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BbIXOLl U3 3EPKASIbHOTO JIABUPUHTA YYIKOBA BOSMOXEH BJIATOJAPS
YEJIOBEYECKOWN CMNOCOBHOCTY PEAMVMPOBATb — NMOPOXUATb 1 OTKJIO-
HATb WAEW.
IixoH boynT

OUKUMA ECTb TO, YTO BO3HUKAET MEXDY MPOW3BELEHWEM
1 3PUTENEM...
NBaH Yyiikos

B Poccuu HyxHO XWTb BoAro, YTo6bl NEpexuTb He
OOWH KOJIEKTUBHbIA PbIBOK Briepef-Hasag, Bhpa-
BO-BJIEBO, NpoexaTb MapafoKcasbHO 3aKpyYeHHbl-
MW WOEONOrMYEeCcKUMI TpaccaMu U BbINTW — NYCTb
HEHaAoAro — K ropu3oHTaM OTHOCUTENIbHO YCTOMN-
YMBOro CMbICAA...

Ha wcTopuyeckoM nepekpecTke Koroa-To OCTpbIX
6aTanuit no NoBOAY ABWUXEHWIA U HaNpaBeHWii B CO-
BETCKOM HeoduLmManbHOM UckyccTBe ourypa WiBaHa
Yyiikosa, nponuncaHHasi 04HOBPEMEHHO B nomn-apTe,
cou-apTe, KOHUenTyanusme, MOCTMOAEPHN3ME,
abCTpPaKTHOM peann3me U HaBepHsika rae-Hubyab
elue, CErofHs BbIMNSAUT OTAENbHON, OOVHOKOW U
NOTOMY O4eHb 3aMETHOM.

TpamMUNOHHO aKTyasbHbIA KNacCcuK KOHLenTyanms-
Ma, XYAOXHUK, Npopy6nBwnin okHO B EBpony, KHA3b
nycToTbl, €peTuK CTaHKOBM3Ma, PEHEeCcCaHCHbIl
BUBMCEKTOP CUCTEM W306paxeHusi, BOMOLLEHHOE
npoTuBOpeyYne, LeHAM nocTMomepHusma... Kem oH
TONIbKO He 6biN1, N BCE 3TO NPU HEU3MEHHOIi y3Ha-
BAaeMOCTW 1 BEPHOCTU OOHaxAbl U36paHHOMY... He
CTUII0, HO MeToxY.

YyikoB Bcerga noaYepkuBasl, YTO NCKYCCTBO — He
NPOPbIB K UCTVHE W He NPOM3BOACTBO LWeAeBPOB, HO
urpa, o4eHb BaxHasi U MHOTUM OCTPO HeobxoauMast.
Wrpa no YyikoBy — aTo cdepa nosiHOM cBO6OAbI.
C ero 3putenem, 6yab TO GUNOCOD, XyLOXHUK WUAn
Mansp, NPOUCXOAUT HeHaBsA34YMBas Mobunamsauus
1 OAHOBPEMEHHO 3MaHcuUnaums — cMoTpu, Aymai,
urpaii. Ecnu ato noctasuT Tebe yAOBONLCTBME...
Kpackn YyiikoBa B3siTbl MpakTuyecku M3 6aHku,
BUObI U CIOXeTbl B3ATbl NpakTu4eckn y Bepmeepa,
BeccenbmaHa uan y nouepu-xXyaoxHuLbl, a KNsKcbl
1 LapanuHbl HUYeMy He MewwaloT. [laxe Hao6opoT.
OH yBepsieT Hac: XMBOMUCb — 3TO HETPYAHO, 3TO
MOXET Kaxfpblil, eCl NOTPEHNPYeETCs, HO He B Heli
neno. OH yBepsieT Hac, 4TO AeN0 He B CloXeTax, He
B CTWSie, He B npodeccuoHanname U BoobLie He B
npo6aemax aCTETUKH.

«Korpa Yopxon aenaet npu3HaHUs Takoro poga, ato
NOHATHO — JHAM AenaeT AeHbru. Ho Kakoil nHTepec
y aToro 45-neTHero pycckoro, Yo paboTbl He Mo-
ryT 6biTb BbICTaBAEHbI U HUKTO WX He NOKynaeT?» —

IT IS POSSIBLE TO EXIT THE MIRROR LABYRINTH OF CHUIKOV DUE TO THE
HUMAN ABILITY TO REACT, TO GENERATE AND REJECT IDEAS.
John Boult

FICTION IS SOMETHING THAT EMERGES BETWEEN THE ARTWORK AND THE
VIEWER...

Ivan Chuikov

You have to live a long life in Russia to experience
repeated collective leaps forward and back, right
and left, to drive along paradoxically twisted ideo-
logical highways and reach — for a short time at
least, — the horizons of more or less stable mean-
ing...

The figure of lvan Chuikov, who simultaneously reg-
istered in Pop Art, Sots Art, Conceptualism, Post-
modernism, Abstract Realism and quite possibly, in
other art schools, looks lonely, secluded and there-
fore so noticeable on the historical crossroads that
have witnessed heated battles of movements and
trends in unofficial Soviet art.

Traditionally important luminary of Conceptualism,
an artist who opened a window to Europe, prince
of the void, heretic of easel paining, renaissance
vivisectionist of visual systems, antagonism in-
carnate, a dandy of postmodernism... He has been
everything, yet retained his eternal recognizability
and faithfulness to his method, not style, that he
selected once.

Chuikov always emphasised that art is neither a
breakthrough to truth nor the production of mas-
terpieces. It is a game, a very important game
many people really need. According to Chuikov, a
game is a realm of total freedom. His viewer — be it
a philosopher, an artist or a house painter — expe-
riences an unimposing mobilisation coinciding with
emancipation — just look, think and play. If it gives
you pleasure...

Chuikov’s paints have practically been taken out of
the tin; his views and motifs are similar to those of
Vermeer, Wesselmann or his daughter, also an art-
ist, whose smears and scratches do not interfere
with anything, quite on the contrary. He assures us
that painting is not difficult, everyone can make it
if he or she trains it for a while, but painting itself
is not that important. He assures us that he is not
interested in subject matter, style, professionalism
or problems of style and aesthetics as such.

‘When Warhol makes this sort of statement it's
understandable; Andy is making money. But what
interests this 45-year-old Russian whose work

OKHO LXVII, 2004 /
Window LXVII, 2004

" Komar and Melamid. The Barren Flowers of Evil. Artforum, March,
1980. C. 46-52.

? EBrenunii bapa6aHoB. OnTuka OparmeHTa: TeppUTOPUM M TpaHC-
dopMaLun B kaTanore «MBaH Yyiikos. 1966-1997». Mocksa, [T, 1998.
C. 36. / Yevgeny Barabanov. Yevgeny Barabanov. Optics fragment:
the territory and the transformation in the catalogue Ivan Chuikov.
1966 — 1997, 1998. P.36

% Distant — Near. Flash Art, July-August, 1977. P. 13

4 Boris Groys. The Moscow Romantic Conceptualism, A-YA, 1979,
trans. by Keith Hammond

YOMBASANCL TPUALATb NeT Ha3ajh ApYy3bsi-XyLoX-
Hukn Komap n Menamugn, yxe oceswwue K TOMy
BpemeHn B Hbto-Mopke'. Ceronns Yyiikos — packy-
NAEHHbIA My3elHbIA XYAO0XHUK, HO OH NO-NPexXHemy
CYMTAET, YTO AEeSI0 He B NpobsiemMax 3CTETUKN.

Tak B Yem xe neno?

«C Tex nop Kak s Ha4an paboTaTtb C pparmeHTMpoBa-
HMEeM, BaXHOU 119 MeHsi CTana Heo6XoaMMOCTb Bbl-
X04a M3 WUIOEO0NOrMYeckoro npocTpaHcTea. 1 3Han,
4TO 3TO NOYTU HEBO3MOXHO W B KaxAoM ¢parmeH-
Te UCKyccTBa NpUCYTCTBYET UAE0Jorusi, HO i XoTen
HaxoamMTbCs BHe ee, HabnlopaTb ee cBepXy», — ro-
BOpUT YyiikoB.

WNHave rosopsi, dparmeHTbl Kak 6yATO NPOAOSXaloT
OTCbU1aTb K MAEONOrYecKOMy LENIOMY, HO LESoe
yXe He MOXeT cobpaTb cebsi U 40 KOHLa onpaBuTbCs
nocsie OTHOCUTESIbHO HEBUHHOWN NPOLLeaypbl YieHe-
Hus.

Ecnn peBonounoHHOCTb non-apTa 3akioyanacb B
TOM, 4TO «ONTUKa KybTypbl 06pefia cBoe camoonu-
caHue B onTuke dpparmeHTa» (kak popmynampyeT aTo
EBreHuit bapa6aHoB?), To NOCTMOAEPHU3M B LIESIOM
N XyOOXHUK MBaH YyiikoB B YaCTHOCTW Hayuwuan
3putens 6e3ornsaHon ceoboge obpalleHns ¢ 3Tu-
MU dparmMeHTamMu, B TOM Yucie ¢ parMeHTUpoBaH-
HOM, ocnabneHHoli upeonoruei. Hayunnu sputens
cBo6oae OT MAEONOrMYECKON aHraXxmpoBaHHOCTL 1
ynepTocTu, Korga 9To KacaeTcs «npobsiem acTeTu-
Kn» (cM. cepuio HcTannsuunii «Teopusi oTpaxXeHus»,
NPoeKT «AHanuTnyeckoe nepeBo», a Takxe Jo6yio
Lpyryto paboTy XyLoXHWKa).

JlocTaTouHO B3rnsHyThb Ha nnaH «JlabupuHta» Yyii-
koBa (2002) ¢ xecTko npeanMcaHHbIM MapLIpyTOM,
HOo 6e3 eauHON CTeHbl, C JIErko OOCTUXUMOWN WH-
LynbreHuyeii «cBo6oeH» B KOHLLE NYTW, YTO6bI No-
HSITb, O KAKOM HaXOXAEHUW BHE NALONIONN 1 KaKoM
HabMloOAEHNN 3a HEl CBEpXY FOBOPUT XyLOXHUK.
Bnpouem, nerkoctb MapLupyTa B 3ToM «JlabupuHTe»
Kaxywascs. Jlerko sim (1 ctout nm?) 3akoHonocayLw-
HOMY YesIoBeKy «0CBO60AMTLCA», NPECTYNNB HEsic-
Hble, XOTS U HeobpeMeHuTesbHble 3anpeTbl? MoxHo
Beb NPOCTO JOWTH A0 KOHLIA M aKKypaTHO BEpHYTb-
Csl TEM Xe NyTeMm, Kak 1 NOSIOXEHO B KJ1aCCUYECKOM
naéupuHTe. Wnb cTouT OKasaTb CONpoOTMBAEHLE?
Mpo6bnema MoXeT nokasaTbCs HafyMaHHOW, HO He
na niogen, xusywux B Poccum...

0aMH 13 caMbiX UHTpUryOWMX «slabupuHToB» WBa-
Ha YyinkoBa — ero paHHWA W eAMHCTBEHHbIN anb-
6om «Jlanekoe — bnuskoe», 1 nucToB, TekcT 6e3
unnocTpaumit (1976). Pabota okasanacb CAUWKOM
npexneBpeMeHHol, YTo6bl 6biTb 3ameyeHHON (neT
Ha lWecTb paHble «HeBuHoBaTol» Wnbu Kabako-
Ba), HECMOTpS Ha To, YTO 6blNa Torga Xe nepese-
ZleHa 1 ony6ankoBaHa Bo «dnaw ApTe»®. B «0630pe
XaHpoB» «Jlanekoe — Bau3koe» MOXHO 6bii0 6bl

MILA BREDIKHINA

cannot be exhibited and who has no buyers?’ his
friends, Komar and Melamid who are also artists,
spoke out in surprise thirty years ago when they
had settled in New York.! Today, Chuikov is an art-
ist whose works are purchased by museums but
he still maintains that issues of aesthetics do not
matter.

So what does matter?

‘The need to get out of the ideological space has
been important for me since the time | began to
work with fragmenting. | knew that it is almost
impossible to do it, and that ideology is present in
every fragment of art, but | wanted to stay out, to
observe it from above’, — says Chuikov.

Fragments keep referring you to the whole, but the
whole of ideology is no longer able to assemble it-
self, to get over the relatively innocent procedure
of articulation.

While the revolutionary characteristic of Pop Art
was in the fact that, as Yevgeny Barabanov? puts it,
the ‘optics of culture acquired its self-description
in the optics of the fragment’. Postmodernism as
a whole and Ivan Chuikov in particular taught the
viewer that the absolute freedom of manipulations
with these fragments weakened ideology. His free-
dom is freedom from the ideological engagement
and stagnation when it refers to the ‘problems of
aesthetics’ (see The Theory of Refiection, a series
of installations, the Analytical Tree project or any
other project by the artist).

It suffices to cast a glance on the outlay of Chu-
ikov's Labyrinth (2002) with its strictly assigned
route without any walls, but with an easily achiev-
able indulgence of freedom at the end of your
route. This piece communicates an understanding
of what staying outside ideology and what obser-
vation from above the artist means. But is it not
too easy to pass through the Labyrinth, is it worth
it for a law-abiding citizen to ‘break free’ trampling
over obscure taboos that are not really cumber-
some? It is easy to pass this route to the end and
retrace your steps, just as in a classic labyrinth.
Would it be worth fighting against? This problem
might seem superficial to those who have not lived
in Russia.

One of the most intriguing ‘labyrinths’ of Ivan Chu-
ikov works is Distant — Near (1976), his early and
only album of 11 sheets with text and no illustra-
tions. This work came too early before its time to
be noticed (six years earlier than llya Kabakov’s The
Innocent) despite the fact that it was translated
and published in Flash Art® at the time. This ‘review
of painting genres’ could reveal masked irony in re-
spect to the ‘creative plans’ genre every Soviet art-
ist was familiar with if this plan did not prove to be
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®OTOCEPWUS OKHA, 1992 /
Photo series Windows, 1992

yBUAETb 3aKaMy®dMpPOBaHHYI0 UPOHMIO MO NoBOAY
XaHpa «TBOpYECKWEe MNaHbl», 3HAaKOMOro Kaxmo-
My COBETCKOMY XYAOXHUKY, ecnn 6bl 3TOT NnaH He
oKasasics B nocnenytolme LeCATUIETUS BbINOSHEH
1 NepeBbINOJIHEH...

BuHapHas onno3uuus «peanbHOCTb — WANKO3NS»
cTana BU3UTHOI KapTOYKOW Xy[OXHMKa nocne 3Ha-
MeHWTO cTaTbu bopuca [poiica «MockoBckuii
POMaHTUYeCKUA KoHuenTyanusm» (1979). B «la-
JIeKOM — 6AU3KOM» XYLOXHUK NPUOTKPbIBAET Ham
cobcTBEHHOe NpeacTaBsieHne 0 TOM, YTO Ha3oBeT
OVKUMEN, C TONOBOKPYXUTENbHOW NIerkocTbio 06-
palasch C 3TMK ABYMS, @ Takxe ApyruMu, He Me-
Hee cepbe3HbIMU MapaMu BpoAe «NpOCTPaHCTBa»
1 «BpemeHun». Ero He cmyliaeT, 4To B «Hanekom»
MOryT 06befuHATbCS NPOTUBOMOJIOKHbIE KayecTBa
(«BOCTYNHOE-HO-HE-CTOUT-TOFO» U «XEenaeMoe»),
4TO OHO, 3TO «JaneKoe», Yalle HanoMuHaeT pe-
aNbHOCTb UCTOPMYECKOro (GakTa, YeM «Boobpaxae-
moe». lpn 3Tom «6M3Koe», TO ecTb «A0CTYNHOE 1
pekoMeHayeMoe aBTOpoM», KaK 6yATo NpsMOo OTCbl-
Nas K UICKYCCTBY, He YypaeTcs 6bITOBOI peaibHOCTH
nepBoOro CToNNKa B AMETUYECKON CcToNoBoI B 13-14

fulfilled and over-fulfilled in the decades to come.
The famous article by Boris Groys The Moscow Ro-
mantic Conceptualism (1979) describes Chuikov’s
signature style which works to juxtapose the bi-
nary oppositions of reality vs. illusion. In the Dis-
tant — Near the artist gives us a hint of a notion of
what he would later call ‘a fiction’ later, when with
stunning ease he manipulated this pair, and other
serious oppositions like ‘space’ and ‘time’. He is not
confused by the fact that opposing characteristics
co-exist in the ‘distant’ (‘accessible-but-not-
worth-the effort’ and ‘desirable’), or that this ‘dis-
tant’, is often closer to a real historical fact than
the ‘imaginable’. Therefore ‘near’ is ‘completely ac-
cessible and recommended by the author’, seem-
ingly referring to art, and at the same time does not
shy away from the everyday reality of a side table
at some dietary cafe at one or two in the afternoon.
Don’t look for contradictions here. Later Chuikov
would not fail to remind you again and again that
reality is as illusory as the artistic invention (to say
nothing of the real historical fact).

The fact that the author’s philosophy of the frag-
ment is in use here is much more fascinating than
the quest for the only correct way through the
meaningful labyrinth of Distant — Near. In the bat-
tle genre, for instance, the spatial affinity of the
real (or still ‘imaginable’?) Beirut at 2115 and its
representation on the screen at 2115 would later
be turned ‘inside out’ — Chuikov’s way in his Frag-
ments. TV series.

