROCTH - WICHI
Cromuecnil 1 BHICTABKOMOB OCTa-
fich AAICKO FO3AL, 1 CTPANHO,
4TO HALIA KMSHL TAK 32BMCCAR OT
}1)\ MHCE 'HVI
Tenepb BHYTPSHHE CRODOAHIIM
;{CHOBCKO?-i MOXHO 00 PEUCANTE
CMBICIT 1T KAUD cBOCH padoToi:
L MCESI FOPA3A0 ruuxkuee (hop-
Mbl 11 CTHAs paBoTLL - ¢2 uenoBeye-
ckoe coepXanue, Gusiaer, uTe nee
970 COBNANAET - Al for. MeHst e
0c0DEHHO HHTCPECYIOTIHUHBIE T10-

‘HCKH (t)O})Mh.’ XYROXKHHKOM I €10
~ “gappl” CBOCTO RHYTPCHHETO "4
“gputemio. Sl TAK XKMBY, s TAK Bl-
KY", MIH MOIHBIT KOHUENTYATH3M.
Bo BCEM 9TOM MHC BHAUTCS HeXas
€003 TCABHOCT . [eHHANLHBI
KOHLENTYaTHCT (HO H YEJIOBEK) He-
wMeukuil xynoxHuk [Nontep Ox-
¢p. Y Hero, HarpuMep, HHAMBUIY-
anproe ocMmuicaenue Obmero Mu-
Pa, @ He cebs JITUHO.

9 v cama Onpenessiio CBOM 3aHsI-
THE, MOXKET OLITh, He KaK JKuBo-
1cs, a xak Heno. Ecnu ato Bonny-
erxax Xoncr w Kpacky - st pana.
Ecnn 6ot 5 wameii crpaue 6LLI0 BO3-
MOKHO I0-HACTOSIIEMY 3AHHMATh-
C 3aukToit [lpuponst, s, MOXeET
BITH, 136pasia 6ul ApyryIo GopMy
CATEILHOCTH. A ceftyac 3T0 efHH-
BEHHBIIT 115t MeHst cnocol "Jro-
1Th" ¥ "npennarath JrobuTh" omi-
axoso: cebg, Kamenn, Jepeso,
uny, 3mero, I1oxab.

Ha Banaze rakoc "uzobperanue
JIOCHITEAa™, KAK BEreTAPHAHCTBO
3 CO06parke Mt ryMAaHHOCTH, Mpi1-
Thi JUIs GE3NOMHBIX XK HBOTHDIX,
ISTHYHBIC OKOMOTHYECKHE MPO-
MMBL - TPOH30LIIO HABHO, It M
1itm DEIYABLTATHI B MX JKHIHH H
THOINCH S X MEKAY NIONBMH.

«A Y Rac, B IHKOCTH M XKECTOKO-

» BHXKY OKA CMBICA fIMCATI Ta-
e KapTuabI, (Gamoe TpynHoe -
ACPXATLCS HA TPAHH: KOTOd 3TO
KE He TonpKo JKHBONKCE, HO ele
BXOeM ciiyyae He IHTepaTypa
CT0 xenckue npoctere npobe-

Haranua KAMEHEILLIKAS

Pod. 6 1959 ., ¢ Mockase

Oxonuuna Mockosckutl mexcmitio-
HbUL UHCHLUMYL.

Mos cecrpa. OHa pucosana ACRO-
YEK ¥ MaJLUMKOB (TIPUMED ISl O~
pakaHHs) K PACcCKA3bIBANA MHE
cTpaluHbie ckaski. OHK BHI3LIBAAH
Y MEHSL IPOTECT - XOTEJA0CH, YTOOH
CKa3Kn pacckasniBanucs apyrue, C
TEX ITOP MOM KAPTHHKH PACCKA3DI-
BAIOT MHE TAKUE XC HCTOPUM M TaK
K€ BBI3LIBAKOT niporect. UTo xaca-
CTCSt DHCOBAHHDIX HCBOUEK M MAJb-
UHKOB, TO BCE HA MECTE.

Mou xynoxecrsa 6buta cTOMB
HACTORYHBLI, UTO B KOHIIE KOHLIOB
HpOGYAM/IN TILECAABUE CCMbH, U
MEHS OTAA/IM TOTOBUTHCA B X YHOXE~
CTBCHHOLIA BY3. W nance ormens
UTO-TO OXUIATH HOCTOSNHHO.

C npotheccuonanvhoi Cpenoit or-
HoureHud npyxeckue. Cefuac
MHOITIA MOYXHO MOJLY YT [OJE3-
Hy1o nudopMauuio. Pansiue eme
IHTEPECHO GbIIO TOrOBOPHTD, &
TAKXKE BBINHTD.

B pasnsle TBopueckue meprons
COBCTHI monyuana. Iocnegumii 3a-
IIOMHUBIUUHCS COBET - YTO L CHA 3a-
BUCHUT OT pa3mepa. [Tocnennue nsa
rona, ¢ TEX MOP, KaK BCE YEXasiu B
AMepUKY, THIIMYHDBIX COBCTOB HE
NOJ1y Yalo.

Cgroli >kaHp ONpeRenso Xxak
BTIOJIHE peannHelit. [Ipyrue mano
TOrO, UTO CTAPAIOTCS ONIPEIEUTD,
HO JI>K€ MHOTAA FOBOPSIT BCIYX. Bo-
0B1LE 5t NPEAnOYMTAIO NATh BhICKA-
3aTbCS CROUM KapTHHaM. Moe neno
YragaTh UX M ONPEHESHTh NPABUIb-
HOE MECTO B MUDPOTIOPSLKE.

’E‘he last pnece of
adwce I remember was
that the pnce of the

pncmre depends .

on its snze., o

important than form or style. It sometimes
happens that the three happily coincide in one
picture. | am not very interested in artistic
exploration of individual forms, nor do I care
much for cheap conceptualism or for the way an
artist makes a gift to the viewer of his/her ego —
all this “this is the way I see it” stuff. | see these
approaches as somewhat unreliable. The brilliant
conceptualist and personality Gunter Uecker
does not demonstrate himself but rather his
unique understanding of the universe.

I would say that what | do is not painting but
work. If it moves someone as oil on canvas, | am
happy. But if it were possible to achieve real,
rather than make-believe, environmental control
in our country, | would have chosen some other
means. As it is, painting is the only way for me to
show my love and to make others.love whatever
it might be: myself, the stone, the tree, the bird,
the snake, or the rain.

In the West vegetarianism for humanitarian
reasons, asylums for homeless animals, and
various other ecological projects were “invented”
long ago, and we can see the results both in the
world and in relations among people. But in our
brutal reality | still think it worthwhile to make
paintings like mine. The most difficult thing is to
stay within the territory where a canvas is no
longer a mere painting but is not yet literature.

Natalya KAMENETZKAYA
Bomn 1959 Moscow
Graduate of Moscow Textile Institute

1.

My sister. She liked to draw pictures of boys and
girls (thus setting me an example) and to tell
horror stories. They created a feeling of protest in
me; | wanted a different sort of story to be told.
Since then my own pictures have been telling me
the same kind of tale and evoking the same
protest in my soul. As for the boys and girls, they
are also present.

My artistic activities were so persistent that they
awoke ambitions in my family. | was sent to a
teacher to prepare for entering an art college.
Since then my parents have constantly been
expecting something of me.

1 have friendly relations with the professional
environment. Even now one can obtain useful
information. Before it was sometimes interesting
to talk and have a drink together.

| have received advice during my different creative
periods. The last piece of advice | remember was
that the price of the picture depends on its size.
During the last two years, when everybody left for
America, | haven't been receiving any
professional advice at all.

| define the genre | work in as quite real. Other
people not only try to define it but sometimes
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even say it out loud. In general | prefer to give the
floor to my pictures, to let them speak for
themselves. My task is to guess their message
and determine the proper place for them in the
public realm.

Yekaterina KORNILOVA
Born 1957 Moscow
Graduate of Surikov Art Coliege

My first teacher was Boris Birger, who used to
speak about the precious quality of the painted
surface and considered it to be the necessary
condition of any picture. Now | like this quality
only in Old Masters. When | was seventeen | was
a student of Tatyana Selvinskaya’s, and | love her
now. At college my teacher was Salakhov, who
was never in the way.

During my childhood when | was in bed with a
cold, my mother often gave me art books to keep
me busy while she was doing something around
the house. This was how it started. When | was
twelve my father took me to Birger’s studio. Now
I have a family of my own that constantly
prevents me from working.

Lately | have been very much in need of a
professional environment, but | cannot find a
circle of my own. | feel isolated and cannot see
the reason why, and | don't like it either. Maybe it
is this way because | became an artist; my father
is a poet and many authors used to come to our
house. My husband, an artist as well, often tells
me | should have become an author. Whatever
advice | am given | listen to with eagerness; | am
always impressed, but somehow | always return
to where | stood before.

| am absolutely unable to classify the genre |
work in. It might be “the ruins of realism.” It is
interesting to test it for durability. | would say |
belong to the Moscow arriére-garde, which is
extremely nonconceptualist art. | often use
children’s drawings in my works. Plagiarism is a
sort of creative method. | use my daughter’s
pictures as if they were a balloon to fly.

Lyudmila MARKELOVA
Born 1959 Moscow
Graduate of Moscow Institute of Polygraphy

There were no artists in my parents’ family, but |
am married to an artist whose father is a sculptor
and whose grandfather, Nikolai Kupreyanov, was
well known for his graphics. My first art teacher
was the painter Volodya Braynin, whom | met by
mere chance. It was he who showed me how to
mix colors and what a palette was for. He
strengthened my will and taught me how to see
and understand painting. | was lucky, because
after going through his training | had no problems
at college. Actually there was no real professional
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Exarepuna KOPHUIJIOBA
Poounace ¢ 1957 2., ¢ Mockee
okonnuna Hucmumym yy. Cy
sa.

PUKO-"

Mott nepsmiit yuurenp - Bopuc Bup-:
rep. O o6 roBopuTs o nparo-
UCHHOCTH XKABOIIMCHOM HOBepX0-
CTH M CUNTAJI €¢ HEMPEMEHH M yc-
JIOBUEM BCAKOH KAPTHHKH, a Mue
CeHYaC 5TO HPABUTCH TOBKO y cra.
prIx MacTepos. B 17 ner st yuuyacy,
y Tatesanst Cennrunckoii i ouenp
ee 06mo. B uacTHTYTE yuMnacny . o
Canaxosa, xOTopsIil MHC He Meman,
B mercree, xorna g 6onena u HE
XOMIMJIA B NETCKHIT CaJl, MAMA Mije
cOpackiBazia Ha II0CTe b BCe anpho.
MBI 110 >KMBONYCH, & CaMa Uija 3a.
HUMATLCS fenamy. Tak Bee w Hayg.
JI0ch. A nama, Koraa MHe 6p10 12
JIET, OTAAJI MEHSL YuUnThCst K Bupre-
py. Teneps y Mens ects ceos :
CeMbsl, KOTOPAsI NEPMAHCHTHO Mo.
waeT. CBOMM CYHIECTBOBAHUEM,
UcnpTeisalo rocnennee spems
Bosrbiyio norpeGHOCTS B podeccir-
OHaJILHOM CPENie, HO HE HAXOXY
ceoero xpyra. Yyscrayso cebsip
N30JIS1HUH, a IOYEMY - HE 3HAWO. Y|
MHE 3T0 HE HPAaBUTCA. BO3MOXHO,
3TO NMPOH3OIIIO IOTOMY , UTO MO
OTELl - IO3T, M B HALICM HOME BCEI-

MY MO MY - XyHXOXXHVK MHE CORG-
tyer: "Hano 6vi10 crats sureparo-
pom". o
Boobuie, xakue 611 COBETHI sl HM
IOy YasIa, T BCErA BEIC/TY ITHBAKY,
UX C XagHoCThio. OHYM MEHS OUEHb
BIIEYATSIOT, HO § BCETAA, KAK
Banbka-BeraHpka, BO3Bpamaloch B
HCXOAHOE TOJIOXKEHHUE.
MHE COBEPIIEHHO HETOHSITHO,
KAaK OMPENEANTD XKAHD, B KOTOPOM
st paGotaro. Hapepro, "0610MKH PC
ann3Ma”, HC MHTEPECHO NPOBEPSTh
YX Ha KM3HECTIOCOOHOCTD. 5T 651
CKA43aJia, YTO IPHHAIUICKY TeYe-
HUIO MOCKOBCKOIO apheprapaa.
[lpenessbHo HEKOHLENTYAAbHOE
KyCCTBO. .
B nocaieqnee Bpems st 4acTo UC
I0J163Y10 B paboTe AETCKHE KAPTHH
Ki, IUIATHAT - UTO-TO BPONE XYAQ
KECTBEHHOT0 METORA. £ noJIb3yIoct
PUCYHKAMH AOUCPH KaK BO3RYII-
HBIM 1IAPOM - JUIS OTPHIBA.



- Topmuna MAPKEJIOBA

Ppod. 8 1959 2., 6 Mockae
Oxonuura Mockosekui noauepa-
Guueckuld uncmumym, gaxyno-
mem paguxi.