It is interesting that Chuikov’s signature tech-
nique — the paired attitude of the artist to the
viewer has already been used in the Distant —
Near. Thus the presence of the viewer in the
‘genre scenes’ make the lovers quarreling in some
apartment ‘near’, that is art (and it doesn’t mat-
ter where and in what position the viewer was de-
ployed in it), whereas the absence of the viewer
during the quarrel of lovers in the apartment on the
next floor gives the status of the ‘distant’, or re-
ality (‘imaginable’? or ‘accessible-but-not-worth-
the effort’?). Note that the neighbor of the viewer
is not a viewer. You cannot automatically become
Chuikov’s viewer, it seems.

The decisive involvement of the viewer in the terri-
tory of contemporary art is of course no an inven-
tion of Ivan Chuikov. It can be easily found in Du-
champ’s prophetic lectures of the 1950’s, when he
spoke of the ‘osmosis’ developing between the au-
thor and the viewer, if you choose not to mention
the classic saying of Beuys, ‘everyone is an artist’.
The peculiarity of Chuikov’s invitation is that hav-
ing revealed almost every secret and method of
his illusionist’s skill, he somehow leaves the viewer

yacoB. He uwuTte 3pecb npoTuBopeymii. MosnHui
YynkoB HE pa3 HaMOMHUT, YTO peasibHOCTb TaK Xe
WMIO30PHa, KaK U XyLOXeCTBEHHbIN BbiMbicen (He
CTaHEM TOBOPUTb O PEasIbHOCTU WCTOPUYECKOro
dakTa).

Kyna wHTepecHel, 4em NoMCK e€AMHCTBEHHO npa-
BWIbHOIrO NMyTW B CMbICJIOBOM nabupuHte «Jane-
Koro — 6au3Kkoro», TOT ®aKT, YTO 3LeCb yXe 3a-
JIoxeHa aBTopckas owiocodus @parmeHTa. Tak,
Hanpumep, B XaHpe 6aTtanum coceicTBO pPeanbHOro
(nnn Bce-Takn «Boo6paxaemoro»?) beripyta B 2115
1 ero aKpaHHoli npeseHTaumm B 2115 nosaHee 6ynet
No-4YyNKOBCKU «BbIBEPHYTO HaU3HaHKy» B Cepuu
«@PparmeHTbl. TB».

Kyna uHtepecHeit, 4to B «Jlanekom — 61a1M3Kom» yxe
3aJI0OXEHO (GUPMEHHOEe, MapTHEPCKOe OTHOLUEHWE
XyOOXHWKa K 3puTenio. Tak npucyTcTBue 3pute-
N9 B «6bITOBOM XaHpe» AenaeT KBapTUpHYO CCopy
NOBOBHIKOB «6AN3KUM», TO CTb UCKYCCTBOM (He-
BaXHO, rOe 1 B KaKOM KayecTBe 3puTesib TyT Auc-
JloumpoBarscs), a 0TCyTCTBME 3pUTeSis OCTaBJISIeT 3a
TOYHO TaKOW Xe CCOPOM JII060BHIKOB 3TaXoM Bbille
cTaTyC «Aanekoro», To eCTb peanbHocTn («Boobpa-
XaeMoW» UAn «A0CTyNHOW-HO-He-cTouT-Toro»?). U
3ameTbTe, COCeJ 3puUTeNs — elle He 3puTesnb. 3pu-
Tenem YyiikoBa, NOXoXe, aBTOMaTU4ECKN He CTaHO-
BULLbCS.

PewnTenbHoe BOBEYEHNE 3pUTENS HA TEPPUTOPUIO
COBPEMEHHOI0 NCKYCCTBA — KOHEYHO, He n3o6pe-
TeHune BaHa YyiikoBa. Ero nerko ycmoTpeTb yxe B
npopoyeckux nekumsx OiowaHa B 50-x 06 «ocmo-
ce», BO3HMKAIOWeEM MexLy aBTOPOM W 3pUTENEM,
€C/IN He NOMUHATb KJIaCCUMYECKOe «KaXabl KakK Xy-
LOXHUK» bolica. 0co6eHHOCTb Npurnawexus Yyiko-
Ba B TOM, YTO, pacckasaB Kak 6yATo BCe 0 cekpeTax
1 Npuemax CBOEro WIO3NOHNCTCKOro MacTepeTaa,
OH Kakum-To 06pa3om ocTasun 3putesnto (punoco-
dY, XYAOXHUKY, Manspy) OLyLieHne Marum Nckyc-
CTBa W 3pUTENbCKON NPUYACTHOCTY K HEl.

Camas aneraHTHasi uHBepcusi B «Jlanekom — 61au3-
KOM» MPOWCXOAWT B XaHpe MopTpeTa, Korpa «ja-
nekum» («HeLOCTYNHbIM»? «noka HEAOCTYMHbIM»?)
OKa3blBaeTCs aBTOMOPTPET, @ 3pUTESII0 «aBTOp pe-
KOMEHIyeT» 3epkaso, CBON U3NO6EHHbIN UHCTPY-
MEHT NOPTPETNPOBaHNS Kak peasibHOCTH, Tak 1 1c-
KycctBa. Paamep 3epkana 20x20...

«3epkana» Yyinkosa, He Bcerga mMaTepuann3oBaH-
Hble A0 npeaMeTa, YMHOXaloT, ®parMeHTUpYIoT,
JeHOHCUPYIOT, HakKoHel, npocTo (Wan HenpocTo)
OTpaxaloT peanbHOCTb. B Tom uucne, peanbHoCcTb
nckycctsa. B Tom uncne, ero cerogHsWHIOW peasb-
HOCTb.

«TpaAnuMoHHaa akTyanbHOCTb» YyiikoBa, KOTOpYtO
NOBAT NOMSIHYTb MOCKOBCKME KPUTUKM, U3HAYabHO
npeanosarana oTCyTCTBUE B €ro «dUKLMSX» Kakon-

MILA BREDIKHINA

aware of the magic of art and the viewer’s involve-
ment in it (philosopher, artist, house painter).

The most elegant inversion in Distant — Near de-
velops in the portrait genre when the ‘distant’ (‘in-
accessible’? ‘inaccessible yet'?) is a self-portrait,
and the author ‘recommends’ a mirror to the view-
er, the mirror being his favourite tool to portray
both reality and art. The size of the mirror is twenty
centimeters square.

Chuikov’s mirrors, not always materialized to form
an object, multiply, fragment, denounce, and
sometimes simply (or not so simply) reflect reality,
including the reality of art.

The ‘traditional importance’ of Chuikov which Mos-
cow art critics like to mention initially presupposed
the absence of any rigidness in his ‘“fictions’. Proba-
bly, it was this characteristic that made Boris Groys
ask a question more than thirty years ago whether
it was a work of art we were facing since ‘the work
of art has disclosed its own structure and its mate-
rial presence in the world. Attention is now focused
on what distinguishes the art work from other
things, rather than on the resemblance to other
things that it acquires by means of illusion — which
is to say, attention has been directed to the con-
structive basis of the picture as an object that is
simply there’.* Later the artist’s painting produced
a ‘harmonious, balanced, quiet impression which is
usually associated with the historically stable tra-
dition of painting’ (Boris Groys, Twenty Years After).
Today, when ‘there is no chance of a spectator dis-
tinguishing between an artwork and a ‘simple thing’
on the basis of the spectator’s visual experience
alone, when ‘the unified space of mass culture is
going through a process of fragmentation’, when
everybody is producing texts and posting pictures
in social networks, be it their own or other people’s
pictures, original or edited, ‘who has enough time
to see and read them?’,® Boris Groys asks.

The discussion started by Giorgio Agamben® and
continued by Boris Groys, the discussion of the
power of ‘weak’ signs, of the signs that do not
claim to be ‘strong images with a high level of
visibility such as images of classical art or mass
culture’, signs that do not take into account the
‘authorities, tradition and power’ before ‘the end
of time’, make the unchanging attitude of lvan
Chuikov ‘traditionally important’ again. Doubting
from the very beginning that ‘artistic truth is his-
torical, and, like history itself, it is irremovable’,” he
persistently prompted subversive questions to his
viewer, asking whether history is really irremova-
ble, whether truth is necessary in art, and isn’t our
mutual — viewer’s and author’s — interest to this
emancipating game much more important.
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6o purugHocTu. Buaumo, aTo kayecTso TpuaLaTth
C NMWHMM NeT Hasap 3acTaBnano bopuca lpoiica
3adaBaTb BONPOC, MCKYCCTBO JIM Nepes Hamu, Bellb
«NPON3BEAEHNE NCKYCCTBA Kak TakKoBOE A0JIXHO 06-
NapaTtb BbIIBJEHHOCTbIO WU NMPUHYAUTENbHOCTbHIO B
cBoell 06palleHHOCTUN K 3pUTENo, YTO U OTANYaeT
Nnpon3BefeHNe UCKYCCTBa OT Bellel npupogbl, Ko-
TOpble NpencTaBnsioT cebs YesoBeKy MacCuUBHO»:.
Mo3xe KapTWHblI XYOOXHWKa CTanu NpOU3BOAUTbL
«rapMOHNYHOE, c6anaHcMpoBaHHOe, CMOKOWHoe
BreyaT/IeHne, KOTOpoe Mbl 06bIYHO accoLMUpyeM C
MCTOPUYECKMN YCTAHOBMBLLEICS XUBONUCHON Tpaaun-
umneii» (cm. «llBaguatb net cnycta» bopuca pon-
ca B HacTosiwel kHure). CeronHs, Korna y 3putens
YyXe «HeT WaHca Ha 6a3e COBCTBEHHOro BU3yalb-
HOro OMbiTa OT/INYUTL NPOM3BELEHNE UCKYCCTBA OT
«MPOCTO Belu», KOrga yxe u «yHuouuMpoBaHHoe
NPOCTPAHCTBO MaccoBOW KyJibTypbl NPOXOAUT Mpo-
Lecc dparmMeHTauUMW», KOrna B COUMabHbIX CETAX
BCE NULLYT TEKCTbl U BbIKNAAbIBaAOT KapTUHKM, CBOU
WAN Yyxue, opurmHanbHble WK NoanpaBfieHHble, «y
KOro eCTb AOCTaTOYHO BPEMEHM, YTOBbLI NOCMOTPETb
1 npounTaTh Nx?», cnpawnsaet bopuc MNpolic («Cna-
6blii yHUBEPCANN3M»)°.

B pasrosope, HayaTom [xopnxo AraméeHom® 1 npo-
nonxeHHom Bopuicom [policom, o cune «cnabbix»
3HaKoB, TO CTb 3HAKOB, Nepef «KOHLLOM BPEMEH»
HE YYUTbIBAIOWMX BOSbLIE «aBTOPUTETHI, TPAANLIAIO
1 BNaCTb» W NINWEHHbIX NPETEH3UN BbITb «BUAUMbI-
MW OTOBCIOAY», Hen3meHHasi nosuuus Misaxa Yyiko-
Ba OCTaeTCs TPaOULMOHHO aKTyanbHOI. 3Havanb-
HO He YBEeXAEHHbI B TOM, YTO «UCTWHa UCKycCTBa
MCTOpUYHA 1 HeyCTpaHMMa, Kak U cama uctopus»’,
YyikoB MOCTOSAHHO MOATaNKMBAET CBOEro 3puUTens
K KpamoJibHbIM BONpocaMm, Tak i yX HeycTpaHuma
ucTopws, Tak M Heobxoanma UCTUHa B UCKYCCTBE
N He BaxXHel NI Hal COBMECTHbIA — 3pUTENbCKUiA
1 aBTOPCKUIA — HENPEXOJALLNIA UHTEPEC K Urpe, 0C-
Bo6oxJaloleli 0T HeyCTpaHUMbIX WCTUH W caMmoii
nctopum.

P.S. 3ta kHura — nonbiTka urpbl no Yyinkosy. BapuaH-
Tbl MOPCKMX Neli3axem N TeKCTOB OJHOIO U TOro Xe
aBTopa, GparMeHTbl 3aKaToB U CTaTell pasHbIX aB-
TOPOB, NMPO3payHble CTEHbl U HENPO3payHble OKHA,
No3BOJSIAT 3pUTENIO — HA BPEMSI — YKPbITbCS OT aB-
TOPUTETOB, TPAAULIAN 1 NOEONOrNN B APYXESIO6HbIX
NabupuHTax YyikoBsa, roe ToSIbKO OJHO «OCTaeTcs
HEN3MeHHO pa36opyMBbLIM — MOANMCH XYLOXHUKa»®.

ANNAPAT 1151 HABJIOAEHWA NYCTOTbI

1 BECKOHEYHOCTW, 2001. 3CK3bI /
Instrument for Observation of Emptiness
and Infinity, 2001. Sketches

P. S. This book is an attempt to play a game in Chu-
ikov’s style. Versions of seascapes and texts of the
same author, fragments of sunsets and articles of
different authors, transparent walls and opaque
windows will help the viewer escape ideology, time,
authorities, tradition and power in the friendly
labyrinths of Chuikov where ‘only the artist’s sig-
nature remains legible’.®

5 Boris Groys. The Weak Universalism, http://www.e-flux.
com/journal/view/130

5 Giorgio Agamben. The Time That Remains: A Commentary
on the Letter to the Romans. Stanford University Press, 2005
7 Boris Groys. The Moscow Romantic Conceptualism, A-YA,
1979, trans. by Keith Hammond

8 Jamey Gambrell. Perestroika Shock. Art in America, February,
1984. P.134

ANMNAPAT 119 HABJIIOJEHWA NYCTOTbI W BECKOHEYHOCTH, 2001 / Instrument for Observation of Emptiness and Infinity, 2001
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JIABUPUHT
MNpoekT

CnoBa «npecTynjeHne N «nepectynuTb» 3By4aT NO-pPYyCCKN NOYTN 0AMNHAKOBO. B ((ﬂ36|/|p|/|HT€» 06bl|’prBaeTCﬂ 3TUMoJsiormyeckoe

pPoOACTBO 3TUX NOHATUN B PyccKkom 4a3blke.

Lenb NpoekTa — co3naTb CUTyauuio, Korga 4esioBeKy npepnjiaraeTcsd cieagoBaTb 3anpeLlalolnm 3Hakam, KOTopble KaXyTca eMmy

YTOMUTEIbHBIMW U 6eccmbicneHHbIMU. vieloTea B BuUAy U Te 3anpeTbl, 4TO CYLLECTBYIOT B HalleM 3006pa)|(eval.

WHcTannauma otcbllaeT K KOHBEHLUSIM KOHKpeTHOoro I'Iy6J1I/I‘-IHOI'0 npocTpaHcTBa. MNoceTtutenam nwb6oro N3 HUX npennncaH

Habop A06POBOJIbHO-NPUHYAUTENBHBIX UHCTPYKLMIA/ NpaBuA, 1 Kaxablii YeI0BEK BblbupaeT, ciefoBaTtb UM Unn HeT. HapyweHue

noAo6HbIX KOHBEHLMIA npectynyjeHnem cHnuTaTb He NPUHATO.

[naBHOE B 3TOM npoeKkTe — OLlyLlleHNna noceTuTend, BbIHyXAeHHOro ny6]1VI‘-IHO NPUHATDL pelleHne NATU CKBO3b 3TOT J186I/|pI/IHT

6e3 CTeH, cihenys I'IOJJ.p06HOI7I pa3meTKe Ha noJy, 4TO6bI B KOHLE NyTW NONYYNTb KapTO4KY CO CJIOBOM «cBo60oAeH» (nanbHenwmne

WHCTPYKUMK OTCYTCTBYIOT). nu urHopuposaTb NpeanoxeHHble NpaBuia, To eCTb NepecTynuTb Yepes HUX.

Bbl60p, KOTOprI7I CTOUT nepen KaxiabiIM YYaCTHWKOM 3TOr0 KOJIIEKTUBHOro nepdopmMaHca, oYeBUIOEH AN BCeX, TaK Kak

NPOCTPaHCTBO 3ana-na6|/|pv|HTa nMmeeT OANH BXoA4-BbiXo[4, a 30Ha CBOGOJlbI, rne MOXHO NoJay4yuTb KapT-ﬁﬂaHLLI, BbINMATb BUHa,

noroBopuTb, HAXo0AUTCA B NPOTUBOMNOJIOXHOM OT BXo4a yriay.

JIabnpnHT MOXeT 6bITb PaCCMOTPEH Kak MeTapopa XWU3HW, N0 KOTOPOMN YENOBEK MAET OYEPYEHHBIMU TPONaMm, OrpaHUYEHHbII

3anpetamu, nOCJ1yLIJHbII7I nin HeI'IOCJ1yUJHbII7I MHOXeCTBY 3aKOHOB W NpaBwJ1, N TOJIbKO CMepTb OKOH4YaTeJIbHO 0CBO6OXAAET OT HUX.
WBAH YYI1KOB

THE LABYRINTH
Project

The words meaning ‘crime’ and ‘stepping over’ sound almost the same in Russian. The Labyrinth is game based on the ety-
mological kinship of these notions in the Russian language. The goal of this project is to create a situation when a person is
invited to follow banning signs which seem to be tiresome or meaningless for him or her. It also implies taboos which exist in
our imagination.
The installation refers to the conventions of certain public space. The visitors of any public space have to follow a set of volun-
tarily enforced instructions/laws, and every person chooses whether to follow or to break them. The violation of such conven-
tions is not usually regarded as a crime. The main thing in this project is the sensation of the visitor who has to take a public
decision to walk though this labyrinth without any walls, following a detailed marks on the floor to get a card that says ‘free’
on it at the end (further instructions are absent). Or he or she could ignore the suggested rules, i. e. to step over them.
The choice to be made by every participant of this collective performance is obvious for everybody as there is only one enrance
and exit aperture in this labyrinth of a room, and the zone of freedom where one could get a carte blanche, to have wine, to
chat, is in the corner that faces the entrance. The labyrinth could also be interpreted as a metaphor of life where a person
follows well-marked paths, following the limits of taboos, observing or breaking a number of laws and rules, when only death
could provide the final liberation.

IVAN CHUIKOV
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3CKW3 NMPOEKTA JIABUPUHT. TLICW, 2002 / Sketch of the Project Labyrinth. NCCA, 2002

9CKW3 MPOEKTA JIABUPUHT. TLCK, 2002 / Sketch of the Project Labyrinth. NCCA, 2002
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B o630pe xaHpoB «Jlanekoe — banskoe» MOXHO 6b1510 6bl yBUAETb 3aKaMybMPOBaHHYIO UPOHWIO NO NOBOAY XaHpa «TBOpYECcKue
NNaHbl XyAOXHNKa», €CK 6bl NNaH 3TOT He OKa3ascs B Nochenytolne AecaTUAETIS BbINOIHEH U NepeBbINOSIHEH...
JIOAMWUIIA BPEANXUHA

Reviewing genres in Distant — Near could reveal masked irony in respect to the 'creative plans’ genre every Soviet artist was
familiar with if this plan did not prove to be fulfilled and over-fulfilled in the next decades.

MILA BREDIKHINA
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Distant — Near

(completely accessible and recommended by the artist
inaccessible, accessible with difficulty, inaccessible yet, inaccessi-
ble-but-not-worth-the effort;
imaginable, desirable, liable to
suspicion).

All the events, their place and their
time are absolutely real and credible.

Review of Painting Genres

CEPWA IAJIEKOE — BJIN3KOE Ne 1, 1976 / Series Distant — Near # 1, 1976
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Historical Scenes
The present moment: the viewer’s presence in the private apart-
ment show.

Historical Scenes
Moscow region, Fili village (position unknown by the artist). Sep-
tember 1, 1812. The council of high ranking generals (The Council of
War in Fili).

CEPWA JANTEKOE — BJIN3KOE Ne 2, 1976 / Series Distant — Near # 2,1976
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Battle Paintin
The viewer’s apartment,

TV set. VREMYA news broadcast (21:15),
events in Beirut, Lebanon.

Battle Paintin
Events in Beirut, Lebanon,

happening at the moment (21:15)
when the TV broadcast is watching.

CEPWA NANTEKOE — BJIN3KOE Ne 3, 1976 / Series Distant — Near # 3, 1976
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Genre Scenes
The viewer’s apartment. At any hour of the night or day. A quarrel (or
a reconciliation) of spouses (lovers).

Genre Scenes

The same as above, but beyond the wall, in the
neighbours’apartment.

CEPUA JIAJIEKOE — BJIN3KOE Ne 4, 1976 / Series Distant — Near # 4, 1976
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Landscape
USSR. Moscow, Sadovo-Kudrinskaya street, 8, 1st floor facade: all

the windows at any time of the year and day.

Landscape
USSR. Kalinin region, Kimry district, Selishche village. 3rd house at
the northern corner of the village. August, 7 a. m. view towards the
West (South-West).

CEPUA JIAJIEKOE — BJIN3KOE Ne 5, 1976 / Series Distant — Near # 5, 1976
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Seascape
Any of the 3 sides of the parallelepiped, the artist’s personal work

Panorama 2 (or Window IV), an artwork by the same author, on
viewer’s choice.

Seascape
North-Eastern coast of the Thetys (longitude 48° N., latitude 55° E.)

The Mesozoic, Upper Cretaceous, 98857436 B.C., May 22, 21:00,
Moscow time.
South-West view.

CEPWA NANEKOE — BJIN3KOE Ne 6, 1976 / Series Distant — Near # 6, 1976
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Animalistic Series
Kalinin region. Kimry district, village of Selishche.
June, 20:00, Moscow time. The flock’s return from pasture
(4 animals).

Animalistic Series
Phili village, Moscow region, unknown district,
September 1, 1812.
A cat present on the floor* during the generals’ council in Fili
(the Council of War in Fili).
* The only fact which the artist does not guarantee.

CEPUA NANIEKOE — BJIN3KOE Ne 7, 1976 / Series Distant — Near # 7,1976

Still Life
Moscow, Kolkhoznaya Square. A dietary small café near the Forum
cinema. The first table to the right near the wall. Any working day
between 13:00 and 14:00.

Still Life
106 Pinehurst av. #113, New York. N. Y. 10033 USA
January 29, 1976. 19:00, Moscow time, the windowsill at Mr. K’s
apartment.

CEPUA IAJIEKOE — BJIN3KOE Ne 8, 1976 / Series Distant — Near # 8,1976
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Sporting Theme
Moscow. Dinamo Central Stadium. May 23, 1976

18:53. An episode near the Dinamo (Moscow) goal area.
Dinamo (Moscow) vs. Dinamo (Minsk) game.

Sporting Theme
North-Eastern coast of the Thetys (latitude 48° N., longitude 55° E.).

The Mesozoic, Upper Cretaceous,
98857436 B.C.,
May 23, about 18:00, Moscow time
Tyrannosaur vs. lguanodon, third round
(the fight continued for 17 seconds).
Background: plane-trees, magnolias, vines, laurels, etc.

CEPUA JIAJIEKOE — BJIN3KOE Ne 9, 1976 / Series Distant — Near # 9, 1976

Portrait
Any kind of mirror, no smaller than 20x20 cm., in any hour of the day
and on any day of the year with sufficient light.

Portrait
Self-portrait.

CEPUA NANEKOE — BJIN3KOE Ne 10, 1976 / Series Distant — Near # 10, 1976
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CEPWA NANEKOE — BJIN3KOE Ne 1, 1976 / Series Distant — Near # 11,1976
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IVAN CHUIKOV: TREATISES ON VISION



38

OKHO XLV, 2000 / Window XLV, 2000

CylwiecTByeT MHeHMe 0 TOM, 4YTO 6onblune XymoX-
HUKW C rogamiy HaunHaloT NOBTOPSATLCS — BOCNPO-
M3BOAWNTb MOTWBbI, KOr4a-To yAWBMBLUME WX CO-
BpemMeHHuKoB. lonarato, Bnpoyem, 4To 3T0 ckopee
VHEPLWS 3pUTENbCKOro B3risAa — JOCTAaTOYHO Ha
CKOPYI0 pyKy HabpocaTb knaccuukauuio, kak Bce
nocnegywuwme paboTbl XyLoXHuKa 6ynyT ¢ ner-
KOCTbIO pacnpenenstbcs No yxe W3BECTHbIM rpa-
¢®aM. Oco6eHHO Npu HanMuUn M3n6aeHHbIX (Unn
x0T 6bl noBTopsiowwmxcs) Tem. Tak, BaHa Yyin-
KOBa MOXHO noliMaTb Ha ero no6Bu K okHam. nn
K OTKpbITKam 1 mopto. N 3To HecMoTps Ha To, YTO
HacToslLLeli ero CTpacTbio — Npuyem BNoJIHe 0CO3-
HaHHOIi — ABNAETCA GparmMeHT.

Yem 06bSCHUTb HACTONYMBOCTb, KOTOPYIO NpOSIB-
NieT 3peniblil, COCTOSBLINICA XYAOXHUK? YTO 3T0,
1 B CaMOM Aefie NpU3HaK UCTOLLEHHOro Boobpaxe-
HWS UK Xe B oTpabaTbiBaHMK Npuema, B NoTped-
HOCTW NPOWTW 3TOT NYTb [0 KOHLLA NPOYUTLIBAIOTCS
nHble nobyxneHns? MHe kaxeTcsi, 3TO Mbl, 3pu-
Tenn, BCe BPeMs nonajaemcs Ha u3obpasutesb-
HOCTb — Mbl He MOXeM 0Tka3aTb cebe B y40BOJIb-
CTBWM y3HaBaTb 3HaKOMoe. Tak NpoMCXonuT faxe
B TOM Cllyyae, KOrna peyb MOeT O HOBEWWeEM uc-
KyccTBe. YTo NOMHAT (M UUTUPYIOT) chywaTenu ns
o6wmpHoro kopnyca TBopeHui LHuTKe? Tonbko
TaHro u3 Concerto grosso, To ecTb TOT peakui
My3blKaJibHblli GparMeHT, KOTOpbI MenoauyeH, a
cTano 6biTb — n3obpasuteneH. OctanbHoe npea-
CTaeT HepasnMyMMon KakodoHueii. Tak xe MBaH
YykoB [apuT Ham cly4aiiHyto paaocTb OT BCTPEYM
C LeJIOCTHbIM n3obpaxeHmem. Ho n oHo pacTBope-
HO B MOLLHEMNLWel X1BONUCHOW KakodoHuu. W no-
3TOMYy 3HaMeHUTble OKHa — YX€ He 4YacTb WHTe-
pbepa, NpaBaa, NpUcnocobieHHas B NOCTOPOHHUX
Lensx, a BbicKa3blBaHWE, KOTOPOe HOSIXHO 6biTb
npoAyMaHo 40 Camoro KoHLa.

Ecnu Bce xe oTnaBaTb HJaHb yTBepAMBLIUMCS B
KyNbType HOMWHauuaMm, To MBaHa YyiikoBa 6e3
TPyAa MOXHO OTHECTM K KOHLEenTyasbHOMY Teye-
Huo B nckycctse. 0gHako, rnsas Ha ero paboTbl
N3 CeropHsWHero aHsa, 9 6bl He cTasa HacTanBaTb
Ha WX NPUHAZNIEXHOCTW K TaK Ha3blBaEMOMY He-
oduLManbHOMy UckyccTBy. [leno B TOM, YTO Takoii
MCKyCCTBOBELYECKMI NOAXOM HENpPaBOMEpHO 3a-
FOHSIET UX B CJINLKOM y3KNe — UAeoNorn3npoBaH-
Hble — pamku. Mexay Tem WHTepec, Bbl3blBaEMblii
paboTamu YyinkoBa, yCTOWYNB 1 HEKOHBIOHKTYPEH.
OH OTHOCUTCS K TOMY, YTO MOXHO 6b110 6bl Ha3BaTb
N3YYeHNeM yCNoBUIA BALEHNS.

Yxe B Becesonn «Kynanbwwuue» 1969 ropa npu-
CYTCTBYET MHOrO€ U3 TOro, YTo 6yHeT TWaTesNbHO
npopabatbiBaTbcsl no3xe. [lpexae Bcero, ocme-
Nlocb HasBaTb 3TO NPOU3BEAEHWE CKYJbNTYpoW,
XOTSl HA COBPEMEHHOM AI3blKE €ro CKopee Ha3oBYT

HELEN PETROVSKY

There is an opinion that many of the major artists
start to repeat themselves as time goes by, repro-
ducing the motifs that amazed their contemporar-
ies once or exhausting a device that was formerly
considered groundbreaking. | would rather say that
it is the inertia of the viewer’s vision: suffice it to
sketch out an offhand classification, and all fur-
ther works by the artist will easily go to their well-
known positions in it. This is especially so when
there are some favorite (or at least recurring)
themes. Ivan Chuikov, for instance, can be caught
in his love for windows. Or his love for postcards
and the sea, despite the fact that his true passion
is the fragment, he is fully aware.

What could explain this persistence on the part of
every mature, well established artist? Is it really a
sign of depleted imagination, or does this perfect-
ing of the same device, the need to go all the way
to reveal? | think that we, viewers, keep falling into
the trap of representation — we cannot reject the
pleasure of recognition. It even happens when the
most recent art is concerned. What do listeners
remember (and quote) from the extensive body of
Schnittke’s oeuvre? Nothing but the tango from his
Concerto Grosso, that is, a rare musical fragment
with a melody in it and one that is consequently
figurative. The rest is perceived as inarticulate ca-
cophony. In the same way lvan Chuikov gives us
the rare joy of encountering a continuous repre-
sentation. But this representation also dissolves in
a powerful pictorial cacophony. Thus, his famous
windows are no longer part of an interior, although
put to other purposes; they are a statement which
must be uncompromisingly thought through.

But if you wish to follow nominations established in
culture, lvan Chuikov can easily be referred to the
conceptual trend in art. Yet, looking at his works
today, | would not insist on their belonging to the
so-called unofficial art. In fact, this art critical ap-
proach illegitimately pushes them into a way too
narrow, i.e. ideologized, framework. And the inter-
est aroused by Chuikov’s oeuvre is stable, it does
not follow fashion. It is related to what may be
called the exploration of the conditions of seeing.
As early as in the joyful Bather (1969) one finds
many of the things that the artist would explore
in greater detail later. First of all, | dare call this
work sculpture, although in the modern language it
would rather be designated as an installation. The
main intrigue here is that the protruding parts —
the woman’s body, monotonously racing waves,
imagined blue clouds — give way to a flat, i.e.
pictorial, representation. The bather seems to be
placed in an elongated box with its lid thrown open,
but, as Chuikov makes it clear in his later work, this
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NHCTAINIALINA TEOPUSI OTPAXEHMS I.
TAJIEPES PUIXVHA, MOCKBA, 1992 / Installation
Theory of Reflection. Regina Gallery, Moscow, 1992

WHcTannauuen. [nasHas UHTpUra B TOM, YTO Bbl-
nyksble 061aCTU — TeNla XeHLNHbl, pa3MepeHHbIX
BOJIH, YCNOBHbIX CUHUX 06/1aKOB — MNepexomsT B
NJIOCKOCTHOE — XUBOMWUCHOE — M3o6paxeHue. Ky-
nasbluuLa KaXeTcs NOMELLEHHOI B NPOAOAroBaThIN
SILLMK C OTKUHYTON KPbILKOW, HO, KaK Mbl y3HaeM 13
nosgHero YyiikoBa, 3TO BCEro JiNlb «MNaHopamax:
COBMeLLEHHbIA napannenenunes, KoTopblii camoii
CBOell KOHCTpyKUMel npobnemaTtusnpyet aooekT
3axBaTa Mly6uHbl B3rnsnom. BmecTto aTtoro nepe-
XMBaelb Heyno6Hble TOMYKK, MOXOXMe Ha Te, YTo
MelaloT co3epLaTb nelisax M3 okHa HabpasLeili
CKOPOCTb 3MIEKTPUYKN: NAaBHOE LBUXEHWE BOJSH
Ha BepTuKaNbHOW rpaHn «sWwuKa» nepe6uBaeTcs
WepLwaBbiMW OCTPOBAMU XeHCKUX rpyan u 6enpa,
BNOJIHE MaTepuabHO-06beMHbIMU; GOHOM Ans
HUX (Ha OTKMHYTOIW «KPbIWKE») CAYXUT CKPOMHas
MapuHa, 3aK/loYeHHas B ronybyio NpsMoyrofib-
HYI0 paMKy, a Takxe Hora, rosloBa u sroguua Ton
Xe Kynanblumubl, notepsswne BCIKUn o6bem. He-
ynoo6CTBO paccMaTpuBaHWS 9TUX BMOJIHE elue
GUrypaTuBHbIX 3/1EMEHTOB MOAYEPKHYTO COBMeE-
LeHneM pa3HopomHbIX dakTyp (cama unes swwka
noackasaHa NpPeanosIoXMTENbHO OEPEBAHHON Wan
rMncoBoin ocHoBoil). Bnocneacteum Yyikos 6ynet
OTKPOBEHHO COEANHATb Pa3Hble Bblpa3uTesibHble
CpencTBa — XuBonucb, doTorpaduio, o6pasbl Te-
NeBULEHUS, 9NEMEHTbI CKYNIbNTypbl, — 4TO6bI MO-
Ka3aTb, HaCKOJIbKO B Hallem BOCNpUSTUN Mbl 3aBW-
CUM OT KOHBEHLWA.