R ceMbe PORMTEIEH YIOKHHKOB
der, @ 51 3aMYKEM 33 rpadKoM,
oTELL eT0 CKYJIBIITOP, a IR My Xa
b1 H3BECTHEL PHCOBAILILHK

- Hux. Huk. Kynpeanos. [lepsuiit
‘k;"queﬂb - Bonong Bpaitnun, xuso-
- mucen. Cnasa Bory, uTo copeplieH-
o cyuaitso nonana K Hemy. OH u
- I0KAa3aJ1, KaK CMCIIMBATEL KPACKH H
| 14 YETO HY>XHA nanuTpa. 3akanm-
" 3aj XapakTep, Hay4YHJ CMOTPEThb U
. HOHMMATb XHMBOTIHCL. MHe nopes-
10: TIOCJIE 3aHATHIT C HUM npodec-

© cHOHANBHOE 06PA30BAHME KAJIOCH
JIErK0, XOTSI HUKAKoro o0yuesus s
MHCTHTYTE 110 CYTH He OBLLA0, un-
qHCh APYF Y Apyra. Eauncreennoe,
0 61)”10 HHTCPECHBIM B HHCTHTYTE
- nexuuy A.A. Joporosa no scro-
DII HCKYCCTB.

Beernma crpemiuiach cTath xy-
NOXHHKOM-TIPOGECCHOHAIIOM, T103-
| TOMY HHKOTIa HE AYMAaJsa 0 CTaTyce
XyROXHUKaA-mobuTens. Xynoxecr-
CHHAS CPEAA HAUMHACTCS C OMa,

€ CEMDM, TaXE B OKHO BHAEH My3eil
W3gniaeix HCKyceTB. YacTo npysns
XYNOXHYKH, TISIAS B OKHO, FOBO-
PSIT, UTO TOTOBBL POXKHTD 371CChH

TYNHYHDLIC COBETH MYXA - TTH-
1 KOMIIO3ULIHH, 3apalaTiRall Ba-
JIOTY ¥ HE KJIaM JIOKTH Ha CTOJ.
¥Y3ex - TeMa MouX nocnenHHx
60T - 3TO CAOMKHLIH CHMBOJ. Y3€1
)KHO 3aBSI3ATD, 3aTSAHYTh, PACIY-
TaTh MM pa3pyouts. BuiaoT y3/mnl
13 BEDEBOK, M3 TPSINOK, Y3/ B OT-
0MEHUSIX, Y30l TyTHE, cabbie,
KDYIVIBIE, C 33 XJICCTOM, C neTaest.
€J1 Ha mee caMoyOHitubl. Y3aen

fa mmHypke. Kokernusnit 6anT.
Y3er oruasinus u pacryueHubit
3¢n Ha rancryke. Cruetennsle
JILLBI, Y3€J1 BOJIOC HA 3ATHIIKE,
PETUTETEHHE CIOKETA H XKET03HO-
DOXHBIIT y3es, xpect Cracute-
I, Y3IIEL BEUHOCTH B CTAPHHHOM
Hamente. PoxaeHue u nepsni

‘ €I - nynosmHa, Tena, CIUICTeH-
HHE B 0GbaTyy. Dra Geckoneunas
UCND y37108 - BC1O X M3HDL, 10 CAMOT
TH, OCO3HAHHOE W NOACO3HA-
IbHOE 3ABSI3LIBAHHE U PA3BA3LI-
aHHE Y3108,

HTO Kacaercs MOMX CIOXETOB, TO
1DKA 3aKAHUMRBACTCS TEM, UTO

BE CKPYUMBAIKOT, M OTXKUMAIOT,
TH Y3151 NOSBUANCEH NOCHE
Pavex” 1 "Tonockanbs”. Tlo~Mo-

Y,'BCE TPOH30LII0 OUEHD 3AKOHO-
PHoO.

“All of kife until
death is an endless chain

of knots, with their

conscious and unconscious

tying and untying.”

training when | became a student; rather, we
learned things from one another. The only
interesting thing was a course in art history given
by A. A. Dorogov.

| always wanted to be a professional artist and
never even gave a thought to what being an
amateur is. When my friends who are artists look
out of my windows, they often say they could live
here their whole lives. My husband’s typical
advice is that | should paint compositions, earn
hard currency, and never put my elbows on the
table.

In my latest works | have been trying to
investigate the knot. It is a complex symbol. A
knot can be tied up, tightened, disentangled,
untied, or cut. There can be knots made of ropes
or rags or relations. There are taut, loose, round,
square, and noosed knots. A knot on the
suicide’s neck. A knot on the shoelace. A
coquettish bow. A knot of despair, and a necktie
knot undone. Clasped hands, a bun on the nape
of the neck, an intricate plot in the story as well
as a railway junction, our Savior's cross, nodes of
eternity in an ancient ornament. The birth and the
first knot on the umbilical cord, bodies entwined
in an embrace. All of life until death is an endless
chain of knots, with their conscious and
unconscious tying and untying.

Tatyana PETROVA
Born 1957 Moscow
Graduate of Surikov Art College

My first art teacher was my great-grandmother,
who brought me up until | was five years old.

She told me stories about her prehistoric,
prerevolutionary life; she taught me half-Christian,
hé/f-pagan prayers; she taught me her own
harmonious relations with nature, which she took
as being part of her own self. She created the
very possibility of my becoming an artist — that
is, the ability to see the world in my own way.

My parents are not artists, but they were

very helpful and attentive to me. | don’t
remember myself as anything but an artist;

I never doubted my choice, because it isn’t my
occupation but my very essence, however high-
flown that might sound. When | was seven |
attended an art class taught by a very good
and pure person, the professional artist

Ye. A. Serykova. She always had faith in me,
and this also played an important role, even
though I never actually chose what | would do in
life. It simply all happened so that | am what |
was intended to be.

I continued my training first in art school and then
at college. Maybe it was too much, for schooling
must add to personal qualities, not vice versa.
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Among the artists who surround me there are
both men and women, though | have met gifted
women more often than gifted men — I don't
know why.

| cannot always understand and accept other
people’s advice, because | don’t know for sure
myself what it is I'm doing. | can only feel it.

1 do not confine myself to the framework of a
direction or style, and | would not like anybody to
do so. First of all, | don’t think it is important, and
in addition, we are all on our own, though
sometimes [ feel like finding a harbor of some
kind.

Tatyana SPASOLOMSKAYA
Born 1950 Moscow
Graduate of Surikov Art College

| cannot say that | had a First Teacher, a One and
Only. At art school | worked under Tatyana
Selvinskaya. All of us at that time were working

a la Selvinskaya. She was a master. Later on one
overcomes the master's influence and works on
one's own. When | was at college | studied under
Mikhail Mikhailovich Kurilko. He was an art
collector and a person of genuine culture. |
remember the cultural atmosphere that he
created around himself.

in principle, inspiration does not come from a
person but from a philosophy, especially that
which derives from literature. | love Dostoyevsky;
I admire the transparent abyss that opens up
beyond the world of his characters.

My father was not an artist, and though there
were sculptors in the family, | aid not live in an
artistic milieu when | was a little girl. But my
father was very attentive to my childhood
attempts at art; he even had a folder to put my
drawings in. It was through him that | first sensed
the spirit of art. Now that | have a circle of my
own, my friends are mostly artists, but when |
work | do not take their opinion into account.
Other people are always a nuisance.