KoHeuyHo, Hambosnee nokasaTesibHa WHCTanAALWS
«Teopus oTpaxeHus» (1991), roe 3putenb cTanku-
BAETCS C pasNNYHLIMK BapuaHTaMn HEMUMETHYe-
ckoro BugeHus. byTbinka, a610ko n 6okan noctas-
JIeHbl B HEOYEBUAHYIO CBA3b CO CBOUMI CTPAHHBIMU
NPOeKLUSMU: TO 3TO TaKue Xe NpeaMeTbl No Apyryto
CTOPOHY MNyCTyIOWel pambl, CUMBOAN3NPYIOLLEN,
no-BUANMOMY, 3epKano; TO 3TO KOHTYpbl Tex Xe
npeaMeToB, 3aneyaT/eHHble Ha TEMHOM GOHE o4e-
penHoli NonyoBasbHOW KOHCTPYKLMW, TONbKO 6e3
camux nNpeameToB; TO MATEXHas XUBonucb, dpar-
MEHTOM KOTOpOI SABAAOTCA 3TW TpWU NpeaMEeTa,
npoay6anpoBaHHble UX Xe npoToTunamu. BapuaH-
TOB, KOHEYHO, 60Jiblue, N BCe 3aBMCUT OT BblbpaH-
HOWi TOYKM 3peHus. (Bameuy, YTO TaKOBO Ha3BaHue
oTaenbHol cepun paboT.) Benb ecnn BCTaTb Tak,
4TO pambl coefuHsATCs, 06pa3oBaB BEpTUKab, TO
MOXHO yBUIETb, Kak B OAHOM M3 MHOIUX CJy4YaeB
MaTepuanbHble NpeaMeTbl, pacnosIoXeHHbIe No 06e
CTOPOHbI OT paM, 3aMeHEHbl Ha WX FOpPU30HTasb-
Hylo npoekuuio. CnosBom, nof BOMNPOC MOCTaBfEH
He TONIbKO MexaHu3m oTpaxeHus (roBopsi 06 oTpa-
XEHUW, Mbl CKJIOHHbI NPEACTaBAATb cebe 3epkab-
HYI0 KOMUIO Yero-To B NPSMOM U faxe NepeHoCHOM
CMBbICJIE), HO 1 CaMO ero MaTepuasnbHoOe «Havyano»,

is just a ‘panorama’: a superposed parallelepiped
which, with its very structure, problematizes the
effect produced by the seizure of depth with the
eye. Instead, you experience uncomfortable jolts
resembling those that interfere with the view of
the landscape in the window of an accelerating
train: the smooth movement of waves on the ver-
tical side of the ‘box’ is interrupted by the coarse
islands of the female’s breast and thigh, clearly
three-dimensional in their materiality; they are
shown against the background of a modest marine
(on the open ‘lid") enclosed in a blue rectangular
frame, as well as of the leg, head and buttocks
of the bather that have lost all their volume. The
discomfort in viewing these still clearly figura-
tive elements is underscored by a combination
of heterogeneous textures (the very idea of a box
is prompted by the supposedly wooden or plaster
support). Later Chuikov will openly combine differ-
ent expressive mediums — painting, photography,
TV images, elements of sculpture — to reveal the
extent to which our perception depends on con-
ventions.

His Theory of Reflection installation (1991) is the
most representative, of course, in that the viewer
encounters in it different versions of non-mimetic
vision. The bottle, apple and wineglass are putin a
vague relationship with their bizarre projections:
be it the same objects on the other side of an
empty frame symbolizing apparently a mirror; the
contours of these very objects depicted against
the dark background of another semi-oval struc-
ture, but without the objects themselves; or a pas-
sionate painting representing these three objects
as its fragments, duplicated by their prototypes.
There are many more of the versions, of course,
and everything depends on the point of view you
have chosen. (Let me note that this is the title of
an independent series.) For if you take a position
from which the frames are perceived together as
a vertical, you can see that in one of the many
cases material objects situated on both sides of
the frames are replaced with their horizontal pro-
jection. In a word, it is not only the mechanism
of reflection that is put into question (speaking
of reflection, we are inclined to imagine a mirror
copy of something in the literal and even figura-
tive sense of the word), but also its very material
'source’, and this evokes the troubling thought of
copies without originals, of the special status of
pictorial resemblance, etc. Yet, despite the fact
that Chuikov goes even further by designing spe-
cial apparatuses for the contemplation of void and
infinity, painting remains one of his favorite means
of expression. In his oeuvre painting too functions

KOPOBKA. OBJIAKA 1,1997 /
Box. Clouds |, 1997

a 9T0 HaBOAWUT Ha 6ECMOKOMHYI0 MbIC/b O KOMMSIX
6e3 opurnHanos, 06 0co60M CcTaTyce XMBONUCHOIO
cxoacTBa U T.4. OgHako paxe nputom 4yto YyiikoB
nOeT fanblue, NPOEKTUPYS CneunanbHble annapatbl
LS co3epLiaHns NyCTOoTbl U 6ECKOHEYHOCTN, OBHUM
13 ero N3N6AEHHbIX N306pa3nNTesIbHbIX A3bIKOB
OCTaeTcs BCe-Taku XuBonucb. Ho u xmsonuch B
€ro TBOPYECTBE BbICTyNaeT UHCTPYMEHTOM No3Ha-
HUS — B NepBylo o4Yepelb COBCTBEHHbIX WINIO3MO0-
HUCTCKMX FpaHuLL.

CnoBo «MJO3NOHUCTCKNIA» BO3HUKAET Hechny-
yainHo, xoTa liBaH YylikoB KOMBUHMPYET XMBONUCH
pas3Horo TosKa: COBCTBEHHO (GUrypaTuBHylo, ab6-
CTPaKTHYl0, @ Takxe Ty, YT 1 6bl OTBaxunacb Ha-
3BaTb AEKOPaTUBHOW — UMEHHO B TakoW paspsn
nepeBomaTCcs upeosnornyeckme 3Haku (Hambonee
4acTO BCTPEYaeTCs KpacHas NATUKOHEeYHas 3Be3-
D.a) N anemMeHTbl ra3eTHoro WwpudTa. durypaTusHble
BKpanieHusi — Befib peyb BCe Bpems UAeT o ppar-
MeHTax — No3BONSIOT Pacno3HaTb B HUX XMBOMUCH
CTapblX MacTepoB W COLPeaNNCTUYECKYIO LWKOAY.
Ho yeTkux rpaHnL Mmexny npenmeTHol 1 6ecnpen-
METHOIN XUBOMUCHIO Mbl HE 06Hapyxum. NBaH Yyii-
KOB 03a604eH XM3HbIO GparMeHToB, B TOM 4ucne
NPeACTaBJIEHHbIX B YBENYEHUN, — @ 3HAYUT, ON03-
HaBaeMblli KOHTYp FOTOB B30pBaTbCst HArpOMOXae-

HUEM NATEH AN pasNieTalolWwmxcs B pasHble CTOpo-
Hbl LITPUXOB, U COBPaTh X B HEKOTOPOE LIEJIOE yXe
He npepncTaBnsieTcs BO3MOXHbIM. Ul BnpaBay Bce
3aBUCUT OT Touku 3peHus. MpeacTaBbTe cebe, YTo
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as a cognitive tool designed to probe, first of all,
into its own illusionist limits.

The word ‘illusionist’ is not accidental, despite the
fact that Ivan Chuikov combines painting of vari-
ous kinds, i.e., figurative painting proper, abstract
painting, and even that which | would dare call
decorative: the category under which ideologi-
cal signs (the most frequently encountered is the
red five-pointed star) and elements of newspa-
per fonts would fall. Figurative inserts — for we
never stop dealing with fragments — allow us to
recognise Old Masters painting or the school of
Social- ist Realism in them. However, we will not
find clear-cut borders between figurative and
non-figurative painting. Ivan Chuikov is preoc-
cupied with the life of fragments, including those
that appear as magnified, which means that the
identifiable contour is about to explode into a heap
of mottles or strokes scattering in every direction,
and it seems no longer possible to put them to-
gether into a whole. Everything depends on the
point of view, indeed. Imagine that you have not
been taught to recognize scale or, what is even
worse, you have been deprived of the acquired
skill of contemplation (including the correspond-
ing set of values): painting, lvan Chuikov seems to
say, is the effect of a correctly chosen distance,
and if we lose it (or fail to estimate it properly),
we turn into helpless insects whose only passion
is pure surface.

4
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CEPWS OTKPBITKI Ne 21,1990 /
Series Postcards # 21,1990

" http://www.horrormasters.com/Text/a0857.pdf, © 2002

Bac He Hayuywnim macwTtaby uam, 4To elie xyxe, y
Bac OTHA/M 6naronpuobpeTeHHblli HaBblk Co3ep-
uaHusa (BK/IOYas 1 COOTBETCTBYIOLWNI HAabop LeH-
HOCTHbIX OPUEHTUPOB): XNBONMUCb, CIOBHO FOBOPUT
NBaH YyiikoB, — 3TO 9ddEKT NpaBusIbHO BblibpaH-
HOIi aucTaHumm, a noTepss ee (MK He paccunTas),
Mbl NpeBpaLLaeMcs B 6eCNOMOLLHbIX HACEKOMbIX, Y
KOTOPbIX 0AHa CTPaCTb — YnCTasi NOBEPXHOCTb.
Ilymato, 4To dparmeHT yBniekaeT YyiikoBa kak pa3
NoTOMY, YTO MM TaK TPYLHO 3pUTENIbHO pacnopsi-
antbes. OcobeHHO ecnu nepep Hamyu — KOM6U-
Hauus GparMeHTOB pa3HOPOAHbIX. 34ecb Henb3s
He BCMOMHUTb cepuio «OTKPbITKM», OCTPOyMHOE
nepeBopaynBaHNe OTHOLWEHWS LEeJoro M YacTu.
PeanbHas OTKpbITKa, Kak 6yAnTO YMeHblueHHas
B pa3Mepax [0 NpOCTOro sipsiblyka, OKasbiBaeT-
€Sl MHKPYCTUPOBaHHON B 60MblUOe XUBOMUCHOE
n3o6paxeHne, BOCNpPOU3BOJSLLEE €€ dparMeHT.
Monyyaetcs, 4To 3T0 He6o B Hebe (TonbKo M3me-
HUBLLEICA GaKTYypbl), WAKN KpemaeBCKue ovepTa-
HUsi, NOBUCLINE B FYCTOW JIUCTBE, WU BUL, 03€p U
MeNbHUL, BnasiHHbIA B Kycouyek 6epera. Llenoe Tem
camMbiM Jepeann3yeTcs, HanoMUHas Hey3HaBae-
MbIli NOPTPET reHepana Ha 3HaMEeHUTON ForoseB-
cKoii Tabakepke: «...MecTo, e Haxoauaoch Anuo,
6b1710 NPOTKHYTO NasbLLEeM W NOTOM 3aK/eeHO YeT-
BEPOYroJIbHbIM JIOCKYTOYKOM 6ymaxku»'. Ho numeet
CMbIC/ MPOOJIUTL 3TY HEOXWAaHHYK aHanoruio u
pdanblwe. b.M. 3iixeHbaym npnBoauT 3T0 MECTO 13
«lllnHenn», 4Tobbl nokasaTb, KakK CTPOUTCS rpo-
TEecK: Ha NepBblil NNaH BblaBUraloTCs AeTanu, a To,
4TO, Ka3asnocb 6bl, 3HAYMMO — XapaKTEPUCTIKA ca-
MOro NepcoHaxa, — OTOABUIaeTCs Ha 3a4HWIA NaH.
(HanomHio, 4To 0 Bnagenble Tabakepku, HEKOEM
MeTpoBMYe, YNTATENIO NOYTN HUYETO HE N3BECTHO.)
HeTpyaHo noHaTb, YTO peyb UAeT o TpaHchopma-
LMW OUCTaHLMUK, U B 0601X Cly4asx — Kak B X1UBO-
nucu, Tak U B IuTepaType — 9TO NPUBOIUT K nepe-
onpeneneHunto He TOJIbKO CamMoro 06bekTa, HO 1 ero
nogpasyMeBaeMblX OTHOWEHWI C peasbHbIM — pe-
depeHumanbHbM — MupoM. Ha mecTe peanuama y
lorons BouapsieTcsi Tak Ha3blBaeMblli KOMUYECKNI
ckas, y YyikoBa — UPOHWYHBIN B3NS4 Ha UANO31-
OHWCTCKNE NpeTeH3un n3o6paxeHus.

1 yxe ynoMmuHana o Tom, 4to y YyiikoBa cTankmsa-
I0TCS pa3Hble BbipasuTesbHble A3blku. K ero «®par-
MeHTaM OTKPbITOK» TECHO npuMblKaloT «Buabl
Mocksbl» Havana 1990-x. lepsoe, 4To 6pocaeTcs
B rflada, — 3TO0 MOHTaxHas TexHuka. Bun Mocksbl
CMOHTMPOBaH C BUAOM KaKoro-Hu6yab Ipyroro
ropoga, Hanpumep [Mapuxa wan Puma. MNapapokc
Takoro reorpadmyecky HeLOCTOBEPHOrO BlAEHNS
3akJ/il0yaeTcs, 04HaKo, B TOM, YTO HOBbIV rmépua-
Hblii rOpPoJ, He BOCMPUHUMAETCS Kak HeYTo HEBO3-
MoxHoe. Kak pa3 HaobopoT. IMeHHO noTomy, 4To

| think that the fragment fascinates Chuikov so
much because it is so hard to visually exploit it,
especially if we are faced with a combination of
heterogeneous fragments. Here one cannot but
recall his Postcards series, a witty reversal of
the relationship of the whole and the part. A real
postcard seemingly reduced to the size of a sim-
ple label finds itself encrusted in a large paint-
ing depicting its fragment. As a result it is a sky
in the sky (however, of a different texture), or the
outlines of the Kremlin suspended in dense foli-
age, or a view of lakes and windmills welded into
a piece of shore. The whole is thus made unreal,
resembling the unrecognizable portrait of a gen-
eral on Gogol’s famous snuffbox: ‘...a finger had
been thrust through the spot where a face should
have been, and the hole had been pasted up with a
square bit of paper.” But it makes sense to develop
this unexpected analogy further. B.M. Eichenbaum
cites this passage from The Overcoat to demon-
strate the structure of grotesque: details are put
in the foreground, while things that are seemingly
significant, such as the description of the charac-
ter, are pushed into the background. (I will remind
that the reader knows almost nothing about the
owner of the box, a certain Petrovitch.) It is quite
clear that what is at issue is the transformation
of distance, and in both cases — in painting and
likewise in literature — it results in the redefinition
not only of the object itself, but also of its implied
relations with the real, i.e. referenced, world. If in
Gogol’s text the place of realism is occupied by so-
called comic storytelling (skaz), in Chuikov’s works
itis the ironic view upon the illusionist pretensions
of representation that prevails.

| have already mentioned that there are differ-
ent expressive mediums that clash in Chuikov’s
works. Views of Moscow from the early 1990s are
quite close to his Fragments of Postcards. The first
thing that strikes your eye is the montage tech-
nique. A view of Moscow is combined with a view of
some other city, such as Paris or Rome. However,
the paradox of such geographically inaccurate vi-
sion is that the new hybrid city does not appear as
something utterly impossible. Quite the contrary.
Itis precisely because the artist uses the language
of tourist postcards largely based upon the real-
ity effect produced by every photograph that an
accumulation of local attractions does not strike
us as being unreal. Moreover, though the seams
of two postcards or the larger part of the sheet (in
the case when one postcard is used) are filled in
with colored pencil drawing, even this break in the
means of expression does not interfere with that
special continuity which tourist clichés create in

KYNANbLUNLA I, 1974-1987 /
Bather |, 1974-1987

ncnosib3yeTcs f3blK TYPUCTUYECKMX OTKPbITOK, BO
MHOrOM OnupaloWwmincs Ha 3GdEeKT peasnbHOCTH,
Npou3BOAMMbIN BCAKON ¢oTOrpaduen, — Harpo-
MOXJEHNe LOCTONpUMeYaTeNbHbIX MeCT He no-
paxaeT cBoel HepeanbHOCTblo. bonee Toro, maxe
NPUTOM YTO CTbIKM MeXLy ABYMS OTKpbITKaMu unu
6osiblias YacTb camoro aucta (B cnyyae mcnosb-
30BaHNS OJHOI OTKPbITKM) 3anofHSIOTCH PUCYH-
KOM, CLENaHHbIM LBETHbIM KapaHLaloM, faxe aTa
nepebuBka N306pa3nTeNbHOro A3blka He MelaeT
TOW 0CO60M HenpepbiBHOCTU, KOTOpas B HaLeMm
BOCMPUATAN 3adaeTcs TYPUCTUYECKUMW WTamna-
mu. WcnonbsoBaHne YyiikoBbIM OTKPbLITOK, KakK 1
TesIeBU3NOHHbIX 06pa30B, CTaNKUBAET ABa pexumMa
BOCMPUSATNA: OAVH NO-NPEXHEMY CBSI3aH C 0CO6bIM
BPEMEHEM CYLIECTBOBaHWS PUCOBaHHbIX NPOU3-
BeAEeHUN, a BTOPON, Ass KOTOPOro MaTepuasbHblii
HOCUTENb CJly4aeH, yKa3biBaeT B CTOPOHY TOrO, YTO
B caMoM o6pa3se (yxe He n3obpaxeHun) oTcbinaeT
Hac kK HeBuaMMOMY. Mbl He BUANM TYpPUCTUYECKNX
OTKPbITOK: OHW NWWb Pa3MeyaloT OZHO U3 YyB-
CTBEHHbIX NMPOCTPAHCTB pa3fesiieMoro B COBpe-
MEHHOM Mupe onbiTa.

To, yTo MBaH YyinkoB He 4yxn ONTUYECKUM urpam,
CTaBAWMM NOA COMHEHWE caMy MaTepulo BUOM-
Moro, nokasbiBaeT cepusi «MHb — fiH». Ee MoxHO
paccmaTpuBaTb Kak CBO€06pa3Hblii XMBOMMUCHbIN
BapuaHT ncuxosoruyeckux tectoB Popuwaxa, no-
CTPOEHHbIX Ha urpe ourypbl 1 ¢oHa. Xpectoma-
TUIAHLIA NpUMeEp — ABa NOBepHyTble APYr K Apyry
npoowuns, KoTopble Npu nepedoKycnpoBKe 3peHust
npeBpalLaloTcs B pesibedHble KOHTYpbl Basbl. Y
YyiikoBa B Cepuu TOXe MPUCYTCTBYIOT OYepTaHus
JINL, CUTYSTOB U KakuUx-TO 6bITOBbIX NpeaMETOB.
Ero WHb un §H, BNpo4yem, He CTONbKO LOMNOJHSIOT
Ipyr Ipyra, CKOJbKO MOApbIBalOT BCAKYIO MOMbIT-
Ky AOCTPOUTb 3TN O0YepTaHWs L0 FapMOHWUYHOW
nosHoTbl: cnepdys (0)no3HaBaTeNbHON YCTaHOBKE,
3puTenb QONXEH BbI6MPaTh, YTO UMEHHO OH BUAMT.
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our perception. Chuikov’s use of postcards as well
as TV images results in the clash of two regimes of
perception: one of them is still associated with the
special time in which drawn works exist, while the
other, for which the carrier is accidental, points
to that in the image itself (and not in represen-
tation) which refers us to the invisible. We do not
see tourist postcards: they just map out one of the
sensible spaces of experience that we share in the
contemporary world.

The fact that Ivan Chuikov is not a stranger to
optical games questioning the very substance of
the visible is proved by his relatively recent Yin —
Yang series. It can be regarded as a sort of picto-
rial version of the Rorschach psychological tests
based on the play of figure and ground. A classic
example would be two profiles facing each other,
which, when your eyes refocus, turn into the curly
outlines of a vase. In Chuikov’s series you also find
contours of faces, silhouettes and the outlines of
some household objects. However, instead of sup-
plementing each other, his Yin and Yang subvert
every attempt to combine these outlines into a
harmonious whole: following the attitude towards
(re)cognition, the viewer is to choose what he or
she exactly sees. Here, within a sole representa-
tion, the fragment still plays a crucial part, but its
use is now conceptual, and not thematic: it is that
which refers us to the limits of vision itself.

Ivan Chuikov’s oeuvre deserves a long and detailed
discussion. Not having the space to cover all his
various experiments, | will end this essay by turn-
ing to the two series of works which should be
mentioned at the very least in passing. They are
his Point of View and Windows. It will not be an ex-
aggeration to say that the artist has been paint-
ing Windows all his life; in the series he examines
themes that are focal for his entire oeuvre. Indeed,
the window is a metaphor of painting proper, so it
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3necb, B npenenax ogHOro nsobpaxeHus, opar-
MEeHT No-NPeXHeMy UrpaeT KJIl04EBYIO POJib, HO UC-
NoNb3yeTcs yXe He TEMATUYECKM, a KOHLEeNTyanb-
HO: 9TO TO, YTO OTCbIIAET HAC K Npeaenam BULEHUS
KaK TakoBOro.

06 WBaHe YynkoBe Xxo4yeTcs rOBOPUTb MHOMO U
nogpo6Ho. He umes, ofHaKko, BO3MOXHOCTU OC-
BETUTb BCe MHOroo6pasue ero 3KCMepUMEHTOB,
OCTaHOBJIIOCb HAMOCNEAOK Ha ABYX cepusix pabor,
KoTopble TPebyloT XO0Ta 6bl 6€rnoro ynomuHaHus.
3710 «Touka 3peHusa» n «OkHa». He 6yner npe-
yBenuyeHneM ckasaTb, YTo «OkHa» nuwyTes Xy-
ILOXHUKOM BCIO XM3Hb — Ha HUX OH OTpabaTbiBaeT
TEMbl, LEHTpanbHble AN BCEero ero TBOpYecTBa.
B camom pene, okHO — mMeTadopa camMol XuBO-
nncu, 1 No3TOMy Hesib3s CYMTaTb CAy4alHOCTbIO,
4TO Yy1KOB NCNONb3YET OKHO, 3TY OCA3AEMYIO UH-
XEHEPHYI0 KOHCTPYKLMIO, KaK eciin 6bl OHO 6bis10
060pOTHOI CTOPOHON X0JICTa, 06HaXalowWen Takxe
1 CTSHYBLUMWIA 3TOT XONCT NOLPaMHUK. Anno3ns Ha
pamy, cnefoBaTeflbHO, TOXe MaTepuanuayetcs.
Cpelu MHOrMX BapuaHToB paboT 3Toli cepun 9 6bl
BblAesnna NepPCnekTMBHO CyXalowmecs OkHa, no-
BEPX KOTOPbIX HanucaH NpSMOYroJsibHbliA, CIOBHO
BUAMMBIN B OKHE MOPCKOM nei3ax. 3To ovepesHoe
KOHLLeNTyasbHoe BbiCKa3blBaHNe Ha TeMy X1UBONU-
CU, a TaKkke TPaLULMOHHOrO OnpedesieHuss 3Toro
XaHpa. B maHHOM cnyyae nepeBepHYTbIM OKa3bl-
BAETCS COOTHOLEHWE PeasibHOro W WJI030PHOro:
NepCnekTUBHLIN  CTPOW, KOHBEHLMOHANbHO-WA-
NIO3NOHNCTCKUIA, HaZenseTcs BEWEeCTBEHHOW He-
0TBPaTMMOCTbIO (4TO Takoe MaTepuanbHoe OKHO,
N3roTOBJIEHHOE MO 3aKOHaM NepcnekTuBbI?), Torna
KaK cam neiisax BbirsauT NoAYEepPKHYTO GPOHTaNb-
HbIM. Takum nepeBopaynBaHmem YyinkoB kak 6yaTo
BbIBOAWT B CBET AHS — NPeACTaBAseT HarnsgHo —
camu npaBuna UCKYCCTBa XWBOMWUCKU, OTAENSS UX
OT TOro pesysibTaTa, KOTOPOMY OHW LONXHbl He-
3aMeTHO 1 pabcku cnyxutb. Tenepb n3obpaxeHue
HanoOMVHaeT TeHb OT OKHa, EC/AN Mo NOCAefHUM
NOHMMaTb BbICTAB/IEHHbI Hanokas MexaHu3Mm
KYJIbTYPHOIO 3peHns.

«Toyka 3peHusi» — CTOJIKHOBEHWE ABYX Bblpa3un-
TeNbHbIX A3bIKOB: XMBONUCU U doTorpadun. 1 6bl
ckasana, YTo 3TO TOT pemkuii chyyaii, Korna xy-
LOXHUKY yaaeTcs NnpeofosneTb 3dOeKT HeyCTpaHu-
MoVi JOCTOBEPHOCTY, TUMUYHDI LN BCAKOrO GOTO.
B kaxmoil M3 paboT MCnonb30BaHO YepHo-6enoe
n3o6paxeHne Mops B NJoxyio norony. g noctu-
XEHUs cBoeli 3ajlaun — NPOBOLMPOBaHUS MATKOro
KoJsuianca BoCnpusTUsS — XyLOXHUK He 6ouTcs pa3-
MewaTb GoTorpaduio No AvuaroHanu, BepTukamu, a
Takxe BBepx Horamu. Ho rnaBHoe, 4TO B KOHSINKT-
Hble OTHOLLEHUS C HEN BCTYNaeT Kpacka, orpaHnymn-
Basi WIIO3MI0 BTOPOro nopsaka, a UMEHHO wito-

is hardly accidental that Chuikov uses the window,
a tangible engineering structure, as if it were the
reverse of a canvas, revealing also the stretcher
that holds the canvas tight. The allusion to the
frame is consequently also materialized. Among
the numerous versions of works from the series
| would like to single out perspectivally narrowing
windows featuring a rectangular seascape painted
over them as if seen through a regular window. Itis
another conceptual statement on painting and the
traditional definition of the genre. What is reversed
in this case is the relationship between the real
and the illusory: here perspective, both conven-
tional and illusionist, is made unmistakably solid
(what is a material window manufactured accord-
ing to the laws of perspective?), while the land-
scape itself appears conspicuously frontal. With
this reversal Chuikov seems to bring to light, i.e.
to demonstrate visually, the very rules of the art of
painting, separating them from the product which
they must serve in a humble and servile manner.
Now representation resembles the shadow of a
window, if the latter is understood as the mecha-
nism of cultural vision exposed.

Point of View is a confrontation of two expres-
sive means: those of painting and photography. |
would say that it is a rare example when an art-
ist has succeeded in overcoming the strong cer-
tifying effect typical of any photo. Each work of
the series utilizes a black-and-white picture of
the sea in stormy weather. To achieve his goal —
a mild collapse of perception — the artist is not
afraid to place the photograph angularly, verti-
cally, or even upside down. Most importantly, it is
color that clashes with it, restraining the illusion
of the second order, namely the photographic il-
lusion. Conceptual experiments with photography
have been well-known since the second half of the
20th century. Here, due to the intrusion of painting
(Chuikov hurriedly paints bits of a seascape over
the photographic landscape that has fallen off its
axis, or depicts a large ‘No Entry’ road sign on it,
or just drips intense yellow, supposedly the source
of light, or inserts a prominent silhouette into the
composition), due to all this photography turns
into background, fragment, element of decoration,
but primarily just another visual code among the
ones that we know.

Thus Ivan Chuikov limits the pretensions of each
expressive means to fullness and outlines new
possibilities for their use (including instances
when they function in combination with each
other). However, he does this on the basis of the
fragment. The fragment is that tool, conceptual,
representational, which takes the means to its

3u0 doTorpadmyeckyto. OnbiTbl KOHLENTyanbHOro
o6palueHns ¢ GOTO XOpPOLIO U3BECTHbI CO BTOPOU
nosioBuHbl XX Beka. 3pecb xe, 6narogapsi BTopxe-
Huto xmBonucu (YymnkoB HacKopo MUWET KyCOYKW
MapuHbl NoBepx ¢oTonen3axa, CMeCcTUBLIErocs
€O CBOel ocw, uan n3obpaxaet Ha HEM 60JbLIOK
LLOPOXHbIli 3HAK — KUPMNWY, UK NPOCTO pasbpbi3ri-
BaeT UHTEHCUBHbIA XeNTblii — NpesnonoXuTeNbHO
WCTOYHWK CBETa, WKW BCTaB/IIeT B KOMMO3MLMIO
NPUMETHbIN cunyaT), doTorpadus npeBpaLiaeTcs
B ®OH, GparMeHT, 3EMEHT LeKopa, a rnaBHoe —
BCEro NNb OAMH U3 U3BECTHbIX HaM 3pUTENbHbIX
KOL0B.

Tak WBaH YyiikoB OrpaHU4MBaeT NPeTeH3UN Kax-
JOro U3 BbIpa3uTeSNibHbIX CPEACTB Ha BCEOXBaT-
HOCTb 11 HaMeYaeT HOBbIE BO3MOXHOCTU LS UX UC-
nonb3oBaHus (B TOM Yuche 1 B KOMBMHaLUM Apyr
¢ apyrom). llenaeT OH 3T0, BNpo4yeM, nonarasicb
Ha ¢parMeHT. ®parMeHT N ecTb TOT MHCTPYMEHT —
KOHLIeNTyabHbI, N306pasuTesibHbI, — C NOMO-
LWbl0 KOTOPOro Bblpa3uTeNlbHOE CPeAcTBO MOABO-
IUTCS K CaMOW CBOeli rpaHuLe, U 0AHOBPEMEHHO
3TO cnocob BbiBSIEHWUS W Jaxe CBOeobpa3Horo
NPOEKTMPOBaHUA HOBbIX, HE OGOPMJEHHbIX elle
KOHBEHLMOHaNbHO CPeacTB.

WioHb — mionb 2010

BONbLAS KYNAJIbLINLA, 1969-70 /
Big Bather, 1969-70

own limit, and simultaneously it is a way of reveal-
ing and even, | would say, projecting novel means
that have not yet been supported with their own
conventions.

June — July 2010

HELEN PETROVSKY
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CEPUS UHb-5H Ne 9, 20083 / Series Yin-Yang # 9, 2003
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CEPWA UHb-AH Ne 10, 2003 / Series Yin-Yang # 10, 2003

CEPUS UHb-AH Ne 10, 2003 (NMEPEBEPHYTA) / Series Yin-Yang # 10, 2003 (turned up-side-down)
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CEPUA WHb-AH Ne 11, 2003 / Series Yin-Yang # 11, 2003 CEPUA WHb-AH Ne 4, 2003 / Series Yin-Yang # 4, 2003
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CEPUA WHb-AH Ne 7, 2003 / Series Yin-Yang # 7, 2003

CEPUA WHb-AH Ne 8, 2003 / Series Yin-Yang # 8, 2003
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CEPUA WHb-AH Ne 12, 2003 / Series Yin-Yang # 12, 2003

CEPUS UHb-AH Ne 13, 2003 / Series Yin-Yang # 13, 2003

55



56

CEPUA UHb-AH Ne 11, 2005 (BEPTUKAJIbHAS) / Series Yin-Yang # 11, 2005 (vertical)
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...l'erenbsHckoe aeneHve peHomeHa (UCKyccTBa B TOM YUCSiE) HA GOPMY U cofepXaHue Hawo 6oraTylo NOYBY B PyCCKOM
CO3HaHWUM, ABOWCTBEHHOCTb KOTOPOro oTMeyan un ®penn — cmoTpu «JlocToeBckuil 1 OTULEY6MINCTBO». [109TOMY HEBO3MOXHO
OrpaHN4nTb Cebs UCKNIYUTENBHO GOPMasfibHbIM aHafNM30M 3TOr0 CTPaHHOro UCKYccTBa, KOTOpPOe MO BHEWHUM NpuynHam
JopacTaeT Ao cTaTtyca AyX0BHOW xM3HW. O6LecTBEHHOE CO3HaHWE B CTpaHe, rAe Mbl pOAUANCh, NpUobpeTaeT cepuio TalHbIX
60n1e3HEHHbIX TOYEeK WAN 30H, OQHOBPEMEHHO 3POreHHbIX U NaTos0rM4yeckn CBepX4yBCTBUTENbHbIX. LLleHHOCTb KynbTypHOMo
fBNEHNS onpenensieTcs 34ecb NPUPOAOIK 3TOW 30HbLI U CNOCOBOM, KOTOPbIM aBTOp WX KacaeTcs.

«MeHs He MHTepecyloT NpobnemMbl CTUAS U 3CTETUKM KakK TakoBOW», — nNpu3Haetcs HaMm MBaH Yyinkos, XyLOXHWK Lenpo
npencTaBneHHblii B XypHane «A-A». Koraa Yopxon nenaeT npu3HaHUs Takoro poaa, 3To NOHATHO — 3HAM AenaeT aeHbri. Ho
Kakow uHTepec y aToro 45-seTHero pycckoro, Ybu paboTbl He MOryT 6biTb BbiCTaBJIEHbl U HAKTO X He NokynaeT? C XuTpocTbio,
LOCTONHOW pyCCKOro aunsiomara, rosopsiwero ¢ KuccmHaoxepom, aBtop usberaet nlo60ro npsMoro oTeeTa, Hamekasl Ha To, 4TO
CYLLECTBYET HEKU «KOHTEKCT», KOTOPbIN «AenaeT Nobon 06bekT, NOMELLEHHbIW B HEr0, Y4eM-TO 60J1bWMM, YEM-TO BbICLINM,
WHBECTUPYET ero B HEKYI0 duKLMo». CTONKHOBEHNE 3TON GUKLNM N peasibHOCTW BO3HUKAET B ero paborax.

Kak n o6ewwanu, nonbiTaemcs npoaenaTb NyTb CKBO3b 3TOT NabUPUHT. [laBanTe o6paTtumcs K 6uorpadunm n TBOPYECTBY XYLOXHMKA.
B paHHem petcTBe WBaH YyiikoB Hayan nucaTtb nemsaxu B NOCT-UMNPECCUOHNCTCKON MaHepe coupeann3ma. llocteneHHo ero
MaHepa CTaHoBuWAacb 60see MHAMBMAYaNbHON U HakoHel B 70-e XyAOXHMK Hayan uckaTb BbIXO4 U3 TPAAWULMOHHBIX pamMokK
pOMaHTN4Yeckoro nersaxa. OH Hayan KOMBMHMPOBaTb NNOCKNE N 06bEMHbIE 31IEMEHTbI, COBMELLATb XUBOMMUCHbIE U rpaduyeckme
n306paxeHunsi C 06bekTaMun U KOHCTPYKLUSIMUA.