All my works are different. My critics would like to
see more stylistic homogeneity in my painiings,
but | am afraid that that might turn out to be
merely an artistic device. | also feel strongly
influenced by stage design. When | worked at the
theater | always had to deal with drama written
according to differing individual laws, with
different directors. You cannot keep using the
same device when you vvork with different
themes.

People sometimes say that there is light in some
of my works, while others are all darkness. To me
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Tatpaua [TIETPOBA

Pod. ¢ 1955 ¢., 8 Mockae
Okonuuna Xydoxecmaenoiil
urncmumym um. Cypuxkosa

Moil nepBbiit yUHTEADL B UCKYCCTBE
mos npababylika, KOTOpas BOCIIU-
THIBAJIA MCHSL 0 TISITH JIET - PACCKA~
3aMI O CBOCH TOMCTOPUUECKOMN, 10~
PEBOJTIOLHOHHOIT XXU3HH, MOAHTBA~
MH Hd HOUD TIOJY X PHCTHAHCKHUMH U
MONTY SI3BIUECK HM U, OPraHIUHOCTDIO
CBOCH, OTHOLICHMSIMI C NIPHPOAOIT
KaK ¢ uacrbio cebst camoit. Ouna no-
BJIMSIIA HA CAMY BO3MOKHOCTD
CTaTh XYAOXXHHKOM, T.C. BOCTIPHUHU-
MaTh MHP NTOo-cBoeMy. Tax s qyMaio.

Mo pOoaUTEAH HE XYIOXKHUKH,
HO BCETA MOANEPIKHBAIN MCHS H
OTHECAMCH KO MHE BHHMATEALHO. 5
He nOMHIO ceOst B APYTOM KAUeCTse,
HHKOFJA HE COMHEBANACH B BLOOPC
npodeccun, NOTOMY UTO 3TO HE
CTONBKO TIPOQECCHst, CKOALKO MOE
CYILECTBOBAHM S, KAK OBl BHICOKO-
MApHO 9TO HU 3BYYAJIO.

C ceMy JICT XOOUAA B CTYAHIO K
XOPOLIEMY ¥ UMCTOMY UCJIOBCKY,
npod)eCCHOHATBPHOMY XYAOKHHKY
E.A.CcpsixoB0il, KOTOPas BCEraa
BEPUJIA B MCHSI, UTO TOXE CBITPANO
GoabLILYIO POJIbL B BLIGOPE MyTH, XO0-
Ts 5 ¥ HE BBIOMpasia HUKOTAA, BCE
w10 camo coboit, U st Ta, KeM ROJXK-
Ha OpiTs. XOTS BCIKMIL NYTH UMCCT
IPOTSIKEHHOCTD. ..

¥ .o | mever actually
chose what I wbund do fn
life. Kt sinﬁp_ﬁyall happened
so’ that | am what l was

intended to be.”

XynoxectaenHoe 00pa3oBannieC
npoxposkana B Mockosckoi xyno-
JKECTBEHHOM WKOJIC ¥ B MHCTHTYTE.
A nymaio, uTO BCE 3TO HAKO ObIIO
NPOITH, XOTSI, MOXET OBITh, HC B
TAKOM KOJMUECTBE, TOTOMY 4TO
LWKOMA HOJDKHA OBITH B HOTIOTHCHUC
K IMUHOCTH, A HE HA0DOPOT, HE CKO-
BBIBATD, a packpernomaTs. Ho uto
6ou10, TO GBLITO.

B moem okpyxenuy » MYKup-
HEL, M OKEHUIMHEL, XOTS TamanTy..
BLIX XEHUIMH st BCTPeyaa Sonwine,
YK He 3Hato nouemy. He scerpy no-
HUMAIO ¥ IPUHUMAIO YyXue cope.
THI, XOTs 6Bl U npo@eccuonanbxmc
TIOTOMY UTO HIKTO HE MOXET 3Har,
TO, YTO 5 ICIA0, AAXKE U & cama. §
9TO TOJILKO UyBCTBYI0. 5 cama ne.
YKJIAJBIBAIO Ce6St HK B Kakue pam-
KH, HANPABJICHNS, CTHJIM 1 HE XoTe

na 61:1 3TO AENATS, HOTOMY YTO He
CUHTAIO ITO BAXKHEIM ¥ IOTOMY
€lIe, YTO BCE MBI CAMM IO cebe. Xo-
TSI MHOTAA ¥ XOYETCS IPUBUTHCH K
I\a}\omy-mi6yab Gepesxky. B monx.
padoTax HET 3aKOHUEHHOrQ obpas
ACHCTBUS, 5TO REHCTBHE NPOTONK
CTCsI, OHO MMEET CBOICTBO Nepere
KATb U3 OHOTO XOJICTa B ApyToir, .
Wx nassanus - "B nytu”, "Uny-
wue”, "Yxonsumue" - oueHs ycion
HBL: 9TO TO, YTO HMEET NPOTIKEH-
HOCTDL, TPOJOJIKEHHE, KaK MOS -
Xu3Hb, Hanpumep. Onu 06 oguoM
toM xe. Ho oHu uMeroT Hauano, o
ITOMY 3TH 00pasel apXaHUHDL,

Tarpana CITACOJIOMCKAS
Pod. ¢ 1950 2. @ Mockae
Oxornvyuna Cypurosckull
XYOOKeCmBeH b LHCMUMYm

51 He MOTy CKa3ath, UTO KTO-TO Obil
moum Ieperim Yunrenem. Crynen
TKOI st yumace y Tatesanst Cenp-
BHHCKOI1 - MBI BCE TOTAa padoranu -
"rion Hee". 310 610 0b1mEeHHE ¢
MacTepom - TO camMoe, OT KOTOporg.
IIOTOM OTDPHIBAEUIBCS ¥ HACHID B ,
npotusosec, B uncturyre 6out M-
xawn Muxaiuosnu Kypuiako - xon
JIEKLIMOHED, YEI0BEK NOMIHHHON
KYJBLTYPEL. SI TOMHIO TO KY/ABTYpP-
HOE N0Jie, KOTOPOE OH CO3AABAJ
BOKpyr cebs. B npununne, yepna-
ellb HE B UEJIOBEKE, a B (huroco-
huu, ocobenno B hunocoduy ue- "
pes aurepatypy. Ouens Jiofao um-
Tath [LOCTOSBCKOTO, OG0 TY Mpo-.
3paynyo 0e3xHy, KOTOpas OTKPBI~
BACTCS HE B MHPE Er0 IEPCOHAXKEH,
a B MHPE 33 HUMH. :
Moii oten Be Ob1 XyQOKHHKOM,!
M XOT$ B CeMbe OLIJIM CKYILITOPDL,
B APTUCTHYECKOIT Cpene g B XCTCTBE
e xuna. [Tana oueHs BHUMATENb=.
HO OTHOCMJICST K MOEMY PHCOBAHMIO;
coGupast pHCYHKH B manouky. [lyx
HCKYCCTBA 5 QLY THIa YEPE3 HErO.
Ceifuac y MEHSI CJIOXKHUJICS CBOI
KpyT, uauie BCEro 370 MOX APY3bI-
xynoxsuku, Ho xorma s paboTaio,
s HH HAa KOTO HE OPHUEHTHPYIOCD,
"npyrue” HauMHAaoT MEWATh.