Oco6eHHO MHTepeceH Unka «OKHa», NnacTUYecKUin kanameéyp, AOCTOWMHBLIN XyLOXHMKa nNpoTo-PeHeccaHca. Pama kapTuHbl —
OKOHHas pamMa. Ho TwweTHo Bbl 6yaeTe 0TbICKMBaTb B 3TUX pamaXx WII030pHbIX FY6UH KJlaccu4eckoro ne3axa. Bol HaTonkHeTech
Ha niockoe AHO, Mesikoe yrinybnexue, 6onee noaxogsiuee Ansg kKacaHuid, Yem ansa rnas. Penbed aTnx BUAOB U3 OKHA 3acTaBnsieT
BCMOMHUTb TakKTWUbHbIW NpuHUMN Bpanns. Cnenoe okHO nensaxein YymkoBa — 3TO MasneHbKWW TeaTp, HOCTasbrupymouias
dUKUMS KOCMOCa, LMHUYHOE YTeleHne AN 3ak/loYeHHOro, KOTOpoMy Hebo 3a pelleTKol CTaHeT HafoJiIro reoMeTpuyecKoii
abcTpakumen. FoBops 0 «HECKONbKUX YPOBHSIX MHTEPNPETALUN Xy LOXECTBEHHOIr0 NPON3BEAEeHMS» aBTOP NPU3HAET, YTO «CaMbli
BaXHbIl YypPOBEHb 3K3€ere3bl eCTb MonYanmBas aeknapaums». llo npasae, Mbl UMeeM 34eCb NyratoLuin TeaTp, rae HeMble akTepbl
urpaioT ans cnenbix 3puteneit. lepesbs HYyiikoBa HaNnOMUHAIOT ropbl Ha pesibedHoW kapTe. 0 yem wypat ux anctbs? U B yem
3aK/lo4aeTcs MoYanmBoe yTBepxaeHne XynoxHuka? K yemy oH MMeeT OTHOLWeHWe, ecin He K 3cTeTuke U ctuno? Ha atot
BOMPOC MOXET OTBETUTb TONbKO XuBywuin B Pycckon Umnepun, o6yyeHHbIN 330M0BY S3bIKYy COBETCKON KYNbTypbl. ABTOp He
MOXET He UMeTb OTHOLIEHWS K MPOCTOMY BOMPOCY — rAe rpaHuua mexgay npaBaon u noxbto? Ero pycckas ayautopus vwet
oTBeTa Ha 3TOT BONpOC — rae, No3aau TeaTpasibHbIX AeKOpaLMiA, Har10 UMUTUPYIOLNX NPOCTPAHCTBO, B KOTOPOE HeJNb3s BOWTH,
NPsSYYTCS coumanbHasa U aTudeckas npasaa? A XyLOXHUK, 6anaHCUpYIOLWNIA Ha FPaHN MOAYaHUS U OTKPOBEHUS!, MAMJIUT YTO-TO
BPOAE «XYLOXECTBEHHbIi 06bEKT N0 Npupoje CBOEN — 3TO Napafokc, OH ABOWCTBEH», 3TO OAHOBPEMEHHO U peasibHOCTb U
OUKUMS...

KOMAP 11 MENTAMIL

The Hegelian division of phenomena (including art) into form and content found fertila soil in the Russian consciousness whose
duality was also noted by Freud — see Dostoevsky and Parricide. For this reason it is impossible to limit ourselves to an exclu-
sively formal analysis of this strange art which is at the outer reaches of a specific mode of spiritual life. The social conscious-
ness of the country in which we were born possesses a series of secret sore spots or zones which are both erogenous and
pathologically hyper sensitive. The value of cultural phenomena is defined by the nature of the zone and the manner in which
the author touches it.

‘I am not interested in problems of style and aesthetics as such,’” acknowledges Ivan Chuikov, an artist who is profusely re-
produced in the A-Ya journal. When Warhol makes this sort of statement it’s understandable; Andy is making money. But what
interests this 45-year-old Russian whose work cannot be exhibited and who has no buyers? With wiliness worthy of a Russian
diplomat speaking to Kissinger, the author avoids any direct answer, intimating that there exists a certain ‘context’ which
‘makes any object placed in it something bigger, something more, invests it with a certain fiction...” The clash between this
fiction and reality occurs in his work.

As promised, we'll try to make our way through this labyrinth. Let us turn to the artist’s biography and art. In early childhood
Ivan Chuikov began painting landscapes in the Post-Impressionist manner of Socialist Realism. Gradually this manner became
more individual, and finally in the 70s the artist began to seek a way out of the traditional framework of the romantic land-
scape. He started combining planar elements and volume, laying pictorial and graphic images over objects and constructions.
The cycle Windows with its plastic pun worthy of an artist of the proto-renaissance is particularly interesting. The picture frame
is the window frame. But in vain will you search for the illusory depths of a classical landscape within these frames. You’ll run
up against the flat boom of a shallow recess, more suitable for the touch than the eye. The relief of these window views forces
us to recall the tactile principle of Braille. The blind window of Chuikov’s landscapes is a stage in a tiny theater, a nostalgic
fiction of cosmic space, the cynical consolation of a prisoner for whom the sky beyond his prison bars long ago became a
geometrical abstraction. Speaking of the ‘several levels of interpretation of an artist’s work’, the author admits that ‘the most
important level of exegesis is the silent declaration’. In truth we have here a frightening theater, where mute actors perform
before a blind audience. Chuikov’s trees most closely resemble the mountains of a relief map. What are their leaves rustling
about? What is the author’s silent statement?

What does concern him, if it is not aesthetics or style? This question can only be answered by an inhabitant of the Russian
Empire who is skilled in the Aesopian language of Soviet culture. The author is concerned with a simple question: where is the
boundary be tween falsehood and truth? His Russian audience seeks an answer to this question. Where are the social and
ethical truths concealed behind a veneered theatrical setting rudely imitating space which cannot be entered? And the artist,
balancing on the edge of silence and revelation, hems and haws, saying that ‘an artistic object is paradox by its ambiguous
nature’ is reality and fiction simultaneously...

KOMAR AND MELAMID

59



IVAN CHUIKOV / YURI ALBERT

HOW | BECAME AN ARTIST
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PELLETKA Il, ABTONOPTPET, 2009 /
Grid Il, Self-Portrait, 2009

YYIKOB: Kak i cTan XyAOXHUKOM... JTO KaK-To
04YeHb HEKOHKPETHO... XyJOXHUKOM 5 He 3Halo, Kor-
fla cTan, aa u ctan am Booblue. A Havano npogec-
CUOHaSIbHOII AeATeNbHOCTH, BUAMMO, HaLl0 OTHECTU
K camoMy Hayasly 06pa30BaHNs, K XYLOXECTBEHHOI
wkone. KoHEYHO, f 1 00 XyLOXECTBEHHOWN LIKOSbI
YTO-TO pUCOBaJI, HO KaK BCE NOAPOCTKN — pbila-
peli pucosas, NapycHUKW, BCagHUKOB. apycHuKn
0YeHb NIo6UN 1 3Han JOTOWHO, rAe Kakue peu, rae
Kakne 60M-6pam-cTeHbri. Ho Bce 3T0 coBepLieHHO
He CBA3bIBaN0Ch C CKYCCTBOM W Jaxe C pucoBaHu-
€M, NPOCTO CYLLECTBOBaNN Ha CBETe Takue Kpacu-
Bble Belly, KaK pbllapy B faTax uan napycHuku, n
33 HEMMEHNEM XUBbIX NapyCHUKOB WK XOTA 6bl GO-
Torpaduii pucosan cam. Korga mHe 6bino neT nge-
HapuaTb-TpUHaALUaTh, OTew, NPeaoXu MHe... Laxe
HacTauBan, 4Tobbl i NOCTYNUA B XyAOXECTBEHHYIO
wkony. HyxHo ckasaTb, 1 K 3TOMy OTHOCWJICS He TO
4TO6bl C NOAO3PEHNEM, HO i CTECHSAICS STIOAHMKA.
Ewe 0o wkonbl oTew, Kynua MHe MafeHbKWid 3TIoA-
HUK, W S XOOW BMECTE C HUM MucaTtb ropbl. 310
6b110 camo o cebe A0BOJIbHO UHTEpPECHOe 3aHs-
Tue: 3aHMMaTbCs C Kpackamu, pucoBaTb.

CHUIKOV: How | became an artist... This is a bit
non-specific... | don’t know when | became an art-
ist, if | am one at all. The start of my professional
career should probably be placed at the very be-
ginning of my education, at the art school. | used
to draw before the art school, of course, just as
every teenager does, | drew knights, sailing ships,
riders. | was fond of sailing vessels very much,
and | knew precisely well all those yards and royal
masts. All this, however, was in no way associ-
ated with art or even drawing, it’s just that there
were beautiful things in this world, like knights in
armour and sailing vessels, and so, as there were
no real sailing vessels or so much as photographs
of them available, | drew them myself. When | was
about twelve-thirteen, my father suggested, even
insisted, that | enter an art school. Well, | would not
go as far as calling it suspicion, but the sketch-
book made me shy. Even before the art school my
father bought me a small sketch-box, and | went
into the mountains with him to paint landscapes.
All this dealing with paints and painting was quite
an interesting occupation for me.

Nevertheless, the profession of an artist looked
suspicious to me — easels and sketch-boxes made
me shy. It was so different from anything my
friends cared about in their life, it even seemed to
pull me away from them, and | naturally didn’t like
it. When my father suggested that | go further to a
secondary art school, | actively opposed the idea. |
imagined myself going everywhere with a sketch-
box painting something, and | didn't see any
magic, any mystery, any fascination in it which
some children from non-artistic families might
see. It was quite an everyday business for me be-
cause | saw it all every day around myself, and,
at the same time, it made me different from oth-
ers. Since teenage mentality is quite conformist, |
didn’t really like to be different. To cut a long story
short, | was against it and said that | wanted to
stay at my school, with my friends, and that | did’t
need any art school. So | missed a year or two. My
parents gave up and stopped insisting. And then
(perhaps, it was not just the conformism of the
teenage mentality or the fear of the sketch-box),
when they stopped insisting on it, a certain sense
of antagonism obviously grew inside. | suddenly
decided that an interesting opportunity was no
longer looming ahead, and | broached the subject
myself. At once, | entered the third grade of the
art school — it corresponded to the fifth grade of
the common secondary school. The entrance exam
was quite hard for me because | had no skills then,
despite the sketching outings | did with my par-
ents. | remember ‘the master’ of the fourth grade,

Ho npodeccuss XymoxHuka Bbirisgena nomospu-
TeJIbHO — §l KaK-TO CTECHsICA MoJbbepToB, 3ToA-
HUKOB. Bce 910 6b110 HACTONIbKO HE MOXOXE Ha To,
Kak Xuam Bce Mo Apy3bsl, Aaxe kak 6yaTo oTae-
NS0 MEHSI OT HWX, N 3TO MHE, COOTBETCTBEHHO, He
Hpasunocb. Koraa oTel, npeafoxun MHe NocTynUTb
B MCXLU, 5 oyeHb akTMBHO BocnpoTuBuMcs. Sl npea-
cTaBun cebe, kak g 6yny XoaWTb C 3TIOAHUKOM,
4TO-TO PUCOBATb, — HUKAKOW Maruu 3a aTUM, Hu-
4ero TaMHCTBEHHOMO, UHTEPECHOro He 6bIs10, Kak,
BO3MOXHO, OIS pPebaT N3 cemell HEXyLOXHUKOB.
Ilnsa MeHsi 3T0 6b110 [OBOJIBHO 06bIAEHHBIM LENIOM,
S BUAEN BCe 9TO psAoM, HO B TO Xe Bpems OTany-
HbIM OT APYruX, a NOCKOJIbKy CO3HaHMe NoapocT-
KOBOE JOCTaTOMHO KOHGOPMMUCTCKOE, TO HEe OYEHb
MHE XxoTenocb oTauyaTbes oT gpyrux. Kopoue
roBopsl, s aKTMBHO COMPOTUBASACS, CKa3al, 4To
XO4y OCTaTbCs B CBOEI WKOJie CO CBOUMMU ApY3bsi-
MU U 4TO He HYXHO MHe HUKaKOW XyLOXeCTBEHHO
wkosnbl. U Tak 9 nponycTun rog nav nsa. Pogutenn
NnoCTaBWAN Ha 3TOM KPecT W nepecTanu HacTau-
BaTb. /1 BOT TyT-TO (BO3MOXHO, AeJ10 6bI710 HE TONb-
KO B KOHGOPMMU3ME AETCKOro CO3HaHMS Uian 6093H1
3TIOAHMKA), KOrAA OHW NepecTanu HacTansaTb, BO
MHe, BUAMMO, 3aroBOpUI0 YyBCTBO NPOTUBOPEYNS.
fl BOPYT pewun, 4To Kakasi-T0 MHTepecHast BO3MOX-
HOCTb nepecTana CBETUTb BNepeau, u cam NogHs
3TOT BOMpoc. fl nocTynun cpasy B TPETWIA KS1acc Xy-
JOXECTBEHHO WKOJbl — 3TO 6bl71 NPUMEPHO NATHIN
Knacc 06bl4HON LWKOMbl. Ha BCTynuTenbHOM 3K3a-
MeHe MHe 6blf0 AO0BOJIbHO TYro, Tak Kak § Torna
HWYero He yMen, HECMOTPSl Ha BbIXOAbl C poauTe-
JI9IMW Ha 3Tiodbl. 1 MOMHIO, Kak nogowen mMaTp U3
yeTBepToro knacca — Oner LlenkoB — n paBan MHe
COBETbI M0 NOBOAY KOMMO3ULMK, KOTOPYIO I My4H-
TesIbHO BblaesbiBa.

AJIbBEPT: 3710 6bIn1 3K3aMeH No KomMno3nuumn?
YYIKOB: Bbinn pUcyHOK, XUBORKUCH 1 KOMMO3MLMS.
C pUCYHKOM 1 XMBOMMUCbIO S KaK-TO CrnpaBuics, yX
He NOMHIO, XOPOLUO WAV MAI0XO, @ BOT C KOMMNO3WLM-
el 4eno 3acoxso, Hago 6blI0 YTO-TO NpUayMaTb.
fl n306paxan c60p KONOCKOB... WM MOJIOTb6Y, He
MOMHIO, HO, KaXeTCsl, YTO-TO CEJIbCKOXO3ANCTBEH=-
Hoe, Mo JIETHUM BrieYaTneHnsm. Jlo KoHLa WKosbl,
Jaxe 4o BTOPOro Kypca MHCTUTYTa 1 Npo3aHnmMancs
6e3 ocoboro uHTepeca. TaHynacb Takas pyTuHa...
HerT, BpY, B WKO/€e NHOrAa CAly4anncb BCMbILWKA UH-
Tepeca: Harnpumep, JIeTOM, Ha aTiodax, BCTpeyan
BAPYr YTO-TO HEOBbIYHOE — ipKWe 3aKaTbl, aHTUY-
Hble Xanatbl...

AJIbBEPT: Y10 3HaQ4MT aHTUYHbIE?

YYKOB: OHM 6binK Kak aHTUYHbIE... BUCESN Ha Te-
nax. Kaxercs, Ha Puxckom B3amopbe s 3T0 yBugen,
1 MHe OYeHb NoHpaswiocb. U Korga yxe B WKo-
fle npuwnocb AenaTb KOMNO3vumio, 8 chenan —

IVAN CHUIKOV / YURI ALBERT

Oleg Tselkov, coming up to me and advising on the
composition | was painfully creating.

ALBERT: Was it a composition exam?

CHUIKOV: There were drawing, painting and compo-
sition exams. | somehow managed to pass drawing
and painting — | don’t remember whether | fared
well or badly, but my resources somehow dried up
when it came to composition, so | had to invent
something. | drew a crop harvest... or threshing, |
don’t remember, but something agricultural, from
my summer memories. | had no interest in stud-
ies until finishing art school, and even up until the
second year of the Institute. It was a drudging rou-
tine... No, that’s not true, there were some flashes
of interest at school: in summer, for instance, dur-
ing sketching trips, | would suddenly encounter
something unusual — a bright sunrise, or antique
robes...

ALBERT: What do you mean by antique?

CHUIKOV: They looked antique... hanging on the
bodies. It was at the Riga seashore, | think, when
| saw it, and | liked it very much. And when | had to
do composition at school, | made it with antique
figures wearing red robes... But still there was no
real interest. Then, at the end of the second and
during the third year at the institute, when | was
bored to death by everything they had taught me,
| began to try doing everything in a different way,
in a way that was interesting to me. Straight away,
| started to get bad grades. That’s when the vital
interest emerged, it was when | had a chance to do
things in a different way — something | wanted to
do, not something | had to do.

ALBERT: Why did this opportunity to do things in a
different way come? Were you just bored to follow
the routine?

CHUIKOV: It wasn’t just boredom... | had, for in-
stance, a physiological reaction to those academic
drawings with nudes, etc. we had to make — those
lines and hatching. That hatching still makes me
sick, just as it did back then.

ALBERT: A kind of herringbone, right?

CHUIKOV: No, following the pattern...

ALBERT: Oh, you had a different school!

CHUIKOV: It's hard to describe it, you just imme-
diately see it, this ordinary hatching, stuck since
Chistyakov’s time, and it was utterly incompatible
with the living body. And since my awareness of the
living being was literal (deprived of any abstract
ideas), this hatching seemed to be lifeless, dog-
matic, a withered mannerism. And, in order to be
as close to nature as possible, to bring life into it, |
began to do something different, | drew lines under
different angles and in different directions; that is
how everything got started. Besides, | came from
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VIBAH YYIMKOB. KPbIM. CYJAK. 1957 / Ivan Chuikov. Crimea. Sudak. 1957

C aHTWYHbIMU GUrypammn B KpacHbIX xanaTtax... Ho
HaCTOALLEro WHTepeca BCe-Taku ele He 6biso.
MpuMepHO B KOHLe BTOPOro — Ha TPeTbeM Kyp-
ce WHCTUTYTa, Korga Bce, Yemy yywau, obpblano,
S cTan nblTaTbcA AenaTb Kak-To WHaye, NpocTo
4YTO6bl MHE camoMy 6bino MHTepecHo. Cpasy cTan
nony4yaTb TPOUKM 1 ABONKMN. TYT-TO U BO3HUK XNBOW
NHTEpec, Koraa nosiBiiacb BO3MOXHOCTb AesiaTb
MHaye — YTO XOTeJl, a He YTO HYXHO 6bis1o.
AJIbBEPT: Moyemy nosiBunacb BO3MOXHOCTb AenaTb
nHaye? lNpocTo cTano ckyyHo fenatb Tak?
YYIKOB: Jlaxe He ckyuyHo... Y MeHs 6biia, Hanpu-
Mep, dn3nonormyeckas peakumus Ha 3T akagemu-
YecKMe PUCYHKM, C 0BHaXeHKol U T. N., KOTopble
HaM NPMXOAMSIOCH AenaTb: BOT 3TOT WTPUX — MEHS
[0 CUX NOP TOLHWT OT Hero. W Toraa TowHuno.
AJIbBEPT: MapkeTukom Takum, na?

YYIKOB: HeT, no dopme...

AJbBEPT: 3HauuT, y Bac apyras wkonal

YYKOB: [laxe ero 1 He onuLueLlb, IPOCTO ero cpa-
3y BUIHO, Takoii 06bl4HbIl, CO BpeMeH YucTakoBa
BbEBLMIACS WTPMX. HO OH HUKaK He COOTBETCTBO-
Bajl XMBOMY Teny. A NOCKOJIbKY OLLYLLEHNE XNBOFO
6b110 04eHb 6ykBanbHbIM (HUKaKMX abCTpaKTHbLIX
uaen Tam He 6b110), ATOT WTPUX Kasancs elwe 60-
Jlee MepTBAlLEN, NOrMATUYHONM, 3acoXWen MaHe-
poii. W yTobbl cienaTb Kak MOXHO 6JMXe K HaType,
Kak MOXHO XuBee, YTO-TO COBCEM ApYyroe, s cTan
WTpUX0BaTb NOA Pa3HbIMU yriaamu, B pa3HblX Ha-
npasneHusx. BoT ¢ Takux Belwen n Hayanock. A no-
TOM, BCE-TaKM 5 6bia1 U3 CEMbU XYLOXHUKOB: 6blin
B AoMe, No-MoeMmy, yxe B To Bpemsi Ce3aHH, Mo-
aunbsHn. Ce3aHHa s OTKpbIA A cebs A0BOJSIbBHO
NO34HO, XOTSA KHUra iexasna Ha Buay; Ha MoannbsHu
1 paHblle 06paTua BHUMaHWe. B aTux kHurax 6110
4yTO-TO XMBOE. Hurae B Mupe 370 yxe He Bocnpu-
HUManoCh Kak X1Boe, a y Hac LelCTBUTESIbHO 6bl10
OTKpPOBEHUEM, TeM 6osiee B IOHOLECKOM BO3pacTe
6bIJI0 OTKPBITUEM 13, U XOTENOCb HE TO YTO6bI
nogpaxaTb WK fenaTb YTO-TO B TOM Xe pofe, Bax-
HO 6bIsI0 YBWAETb, YTO MOXHO KaK-TO MHaye, a He
€IOMHCTBEHHO TaK, Kak Hac yyaT. BoT Torna 4, Ha-
BEpHOe, 1 Hayan CTaHOBUTLCS XYLOXHUKOM.
AJIbBEPT: A kem Tbl X0Ten cTaTb 4O TOro, Kak Tebs
nocnanu B XyLOXECTBEHHYIO LLIKOAY?

YYIKOB: 1 He nomHto.

AJIbBEPT: Bo Bcsikom ciiyyae — XyAOXHUKOM He X0-
Ten?

YYIIKOB: HeT, HeT... CMeLHo roBOpUTb, YTO 5 XOTEN
6bl 6bITb MOPSIKOM, 3TO XeJaHNe jaxe B TOM BO3-
pacTe He OLLylWanoch Kak peanbHoe, X0Ts BOT 3TO
KaK pa3 6bls10 MHTEPECHO — MOPSAKOM Ha NapyCHbIX
Kopabnisax, poMaHTuKa Takas...

AJIbBEPT: Ckaxw, a koraa Tbl yyuncs 8 MCXLU v no-
TOM B UHCTUTYTe, 3TO Beflb yXe 6bina npodeccu-

an artists’ family, after all: | believe we had books
on Cézanne, Modigliani at home even at that time.
| discovered Cézanne quite late, though the book
about him was always on view, but | noticed Mod-
igliani earlier. There was some life in those books.
By then it would not be perceived as life anywhere
in the world, but it was a real revelation for me, and
in my youth it was a real eye-opener, and it wasn't
like | felt imitating or doing something of a kind, it
was important to see that you can do things differ-
ently, and not just the way you were taught. That is
when | began to become an artist, perhaps.
ALBERT: And what did you want to be before they
sent you to art school?

CHUIKOV: | don’t remember.

ALBERT: In any case, you didn’t want to become an
artist, did you?

CHUIKOV: No, no... Itis funny to say so, but I'd rath-
er be a sailor — even at that age | had an aware-
ness that this desire was not real, but that’s what
was interesting for me — to be a sailor, to voyage in
sailing boats, romantic of sorts...

ALBERT: Tell me, when you studied at the Moscow
secondary art school, and later, at the Institute —
it was some sort of professionalisation then, you
must have identified yourself as a future artist.
When you were fifteen it must have been clear to
you that you would have to pursue it all your life,
right?

CHUIKOV: Well, it is not that simple. Or, rather, quite
simple, but it requires long explanation. There was a
presumption of honest art making (it has survived,
but my views upon art making have changed). At
that point in time to be an honest artist meant not
painting portraits of leaders because the milieu
of the Moscow Union of Artists (MOSKh), to which
my parents belonged, viewed that as something
unbefitting... and there was the true, fine kind of
art... In principle, even then it seemed that one had
an opportunity to pursue the creation of real art.
However for me a problem emerged when | became
aware of myself as an artist, i. e. when | started to
do something differently.

ALBERT: And you never thought about it before, did
you?

CHUIKOV: Before that | just went with a flow. It was
boring. | had plenty of other childhood interests.
ALBERT: Now that’s what I'd like to know: at some
moment a critical point is reached, and there’s no
way back. When you graduate from an art school,
you can, let’s say, go to the Surikov Art Institute or
the Moscow Institute of Physical Engineering, or a
military school...

CHUIKOV: Actually, that’s what | should have done
because Algebra, Mathematics and Physics inter-
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1BAH YYI1KOB HA N0IBOJHOI OXOTE. KPbIM. CY[IAK. 1958 /
Ivan Chuikov at the subaquatic hunting. Crimea. Sudak. 1958

OHanu3aums, Tbl owywan cebs 6ynywnum Xynox-
HUKom? HaBepHoe, N B NiTHaguUaThb JIET yXe 6bi10
SICHO, YTO NPUAETCS BCIO XM3Hb 3TM 3aHMMaTbCA?
YY/KOB: TyT noBONbHO CHOXHO. BepHee, npocTo,
Ho TpebyeT monrux obbscHeHui. CywecTBoBana
npe3ymnLms YeCcTHOro XyaoxHuyecTsa (oHa u ceii-
4ac coxpaHuiacb, TOJIbKO M3MEHUANCH B3rNsSAbI Ha
CaMO XyAOXHUYECTBO). bbiTb YECTHBIM XYAOXHUKOM
03Hayaso He NucaTb NOPTPEThI BOXAEl, NOTOMY YTO
B MOCXOBCKOU cpefie, rae 66l Moy poauTenu, aTo
cynTanocb 3anapio, a BOT eCTb HacTosilee uC-
KyccTBO, Bbicokoe... Kasanoch, aaxe Torga, 4to B
NPUHLUMNE MOXHO 3aHUMaTbCsl HaCTOSIMM UCKYC-
cTBoM. Ho aTa npobnema BO3HWKNa Torna, Korna
f 0CcO3Han cebsi XyLOXHUKOM, TO eCTb Korga cras
JenaTtb YTO-TO NHaye.

AJIbBEPT: A no aToro npocTo He 3agymbiBancs?
YY/KOB: Jlo 3TOro 6bin1 NOTOK, Kak-TO WO CaMo
co6oi. CkyyHo 6bino. Macca Apyrux WHTepecos,
LeTCKuX.

AJIbBEPT: MeHs TyT BOT YTO WHTepecyeT: Bedb B
KaKoN-TO MOMEHT HabupaeTcs KpuTnyeckas mac-
ca — 1 Hasag yxe nyTu HeT. Ckaxem, U3 xygoxe-
CTBEHHOW LWKOJIbl MOXHO MonTn B CypuKoBCKMiA, a
MoxHo B MUOU nnn B BoeHHOE yunnuie...
YYNKOB: Co6CTBEHHO, KaK st U MOSIXEH 6bis1, NOTOMY
4TO MHE B TOW Xe XyLOXeCTBEHHOI WKose anreépa,
MaTemaTtuka u ¢ou3uka 6bian 6osblue NHTEPECHbI,
yeM xuBonucb. Kak-To yxe Ha NepBoMm Kypce WH-
CTUTYTa 91 BCTPETWUA Ha yauue Hawero ¢nsmka. OH
cnpocun, Kak gena. {1 rosopto: «Huyero, noctynun
BOT, yuycb». — «[ne?» — «B CypukoBckom». — «Kak
xe Tak?!» § 6bin ero NOBUMbIM YYEHUKOM B 3TOM
KJlacce, OH CYMTasl, YTO 1 OJIKEH MATW Ha MexMmar.
Mexay npouum, MHTEpEecHo, YTo y Hac B kJjlacce
6bl71 0AMH BRecTAWMIA YYEHUK — OYEeHb JINXON Xu-
Bonucel.  yauncs cpegHe, no-scsakomy. He 6au-
cTan. A oH Bcerga nosyyan nsaTepku, oYeHb JINXO
nucan. OH nowen B MaTemMaTUyeckuini UHCTUTYT. He
CTan XyOOXHNKOM. A 51 nowen B XyZoXHuku. lymato,
3TO NpocTO 6bina MHepuusi. 1 Toraa He oYeHb 3a-
LyMmblBascs, TeM 6onee y MeHs 6bin NpsAMoii XOA.
Bbino [oBOABbHO CNOXHO NocTynaTb Kyda-To, a Yy
MeHsi 6bls1a 30510Tas Medab no o6LWumM npeameTam
1 naTepku no cneumanbhbiM. W s noctynan B Cy-
PUKOBCKUA UHCTUTYT 6€3 3K3aMeHoB. A B apyrue,
BMAMMO, Npuwsoch 6bl coasatb...

ANbBEPT: A Torna B CypukoBcKuii 661710 CJI0XHO No-
nactb?

YYIAKOB: 9 He 3Halo, no-moemy, HeT. MeHs aTo He
Kacanocb, s noctynan 6e3 ak3ameHosB. fl caan no-
KyMeHTbI 1 yexan Kyaa-To.

AJIbBEPT: 310 xopowo... Tak, 3Ha4nT, Ha BTOPOM
UAn TPETbeM Kypce Tbl BAPYT NOHSJ1, 4TO 3TO AMKO
CKYYHO — pucoBaTtb?

IVAN CHUIKOV / YURI ALBERT

ested me a lot more than painting. Once, during
my first year at the institute, | ran into our physics
teacher in the street. He asked me how | was do-
ing and | said: ‘I'm alright, | am studying.” ‘Where?’
he asked. ‘At the Surikov.” ‘How come?!’ | was his
favourite student in our class, and he believed that
| should study at the Mechanics and Mathematics
faculty. It is interesting, by the way, that there was
another brilliant student in our class and a remark-
able painter too. Whereas my grades were average,
certainly nothing to boast about, he would always
get ‘A’ grades, and his painting was awfully good.
However he did not become an artist and went on
to study Mathematics whereas | went to study art.
It was just callousness; | didn’t think much about
anything at the time, | just followed the way. Back
then it was quite difficult to get into any institute,
and | had a gold medal for general curriculum sub-
jects and ‘A’ grades for special ones. That way |
entered the Surikov without passing entrance ex-
ams. If | went anywhere else, | might have had to
sit them...

ALBERT: And was it difficult to enter the Surikov In-
stitute then?

CHUIKOV: | don’t know, | don’t think so. It had noth-
ing to do with me, | entered without passing any
exams. | just filed an application and went away.
ALBERT: That’s good... So, during your second or
third year at the Institute you suddenly realised
that it is awfully boring to draw?

CHUIKOV: No, | was bored all the time, except few
moments | have already mentioned. | didn't seri-
ously think that one could somehow develop all
that. No, there were interesting moments. | even
had an idea during the first year already: well, in
principle, yes, you can do your stuff and find out
how to be an artist. | had no ambition whatsoever. |
remember my parents’ advice: greatness is not im-
portant, but every artist contributes in some way...
It was quite an abstract idea, and the occupation
was not interesting until... Well, perhaps, I'm exag-
gerating things and confusing you. Perhaps, it all
started during the second year, and then ambition
emerged when people from other courses came
to see what | was doing — not just because it was
good, but because it was different from what was
expected. It was interesting, and the interest in
the profession itself emerged with it. | remember
Eric [Bulatov] popping in during the break to have a
look at my scribbling. It was during the third year —
somebody mentioned me to him...

ALBERT: And what was it like?

CHUIKOV: Well, | think it was a sort of Cézannism,
but not quite like that. By the way, when Eric vis-
ited, there was a seated model in black, with pink
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VIBAH YYIIKOB MEPEL 3CKI30M MAHHO 15 KYBA
B KAMEHELL-NOJ0JIbCKOM /

Ivan Chuikov in front of the sketch of the picture
for a club in Kamenets-Podolsky

YY/KOB: HeT, cky4Ho MHe 6bi10 BCe Bpemsi, 3a Uc-
KJtOYEHNEM HEKOTOPbIX MOMEHTOB, Kak 1 yXe roBo-
pun. §1 He BOCNpUHUMan BCEpPbES, YTO 3TO MOXHO
Kak-To pa3BuBaTb. HeT, MHe 6biBano MHTEpecHo.
HaBepHoe, maxe yxe Ha nMepBoM Kypce i gyman:
na, B Np1HUMMNE, MOXHO AenaTb CBOE [e0, HaiiTy,
KaK 6bITb XyAOXHUKOM. YecTono6us He 6b110 HIKa-
Koro. BcnomuHato poautesibckue 3aBeTbl: HE BaXHa
BEJINYMHA, HO KaXOblll XyLOXHUK 4YTO-TO CBOE J0-
6aBnsieT... 310 6bina Takas abcTpakTHas uaes, a
CaMo 3aHaTIE He 6bIN0 MHTEPECHBIM, NoKa... MoxeT
6bITb, s HEMHOIO YTpUpYto, cbusato. BoamoxHo, ato
Ha BTOPOM Kypce Hayanocb. [10TOM BO3HUKIO 1 Ye-
cTonobue, NOTOMY YTO CTaau NPUXOANTb C APYruX
KypCOB, CMOTPETb, 4TO §1 Aenato, — He NOToMy, 4YTO
3TO 6bIJI0 O4EHb XOPOLLO, & NOTOMY, YTO 3TO 6bII0
He Tak, kak nonaranocb. CTano nHTepecHo, a, co-
OTBETCTBEHHO, 1 caMa npodeccus cTana kas3aTbcs
NHTepecHon. {1 noMHio, 3puK Ha nepemeHe npu-
6exan cMOTpeTb, YTO A TaM Hakapsiban. 3To 6bi1o
Kypce Ha TpeTbeM — KTO-TO Y4TO-TO cKasal...
AJIbBEPT: A kak 3T0 BbIrnsigeno?

YYIKOB: Hy, s aymalo, 3T0 Takoil ce3aHHU3M 6bi,
Ho He coBceM. Bor, kcTatu, korga 3pvk npuxoaun,
370 6blNa Takas Modesb cuasiLas, B YEPHOM, C po-
30BbIMU Lilekamu. f fenan He COBCEM NYaHTUAN3M,
HO TaK, 4Tobbl Kpacka He 6necTtena, He 6bi10 BOT
3TOro Maska, C HaXVMOM LBETOBbIM, HECKOJIbKO
MoawnbsiH1 HanoMUHAIOLLM.

AJIbBEPT: Hy na, TbikaHbe KNCTOYKON TaKoe.

cheeks. | wasn't quite making Pointillism, just
making sure the paint was not glittery, | avoided
brushstrokes with accentuated colour, somewhat
like Modigliani.

ALBERT: Ah, yes, a kind of brush dabs.

CHUIKOV: Not quite. Naturally, | hadn’t seen a real
Modigliani, only the reproductions. However, there
must have been his influence. Otherwise where
could | get that from?

ALBERT: There must have been a Modernism tradi-
tion in the family, mustn’t there? Some old paint-
ings... In any case, it wasn’t a banned topic at
home, was it?