Bee Mot paboTel pasHble, H MO-
HM KPHTHKAM XOTEJIOCh OB OT MEHS
GoJIBHICH UESIOCTHOCTH, CTHINCTH-
YECKOrO EAMHCTRA, 3ACCh e11e B -
nue Tearpa. Korna g paGotana s Te-
aTpe, BCE BPEMS MPHXORAMIOCH
MMCTD JIEJI0 C pasHoil ApaMaTyp-
rieH, C PA3HLIMH PEXKHCCEPAMH.
Henp3s 0€aaTh BCE ONHUM H TCM
Ke ITPHEMOM.

“You cannot keep using

the same device whemn

you work with different

themes.”

Muorna ropopsT, YTO B HEKOTO-
pBIX MOMX paBoTax CBCT, 4 B HEKO-
. TOpBIX ThbMa. MHe camoii 10T
"cBET" TIPEACTABSICTCSI HECKOIBKO
COMHHTEAbHBIM. Henosek B mory-

* CTOPOHHEM MUPE, W3HYTPH, I'Ie ero
- HUKTO HE BHAUT. CaMbIM "9AMNO-
BLIM'', CAMBIM ""CYMEPCUHBIM " MOHUM
paGoTraM BCEraa NpefIuecTBOBAIA
OUCHB KOHKPETHASI, OUeHb OHITOBAS
curyauud. Bor MaTh-BeanMa M Cy-

. 'MaclIeniuui chH. 5 BHOesa, Kax
OH (DU3MUECKH CTPANasl, KOraa npu-
MEPSIJI CBA3AHHBIH CI0 CBUTEP, KakK
pesas nopapenHyio pybawky. Mnu
NOPTPET MOCEt HONPYTH - 5 MHOTO
pas Mm1caja €€ B pa3HblX HACTpOe-
HUSIX, TIOKA MBI HE TT0EXAaH K HCit B
TOCTH 32 TPAHUUY - H TAM NOCCOPU-
Juch. MHe npocTo HARoeJI0 MUCaTh
€€ JINLO - ¥ 4 IPUKPHLIA €70 pO30-
BBIM IIaPHKOM, TOUHO TAKHM, Ka-
Ku€ BUAE/IA BO BpEMs HAlUet ¢ Helt
nocnenHed nporyaxu. Bee aro
OYEHb TMUHBIEC CHTYALHH, HO B TOM
BHIE, B KAKOM 51 HX H300paxaro - a
STHMYEro B HYMX, HE MPHIYMBIBAIO -
OHM CT3HOBSTCS YACThIO OGLIErO
MHUpa u jierko ysHaroTcd. Tax, Moit
Ipusrens cpasy ysHaiu B "Ceurepe
Ang ceina” - Iamiiera.

Haranua TYPHOBA

Pod. ¢ 1957 2., ¢ Kabyae (Apeani-
cman ) Oxonuuna Cmpozanosckoe
yuunuuge

1.

Yunrens ve 6u110. A BCE OCTaNb-
HOC BJIMSJIO.

2.

CepnesHoit poJIy OTHOIEHME
Moel cembu B BIGOpE npodeccus
HC Mrpaso Hukakoi. Hukro B
CeMbe He XAaJ, UTo OyIy XYIOKHU-
koM. 3aT0 MOTOM OBIIa MOaNepXKa
OT MaMBI U MyXa BO BceM. [Ipu npy-
I'HX 06CTOATEABCTBAX, BO3ZMOXHO, ¥
MEHS HUYEFO HE II0JTY YHJI0Ch Obl.

4.
S mymMaio, uTo XYNOXKECTBEHHAS

Cpeaa NOCTATOUHO CHJIBHO BO3NEH-
CTBYET Ha xynoxHuka. Kak nipasu-
J10, 63 Hee Moy YaeTcst HEHTOo ap-
XAWYHOE, BHEBPEMEHHOE ¥ Oe3an-
pECHOoE.

3.
UTo KacaeTcsl TUIIUUHBIX npo-

(heCCUOHANBHBIX COBETOB, TO UX HE
opiBaeT. Te, Ha KOTOpBIE CTOMT 00~
palaTh BHUMAHUE, KOHKPETHDI B
KaXHOM CUTYyaLHK. A OCTAJIbHBIE
He 3anoMuHarw. Kaxasii coser
YK€ XOPOLI T€M, YTO 38 Teds KTO-
To nopymatt. OcTaercs TOALKO OLe-
HHTb - IPABU/ILHO MJIH HET.

7.

B oTHOmEHMH XKaHpa WK CTHIS
~ CTaparoCh HE ONPEHEAATHCS KaK
MOJKHO JOJIbLIE, YTOOBI OCTABUTH
cebe xoTst 6B WTI03U10 CBOGOADI
LEiaTh YTO B3QYMAETCS.

 “161y to abstain from
self-identification,

. toleave myself
the illusion of freedom to

. da,wh'a‘t like.”

L1t MEHS IOUTHYECKHI HOPT-
PET - NONBITKA COEOUHUTD KOHKPET-
HOE OLIYIHEHHUE OT HALIETO BPpEME-
HM C MHOMBUNYAJIBHBIM MIOAXONOM K
Kaxpomy axny. Moit meton - uc-
TI0/1530BaTh TPARULIMOHHEIE XUBO-
TMCHBIE CPENCTBA: TOH, UBET, (aK-
TYDY, Ma30X ¥ T.J. - KTO UTO 33X0~
YEeT YBUAETD. B

the light seems somewhat dubious. A person
exists beyond the everyday world, the inner
person that no one can see.

The most “oedipal,” the most “twilight” of my
paintings can be traced back to absolutely
concrete, everyday experiences. Here is a witch
and her insane son. | saw with my own eyes how
he suffered when he tried on a sweater she had
knit for him, how he cut into pieces a shirt she
had given him. Or the portrait of a friend of mine,
who often modeled for me. | painted her face in
different moods. Then she went abroad to live,
and when | went to see her in her new home, we
suddenly quarreled. | was bored at the prospect
of just painting her portrait, so | covered her face
with a pink balloon. These are all very personal
situations, but they become part of the world and
also recognizable when | make them into
pictures. Thus a friend of mine recognized a
reference to Hamlet as soon as he saw my
picture Sweater for the Son.

Natalya TURNOVA
Born 1957 Kabul, Afghanistan
Graduate of Stroganov Art School

1.

2.

1 did not have a teacher at all, but a lot of
influences.

My family’s attitude did not play any role in my
choice of profession. Nobody expected me to be
an artist, but later on, my mother gave me
support in whatever | did. Without her help I could
have been a failure.

| believe artistic environment influences the artist
rather strongly. As a rule, without the influence,
what one does comes out archaic, timeless, and
addressing nobody.

As for general professional advice, it does not
exist. Advice that is worth considering is concrete
in every case. | simply forget all the rest. Any
advice is useful, because someone has taken
the trouble to think for you. It remains only to see
if it is correct or not.

. As for genre or style, | try to abstain from self-

identification as long as possible, to leave myself
the illusion of freedom to do what | like.

Political portraiture for me is an attempt to join a
concrete impression of the contemporary world
with an individual approach to each face. My
method is to use traditional painting, meaning
the tone, color, texture, brushwork — whatever
the viewer would like to see. B
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* YALE -
Women in Poverty JOURNAL OF

Our Summer 1992 issue explores poverty as a women's issue. An array of social
structures function to ‘set women up for poverty’, and many women — as single
parents, as Native women, as elderly widows, as homeless, as disabled, as
immigrants - are forced to get by on too little. This issue provides a provocative
analysis of the issues surrounding ‘the feminization of poverty’. It documents the
lived experiences of some of the women who are struggling with poverty and
discusses strategies for fighting back, including community health care, caring for
the homeless and new ways of approaching single motherhood and child poverty.
The issue is an invaluable resource for those who are trying to overcome poverty L AW AND
themselves, and for those who are committed to assisting them in their struggle.

FEMINISM

CDN Orders: $8.00 (+ 15% GST/PST + $1.00 postage per issue)
US Orders: $8.00 Cdn (+ $2.00 postage per issue)

Enclose cheque or money order made payable to CWS/cf.

BRIDGE THE GAP BETWEEN THECRY AND PRACTICE, LAW AND POLICY.
WE INVITE SUBSCRIPTIONS AND A VARIETY OF SUBMISSIONS

Canadian Woman Studies/ (.)r?e-year subscription (two |s§ues):
les cahiers de la femme Individual/$16 < Students/$12 (i.d. req.)
212 Founders College Institution/$28 « Overseas add $10

York University, 4700 Keele Street
North York, ON M3] 1P3
{416) 736-5356
YALE JOURNAL OF LAW AND FEMINISM

401A Yale Station, New Haven, Connecticut 06520

r-—-

Count Me In!

Name:
Address:

Phone:

Your generous donation
is appreciated:

Here in Portland, we’re battling

1510 [1$100
a rising—tide of queer hatred, 1520 15250
[1s50 [1$500

while trying to save our city’s

new human rights ordinance—
the 15t in Maine history.

BEAT Homophobia and Ignorance
B 2 FIGHT New G.O.P. “Family Values.” | | MAIL TO:

H Equal Protection—Portland
SAVE Our Equadlity from Repeal B 1104

L

exp.__

For more information call:
207/761-8480




Announcing a special issue of

THE AMERICAN VOICE

LOST WOMEN’S WRITING
No. 29

Sallie Bingham on Julia Peterkin
TaniaDiaz Castro  Michelle Cliff ReeDragonette
Robin Hicks on Dora Marsden
Caroline Knox on Phillis Wheatley
JoycePeseroff MaxineScates EvaSkrande
Frederick Smock on Hypatia
Isabel Zuber

b

A

Available at fine bookstores or direct
$5 single copy $12 subscription
The American Voice

332 W. Broadway, #1215
Louisville, KY 40202 USA

BATTERED WOMEN’S SHELTER VICTIMIZED
IOWA CITY, IOWA

INDECEMBER 1991, the Counseling Coordinator of the Iowa City Domestic
Violence Intervention Project, Beth George, was arrested for alleged inter-
ference with a custody order. She was held without bond for seventeen days.
Her children were returned to their father and she was not allowed a visit in
the six months following her arrest.

Severalyears prior to this incident, Beth had fled from her husband fearing
forhersafety and thesafety of her children. She eventuallycame to lowa City
with a new identity for herself and her two children. She took this action to
protect herself and her children.

InFebruary 1992, an lowa City attorney mounted amediaattack onthe lowa
City DVIP. This lawyer belongs to the same law firm that was retained by the
children’s father to claim his children. Shortly thereafter the County Attar-
ney orderedan investigation of the shelterby the Division of Criminal Inves-
tigation. The DCI’s investigation alleges that the shelter is connected with a
National undergroundrailroad. DCl investigators have interrogatedshelter
staff, their families, volunteersand clients. This hasundermined the mission
of the shelter and infringed upon the statutory right of confidentiality be-
tween staff and clients.

Beth George was subsequently arrested and charged with perjury and tam-
Pering with public records for altering her driver’s license. If convicted the
Maximum sentence is seven years and/or a $7000 fine. She has been threat-
£nedwith more charges if she does not waive her statutory right to confiden-
Qality and talk about the shelter.

?ETH GEORGENEEDS YOUR SUPPORT. The legal fees are devastating and
Mounting. Please send your contribution to:

DVIP Legal Fund

P.O. Box 2901
lowa City, [A 522442901

1U0% of contsibution goes loward fegal expenses

Mutiny and the Mainstream:
TaLk THAT CHANGED ART, 1975-1990
Edited by Judy Seigel

The real history of contemporary art— artists and
critics in their own words

In 222 live “art talk” events — panel discussions, presenta-
tions and interviews — artists, critics, dealers, and curators
wrangle with ideas and each other in their own passionate,
tronic, humorous (even despairing) words. Many of the
most compelling passages are transcribed verbatim.

But all the reports were made on the spot, as artists and
others set out to put back into art what “the bad old rules of
modernism” had removed. While modernism became
“postmodernism,” they explored currents from Pattern and
Decoration to Gender in Art and Neo-Expressionism. Their
rallying cries ranged from “the personal is the political” to
manifestos of multiculturism.

All the themes of the 20th century are dished up in this rich
stew of the *70s and ’'80s art world. To make it even richer,
the editor adds background, commentary, cross-references
and updates.

Mutiny and the Mainstream: Talk That Changed Art, 1975-
1990 distills and elucidates the “panel fever,” the thinking-
out-loud, and the intense excitement of the time. It is truly
a feast of ideas from a golden age of art talk.

Includes the women’s movement in art, as it happened.

384 pages; $22. 00. For mail order, add $2.50 postage & handling.
MIDMARCH ARTS PRESS, 300 RIVERSIDE DR., NY, NY 10025-5239




Now Published
in Canada by
Women’s Press

A BURST
OF LIGHT

Essays by
Audre Lorde

& burst 0/(/(ﬁ/‘f

ossayt BY

A rdre
Lorde

action.”

ACCESS TO HEALTH CARE
WORKING GROUP

Focuses on health care issues that affect
working-class women and their families. These
issues include attacks on access, such as the
Title X gag rule; the closing or curtailing of
health care facilities in low-income neighbor-
hoods; and stigmatization and condescension
toward women who receive government assis-
tance.

BHAM! (BREAST HEALTH AWARENESS
MINISTRY)

Advocates for more research on, and greater
fundraising for, breast cancer awareness and
prevention.

CLINIC DEFENSE TASK FORCE

Organizes to defend clinics under attack
from Operation Rescue throughout the
metropolitan area, from Atlantic City to the

“A Burst of Light
questions, clarifies,
empowers. Once again,
the woman who gave us
Zami, Sister/Outsider and
Our Dead Behind Us has
gone beyond our
expectations, further
nudged open our

consciousness and

The Failure
3 of 20" Century
K Revnlutlons to Develop
a Feminist Agenda

MARGARET RANDALL

"MARGARET R L

In Gathering Rage, Margaret Randall vividly describes how
the revolutions in Nicaragua and Cuba addressed or failed
to address issues of women's equality. Randall combines
anecdotes with analysis to show how distorted visions of
liberation and shortcomings in practice left a legacy that not
only shortchanged women but undermined the revolution-
ary project itself.

$12.00 pb*8618 paper / $28.00 cl+860X cloth ($2.00 P & H)

MONTHLY REVIEW PRESS

122 West 27th Street * New York, NY 10001 » 212/691-2555

8U e
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- Margaret Randal Ry o A LT
134 pages $9.95 pb woderinist.and desbian. literatuie ..
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{Women's Health Action and Mobilization),

P. O. Box 733, New York, NY 10019

mid-Hudson Valley and Long Island. Outreach
to local groups is a crucial part of this group’s
work.

FRONTLINES

The Fronilines newsletter staff solicits arti-
cles, graphics, and photographs covering ongo-
ing WHAM! activities and other educational
information relating to women's health care.

FUNDRAISING WORKING GROUP

Plans benefit parties and raffles to raise
money for WHAM!

HAGS (HERBALLY AROUSED
GYNECOLOGICAL SQUAD)

Promotes self-help and herbal healing. Also
solicits articles, herbal success stories, and self-
help tips for its newsletter, The Urban Herbalist.

NETWORKING COMMITTEE

Develops coalitions with other organizations
that have related or similar goals to keep each
other informed of events and important news.
The Networking Committee has a contact list of
about 100 organizations and is always looking
for more.

OUTREACH WORKING GROUP

Reaches out to the public via wheatpasting. -

stickering, tabling, and poster campaigns.

SEXUAL VIOLENCE WORKING GROUP

Formed in response to the sexual, social,
and legal violence perpetrated against the sur-
vivor of the St. John's rape case, this group con-
ducts direct actions around events and issues
of sexual violence.

WHAMAGANDA! ~
Produces graphics for demonstrations and
other WHAM! functions.

All WHAM! committees welcome neWV’
members (and new committees are forming
all the time). To get involved, call 212-713;
5966 and leave a message for the commlt
tee you are interested in.
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iD:$12.50 PLUS $1.50 POSTAGE
DEU.S.).

You should be subscribing
to our magazine, too.

Because week in and week
out The Nation brings you the
likes of Katha Pollitt, Edward
Sorel and Christopher Hitchens
in every issue.

They're not only some of
the best writers and illustrators
around—they do their best work
for us.

The Nation.

Our offer (for new subscribers only):
Save $32 off the single-copy price
when you subscribe to 24 issues of
The Nation—one-half year—for

just $22.

NAME {Please print)

ADDRESS

S

DOVE" | ‘ . g CITY STATE 7P

T My payment is enclosed.
g O Please bill me later.
Foreign surface postage: add $9/24 issues.

Air Mail rates available upon request.
Subscriptions payable in U.S. funds.

THE NATION
P.O. BOX 10791
DES PAOINES, 1A 50340-0791




Martha Alsup,
member of the
Heresies “Great
Goddess” collective,
was murdered with her
lover, Susan Galvin, on
a beach in Anguila on
November 28, 1988.

The women were
stabbed and beaten to
death by a seventeen-
year-old boy who was
out on probation at the
time for a previous
assauit on an
American woman. He
was subsequently
found guilty and
sentenced to life
imprisonment.

in 1976 and 1977
when we on the
Goddess collective
knew her, Martha was
just recovering from
her first brush with
death. She had been
hit head-on in a car
crash and had lived for
more than a month in
a coma. She had
sustained severe
injuries and was

beginning to
rebuild her life.

The Winter
Solstice of the year we
were together, the
Great Goddess
collective gathered to
share a ritual and
bonfire for the longest
night of the year.
Martha was ecstatic
that night. She flew on
the flames. She looks,
in retrospect, like an
angel. Here are
Martha’'s own words,
excerpted from her
piece in the Goddess
issue:

It’s so important
to see all the leaving.
Don't let them hide

To see clearly you'li
have to see through
your pain. It gets so
beautiful when you
admit what's real. To
die is no sadder than
anything else.

Donna Henes

the knowing from you.
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Heresies Collective, Inc.
wishes to thank Arlene Boop and Daniel
Alterman of Alterman & Boop, P.C., for
their assistance and support.

A general-practice law firm concentrating on

civil rights, personal injury, real estate,

tenant representation, employment discrimination and

sexual harassment, wills and estates, contracts,
representation of
co-op boards, not-for-profit and general business

corporations, and all types of litigation.

The Law Building
35 Worth Street
. New York, New York 10013 212/226-2800

SUBSCRIBE TO HERESIES
OR ELSE...

Carel Moiseiwitsch

...you won’t be ready for the ‘90s!
4 jssues $23/individuals $33/institutions

HERESIES P.O. Box 1306 Canal St. Station
New York, NY 10013
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CAYMaNM O TOM CBOMCTRE H3WKA, KQTOPOe CJeiOBaN0 O HasBaTh Npelfefo-

2 TR
LRI B T v e
- 12:32 PTFX/Q MOSCOW sU 'T 908058180091

oo

Ctporo ropops, WUIWOMA - ®T0 AMTA L'NACHOCTH, HHHe [MOKOHHOW. Mb HE :
YOTIOHK OrISHYTHCS, KaK 8T0 BPEMA OTOWJIO B MCTOPHID W MPEBPaTUAOCE B )
Snoxy. M Teneph MOXHO HanucaTh DelakuuoHHoe BCTYIICHEE U Haxe Bpasy- -
MUTEJbHO OCBACHWTDL, OTKYAa B3anack UIMOMA u saueM. :

PAacHOCTDH He ¢TOABKO paspyuuia, CKOJBKO pacTsopuia i pasdaBuiga - .4
TIpeXHUN 06MeCTBCHHKA IUCKYPC. B TO BpeMs MH He To, 4TOOH CHI8AN Ha .
0GJA0MKax DPeXHelro MHUAeHWS, a CRopee cBOSOAHO HOpefipoBanv cpegu owMed-
KOB GJOR, X40TMUECKHM ABMTaBLUXCS BOKPYT, TMOTEDSBUNX CBOM KOHTEKCT,
GBOK, KA3anoch OH, HeoTDLeMleMyl U OXMHCTBOHHO ROIMOXINYW adcuuccy un
OpAMHATY . DTo Opja AMCKYypCcuBHas B3BECh, GecgopMedlas, JAelKo NpPUHKMAB-— -
Was ouepTaius TO OJHOrC, TO APYFOT'e COCYAa, B KOTOPH# ee Hanpasndnu.
IneKype yTpatii cBOACTBO TREPROTENBUOCTH (solidity), paHee HOpucyuym» =’
oMy KPUCTaMMMMHOCTD, CTan cmyTed, HO ropaalo dohee CBeTONPOHNULAGM.
WMHBOPMALMOHHGE TOCTPAHCTRO OTKPHAOCDE AAd NPOHMKHOBOHKA W3BHe, HO
BHOBEL ToCTyNapide CUTIANM HUKax HE YHIORAROUMBAIUCH. ) .

Q7o Bpems nodyxpaau BoeX nae + IO o6a CTONNHE QRETA — K OTKPHIYUW ﬁ‘
cede K B Mapy HECOTNACIOOTH R OSOUY NMHANAY PTOTO PYCCROTO choBa i
(HEHROHGOPMUEMAE 1 mons OIS AHANTEOMA) | TAACHARTH KAK KHOORMAIMOHHOU 01
KPHTOATH B FRACHOUTH Ran vewy avsdbBBU IGHIE SEYTOM  KOTiRR, ROw
U3BECTHO N3—hoikrrdkil, OTAMYACTEs OT Cortasnury OTCYTOTDUOM MPETRAH
{Lbsletle) OPK NPULLEASHIN TOA0QA, -

My ,OTRpHDOJM B MHPE i B NAAR HOBHe DOAR - {AACHOUWA, us ubwenngony,

o s s B

gpazudinuo T, . Lapet, are cAMA uned WIHOME BOIHWKIA KAK DeoyapraT 4
Y Y et 1) T DM NI TPMMEDEAM mi 6904 goswe O
ST YAl HHT'nﬁﬁﬁngﬁgxn fpsvn—MLJuumv Q.unnum.! -
u”egg@yl RO HRQUTYDRRAATD T Ly :

80 HOREE o aliciiiin i (i e

Rifd W

1233 PTFX/Q MOSCOW SU - 928858180001

22.
Jioch, Wal., ¥ MH OTKPHAY A48 cels 3HayeHue GyKDH A.

HeNBE3H CKABATH, UTO KOHUUHH - T'YMa@HMUTAPUU U XYNOXHMKN, X KOTODHM -
M OODANANMCh € NPSLN0XeHUeM COTPYIHNYEOTBA, OTRNUKRAAUCH C IHTYIHAS~ -
MOM: MIest KeHCKOTO GaMOBNDAXQHUS BOCHPUHMMANACD (1 YBH BOCHDUHUMaETCH,
Teneph) Kak ‘adCypAHas Hiau Kak KOHBOHKTYPHASA,  3a KOPOTKURA CPOK pegar~ *
TopH NINOME “ipnoGpe/in B UHTENICKTYRNBHON MockBe yeToHuusy. pellyTauKw.
FOPOJICKMX CyMacue Juux — Ce3BPelIHuX, HO “HazofAUBHX . "TeM UeHHee JAsd Hac:
y4acTHe -TeX XYIOXHHI 1 XCHIMH-aBTOPOB , KOTOPHEEBCE Ke 'OTRETMAM HA Hall >
IPU3NB = KTO U3 JOCONHTCTRA, KTO #3 CONNZAPHOCTH,  KTO. U3 ANCHK KO
BCEOMY HOBOMY. . . :

B eyunocTn, onst UINOMH SBMICSH ONNTOM NPUKJAJHON ARHTBUCTUKH. ;
PasMHIIASS O NPUPOKE. COUMAALHON UHHOBAUMK, MU MOHMM Dellapliyio pOJIb -HO- -
BOTO chosa. Xapjperrcp ¥ lanamep nycann O NpeAMELINCHIN {Vordenken], ;
OpeI3HAHNH, - NPeONOUUMaHnt (Vor~-uTo?) Kak CBONCTBE ABHKA, oGecrieyyupan=-. o\
{AM  YCIleliHoe Oy HK HIMOHUDOBAHME - KOMMY HUKaUWM -1 “MeX aHM3MOB NO3HAHUA . "My ‘

THRYEM -~ 3AN0XENHHOCTHI B SI3UKOBOM JHaKe TPALYNero UCTOPHUECKQT O MBMOHO~. ¢
HUA . BOAMOKHOCTH 3TOI0 M3MeHelns TOA0KeRH "CAMUM afQaBUTOM, "B CHCTOME = "
KOTOPOTo NWeTes AUCKYpe . Brarosaps [IUCKYPCUBHOMY  aHanmsy W DCOOQHHD
Oro TPUAOKSHUW. B GEMUHUCTCKOA KPUTHUKE, C€Tan0. . ACHO,UTO sjactTh Beerga
HOCATAET HA MAHUNYASMUMO NUCKYDCOM, HO CTPEMUTCH SHKOHCEDPBNPOBATH All-
aBuT.  PeBONNLNMOHIOE U3 MEHeHHE , "HAOGO0POT, HalleleHO MMeHHO Ha CHMBOJMK~
qacKYK cucreMy . lenp “MINOMH - TeopeTuyeckoe OCMHCIeHUe aToro noAoxe-
HUs ., HO JOCMHCJoHKe TIpekAe BCer'o Kak [paKTUYQCKO8 JIeHcTRHE TI0 :
OTHOWEHMY 'K CHUCTEMEe CHMBOJOB,  ROHCTPYNDYIOUWUX XEeHCKYI JNMYHOCTH B.TED-
MUHAY 32BYaJUDPOBANHOTO. ATPUAPXANBHOT O JIMCKYDCA.

i
.
i
o




H,ere'sies/idiomA Heresies/idiomA /Heres‘ies/id'iomA «HereSies/idiomA H‘éryes'i‘es/idiomﬂ

Héré,sies/idi'omA‘Heresies/idio'mA Hereys'ie‘s/idiomA Heresies/idiomA -Here“s‘ief‘s/},idiomﬁ

Heresies/idiomA ;H,e,ré"sies/id‘i omAHere5|es/|d lomA Héresies/idi’o*hiA "H‘éreSie’s‘f/‘iifd;iomA

ieresies/idiomA Heresies/idiomA:Heresi e s/id iomA Heresi es,