CHUIKOV: No, and that’s quite important. Firstly,
my father took me to the Tretyakov Gallery to see
Vrubel before his paintings were taken away. | re-
member when the painting was missing from the
display, and it was a closed subject, | wasn't al-
lowed to discuss it at school. Afterwards, | remem-
ber the first exhibition, it was in 1954 | believe — |
was at school then but | remember it: | was just a
kid when father took me there and there was Venice
and Spain on the walls. My father said: now that’s
art... Secondly, we had books at home. Then it was
at the Institute, | might be lying here, as books re-
ally appeared when Father started traveling abroad.
His first trip was to India in 1952, and the second
was in 1957, when | was finishing school. Later,
some books were purchased from some second-
hand dealers. Besides catalogues of Modigliani and

YYIKOB: He coscem. 1 HM ofHOro MoaunbsHN He
BWAEN B HaType, 3TO eCTECTBEHHO, B PenpoayKLu-
ax sugen. Ho, HaBepHoe, 3To 6b110 BAnsiHME. Have
oTkyma?..

AJIbBEPT: A Beab 370 6bi10 B CeMbe — Tpaguuus
mMopepHusma? Kakue-To KapTuHku ctapble... Bo
BCSIKOM CJlyyae, 3T0 He bblna 3akpbiTas Tema?
YYIKOB: HeT. 3To BaxHblli MOMeHT. Bo-nepebix,
oTel MeHs Bogun B TpeTbskoBKy — Bpy6ensi cmo-
TPETb, elle A0 cHATUS. [ToMHI0, Korga NoToM ero He
6bin0. 1 3To 6blNa 3anpeTHas Tema — B LWKOJE ro-
BOPUTb 06 3TOM 6b1S10 Hesb3s. A NOTOM YXe NOMHI0
nepBylo BbICTaBKy, HaBepHoe, 310 6bin 1954 rog,
1 ele B WKone yyunca. Ho 9 nomHio, oTel, Boaun
MeHsi COBCEM NaL.aHOM, MOMHIO Kak celivac — Be-
Heuusi, Wicnanus Bucenu. W oTew, rosopu: BOT 310
nckyccTso... Bo-BTopbiX, Aoma 6blan KHUrK. 3TO
yXe B WHCTUTYTe, HO TYT He coBpaTb 6bl, NOTOMY
YTO NO-HACTOSALWEMY KHUTM NOSIBAANCD, KOF4a OTel,
CTan Bble3XaTb 3a rpaHuLy. [lepBbiii pa3 oH Bblexas
B 1952-M, B IHawnto, BTopoi pa3 B 1957-M. 3HauuT,
K KOHUY wWKoAbl. [IOTOM KHUMM MOKynanu y Kakux-
To nepekynwkos. Jloma 6b1m kpome MoaunnbsiHu
n CesaHHa PeHyap, umnpeccuoHucTbl, lukacco
rony6oii U po3oBblii... loMumMo 3Toro, 6bina ycT-
Has Tpaguums, He BU3yanbHasi. 3To noche TpeTbe-
ro Kypca Havanocb. PacckasbiBanu o BXYTEMACe,
Ganbke — Mama y Hero yuunacb, OTel, TOXE He-
MHOXKO, HO NOTOM Y KOro-TO ApYroro, He NoOMHIo, y
koro. Mama y Manesuya yynnacb, o4eHb HEAOO,
Yy Hee Aaxe, Kak NOTOM okasahnoch (4 3Toro, yBbl, He
3acTas), octaBanacb pykonucb Manesuya, KoTO-
pyto, Korga mbl 6111 B 3BaKyaumu, coceam, pacta-
WMBLUKE BCIO KBAPTUPY, TO I COXTAU, TO Au... Hy, B
obuem, ncyesna kyna-To. A korga g yuuscs Kypce
Ha TpeTbeM, oTel, MeHs npuBen K ®anbky. Het, cHa-
yana s 6bl1 y HEro ¢ 0AHON COYYEHULEN C Hallero
Kypca, Takas WycTpas LeBOYKa, OHa bbiBana y Hero
1 Hac npuBena. Mbl BTpoeM xoaunu — Takoii bops
Ilnopopos, oHa 1 9. MeHs Bce 04eHb nopasuio —
M He CTOSIbKO XMBOMWCb, XOTS1 U XMBOMUCb OYEHb
noHpaBwiacb, nopasuia YesnoBeyeckasi CUTyaums.
®anbk 6bln yXe cTapbiM Yenosekom (OH, No-moemy,
B 1958-m yxe ymep, a Mbl 6b111 rogy B 1955-1956-
M). Mpuwnn mbl, TpU MoOsIOKOCOCA, OH HaM NoKas3bi-
Bas Lenblil Be4ep KapTiHbl, HECKObKO COT KapTuH,
noTom pacckasbiBan o [lapuxe, 0 TOM, Kak OH TaM
xun. [lo cux nop NnoMHIo ero pacckasbl. A NoToM yxe
1 6blJ1 Y HEFO HECKOJIbKO pas3 C OTLOM, KOTOPbIA ero
XOpOLWOo 3Han. 3To 6bI0 04eHb CUbHOE BAUSIHUE,
He B NJiaHe XMBOMUCH, @ B YeJIOBEYECKOM NJiaHe —
KaK aKT NpOTMBOCTOSIHUS W YECTHOrO XYLOXHMW-
yeckoro gena. Hy BOT — MOMEHT 0co3HaHus cebsi
XYAOXHUKOM. A fo 3Toro, JO BTOpPOro wau Tpe-
Tbero kypca (He Mory TO4HO cKasaTb), 6bi10 AnLlb
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Cézanne, we had Renoir, Impressionists, blue and
pink Picassos at home... Besides that, there was
an oral tradition, not just a visual one. It all started
after the third year at the institute: | heard about
VKhUTEMAS, Falk — Mom studied with him, and Fa-
ther too, a bit, but then he studied with somebody
else, | don’t remember whom. Mom studied with
Malevich, not for very long, and it turned out that
she even had a Malevich manuscript, but | did not
get to see it because during the evacuation peri-
od our neighbours, who stole everything from our
apartment, burnt it or something... it disappeared,
somehow. During my third year at the university my
father introduced me to Falk. No, for the first time |
came to his place with a fellow student, a smart girl,
who was a regular at his house, and she brought us
there too. We went there, the three of us — Borya
Diodorov, this girl and myself, and | was astonished
by everything — not just by his paintings, although
| liked them very much, | was astonished by the hu-
man situation. Falk was already old (he died in 1958,
| think, and we visited him in 1955-1956). So the
three of us greenhorns come around, and he shows
us his paintings all night, several hundred paint-
ings, then he spoke about Paris and his life there.
| still remember his stories. Later | went there with
my father several times, my father knew him well.
This was a powerful influence — not in painting, but
rather on a human scale, as a case of opposition
and honest art making. This was the moment when |
became aware of being an artist. Before that, before
my second or third year (I can’t say for sure), | just
had an obscure feeling that, yes, one could be an
artist, doing something on his own, be honest and
pursue some high, remarkable art, your own kind of
art. From there the making of this art started, how-
ever funny it may sound. It was a conscious mak-
ing of what you were interested in, and you knew
beforehand it was destined for further punishment.
ALBERT: But was it actually a sort of Cézannism?
CHUIKOV: No, it was something more recent, like
blue or pink period Picasso. But | must say, gener-
ally speaking, that | went through the entire range,
starting with Impressionism. Perhaps, it was re-
flected in one or two artworks, but it was there —
there were Impressionists and Cézanne, Modigliani
and Picasso, and then...

ALBERT: Did you reach abstraction?

CHUIKOV: No, | didn't reach abstraction, | wasn’t
interested in it. And, honestly speaking, | am not
interested in it now either.

ALBERT: | see. Can you tell me, have you ever had
the feeling of transitional moment in your life?
CHUIKOV: No, there was no transitional moment
back then, (it's clear now) in retrospect. In fact,
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CMYTHOE OLLYLIEHWE, YTO Aa, MOXHO 6bITb XyLoOX-
HUKOM, enaTb YTO-TO TaM CBOE, BbiTb YECTHbIM,
3aHMMaTbCsl BbICOKUM, 3aMeyvaTeslbHbIM UCKYyC-
CTBOM, CBOMM. [10TOM Hayanocb MMEHHO AefaHbe
3TOro MCKycCTBa, KakK 6bl 3TO HU CMELUHO 3BYYaso.
Yxe cosHaTesbHOe AefaHbe Toro, 4To Tebe UHTe-
PECHO 1 NPO YTO 3apaHee 3Haellb, YTO OHO 06peye-
HO Ha HEKOTOpOe Haka3aHmue.

ANbBEPT: Ho peanbHO 3TO BbIFNSLEN0 Kak Takon
Ce3aHHU3M — uam Kak?

YYKOB: [la HeT, nosxe — Kak KaKoii-HM6yap ro-
ny6ont n pososbln linkacco. Ho Boo6le, HyxHO
cKa3aTb, YTO 1 NPOLUEeN BCO 3Ty raMmy, HauuHas ¢
umnpeccuoHncToB. MoxeT 6biTb, 3TO OTpa3wsioch
Ha ofHoW-ABYX paboTax, Ho Bce 6bi10 — Bbn UM-
npeccuoHucTbl 1 Ce3aHH, MoaunbsHu n lMukacco,
Hy a jasblue yxe...

AJNbBEPT: [lo a6cTpakuuu He nowen?

YYIKOB: HeT, 10 abCTpakummn He folies, HeuHTe-
pecHo 6bo. U celyac, YeCcTHO roBopsl, HeuHTe-
pecHo.

AJIbBEPT: MoHsaTHO. A ckaxu, noxanyiicTta, 370 owy-
LeHne nepexogHoro MoMeHTa, OHO y Tebs 6bino
OAVH pa3 B XM3HN?

YYNKOB: Jla HeT, Toraa Xe He 6bl0 NEPEXOAHOrO
MOMeHTa, 9TO 3agHWM uyucnom. Ha camom gdene
6b111 HECKOJIbKO pa3 KpU3NCHbIE MOMEHTbI Ha JeT-
CKOM, NoJlyAEeTCKOM YPOBHe, a NOTOM yXe cepbes-
Ho. fl cunTalo cBOM paboThbl COBEPLLEHHO 3pesibiMMy,
HO 9TO Apyras Tema. A Mbl FOBOPUM, Kak s cTan
XYLOXHUKOM — HaumHas ¢ 1969 roga. 310 6b11 Kpu-
3UC OYEHb TAXENbIN, NOTOMY YTO 1 IO 3TOro Aenan
3CTeTCKMe, MaHbepucTCKue Belu, s UX 6onblueli
YacCTblO0 YHUHTOXWJ1, HO KaKne-To MHOrga u cenvac
MHe nonagatotcs. MeHsl OT HUX TOLIHMT, S UX NPOCTO
BUAeTb He Mory. U koraa 'y Apyrux XyAoXHUKOB
4TO-TO NOJO6HOrO poja BUXY, Y MeHs 3TO cpasy
Bbi3blBaeT annepruto. f mor He6onblune paboTbl
nucaTb No ABa-Tpu MecsiLa, NOTOMY YTO 9TO Belb
TOXe Hacnenue WHCTUTYTa, TOro nepesoma, Koraa
€CTEeCTBEHHOW peakuuen Ha To, YEMY Hac yyuu,
6bi710 He 4TO, a KaK. YTo, Kak MOTOM 0Ka3anochb,
TOXe HenpasuabHO. [l noaTomy BOT Takol acTe-
Tn3M. loyemy s Mor nucaTtb KapTUHY HECKOJbKO
mecsiueB? [loToMy 4TO 1 BOSIXeH 6bl1 nepenpo6o-
BaTb BCE MbIC/IIMble BapuaHTbl N0 LBETY, f cYMTan
cebs abCconoTHO CBOGOAHBIM YesIoBEKOM, i MOr
nokpacuTb He6o, ckaxeMm, KpacHbIM, HO He Tak, KaK
3puK, Y HEro co cmbicfoM 6bis10, a y MeHst B 50-60-
X rofax co3HaHue 6bl10 Ha 3CTETUYECKOM, 3CTeT-
CKOM YypoBHe. EOMHCTBEHHbIM KpuTepuem 6bin
yncTo BKycoBoi. I HacTynun Kakon-TO MOMEHT,
Korna 3T0 BO MHE MpOCTO cjomanoch, s 6osblue
He cMmor, TOWHWUTb cTano. fla ewe Aedopmauns
aKTuBHas, durypbl aepopmuposasn. W Toraa g co-

| had several crises in childhood and in my early
teens, and then serious ones. | now view my works
as absolutely mature, but that’s quite a different
topic. We are, on the contrary, talking about how
since 1969 | had been becoming an artist. | went
through a crisis, quite a substantial one, because
prior to that | had been making very aesthetic,
Mannerist things, most of them | destroyed. Some
that were spared | still encounter from time to time
and they make me sick, | just can’t stand them.
When | see something of that sort in other art-
ists” work, | immediately feel allergic. Back then |
could be working on small works for two to three
months, and that was the Institute’s legacy, the
legacy of the turning point, when the natural reac-
tion to what we were taught was not about asking
the what, but rather the how question, which later
proved to be wrong too. That’s why | came to aes-
theticism. Why could | take several months to paint
a picture? Because | had to try every conceivable
colour variation, and | regarded myself absolutely
free, and | could paint the sky, say, red, but not the
way Eric did it, there was meaning in his colour, and
during 1950s-1960s my consciousness was at the
aesthetic level. Taste was my only criterion. Then
the moment came when something broke inside
me, | just couldn’t do it anymore, | was sick and
tired of it. Plus there was a certain deformation, an
active deformation of figures. So | consciously set
myself a task to make a series of transitional works
where | had to reject deformation — just draw-
ing everything as it was, simplifying it, often quite
naively, rejecting an arbitrary colour, that is, the
sky is blue, the cloud is white, the trees are green,
and the body is pink. Suddenly it worked, those
rigid borders emerged, and this made me feel free.
| quickly produced quite a lot of paintings. This
was a true turning point, reflected in two or three
works (they still exist). However, | had to make a
resolution to do it, | had to reject all the values |
cherished and cultivated for a long time, and it was
quite painful.

ALBERT: Was it 1969?

CHUIKOV: It took several months between 1968 and
1969. The turning point was associated not only
with the works, but also with comprehension of
certain facts. As a matter of fact, | was born into
the family of artists, and these artists were not
leftist, so to say, but free MOSKh artists. | kept
hearing all the conversations with the artists of
the same kind, the left wing of the Moscow Union
of Artists. Left MOSKh was a specific name that ap-
peared later, in the 1970s. What | am talking about
is left wing of MOSKh that | was brought up with
and believed in. One day | realised what these good,

BE3 HA3BAHWA, 1987 /
Untitled, 1987
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VIBAH YYIIKOB, 1978. ®0TO W. NAJIbMUHA /
Ivan Chuikov, 1978. Photo by I. Palmin

3HaTesIbHO 3ajan cebe cpenatb Ha NpOTAXEHUN
HECKOMbKVX NET LeSbili psia NepexofHbix paboT, B
KOTOpbIX 6bl1 6bl 0TKa3 OT fedopmaLmi: BOT 9 pu-
CYI0 TaK, KaK ecTb, Hy YNpoOLLEeHHO, YaCTO HEMHOro
HanWBHO, OTKa3aBWWCb OT MPOM3BOJIbHOrO LBETa,
TO ecTb He6o — rony6oe, o6nako — 6enoe, oepe-
Bbsl — 3eJieHble, TeNo — po3osoe. Ul Bapyr y mexs
3TO Oeno cpasy Mowso, XecTkne pamMKu Takue...
13-3a 9TOro s NoYyBCTBOBaJ cebs cBO6OAHbIM.
6bICTPO cAefian AOBOJIbHO MHOro paboT. 310 6bia
NepesioMHbI MOMEHT — 6yKBaJibHO ABE Wan Tpu
pa6oTbl (oHM cywecTBytoT). Ho Ha 3To Hago 6bino
pelmnTbCsl, HYXHO 6blaI0 0TKa3aTbCs OT BCEX LEHHO-
CTeln, KOTopble f1 Tak JOAro Niefiesn U BblHaLWMBa;
6b1J10 1OBOJIbHO 60J1€3HEHHO.

AJIbBEPT: 310 B 1969 rony?

YY/KOB: B TeyeHme Heckonbkux mecsies 1968-
1969-ro. 3TOT Nepesiom 6bia CBA3aH He TOJIbKO He-
NOCPenCTBEHHO C paboToi, HO U C OCMbICNEHUEM
HeKoTopbIX dakToB. [leso B TOM, YTO 1 BbIPOC B Ce-
Mbe XyLOXHUKOB, NPUYEM XyLOXHUKOB He TO YTO6bI
NeBoii OpueHTaLumn, Ho cBO60AHON, MOCXOBCKOIA. U
S NOCTOSIHHO CJiblWan BCE 3TW pa3roBopbl, NPUX0-
OUAN Apyrue XyAoXHWKW Takoro Xe Tuna — neBsbli
MOCX. Ho «neBbiit MOCX» — 3T0 yxe no3sxe, B 70-e
roapl. A 9 umeto B BUAY npocTo nesoe kpbiso MOC-
Xa, 3T0 TO, Ha YeM 1 BOCNMTLIBAICS U YEMY S BEpUJL.
Ho opHaxnbl 8 0co3Han T0, 0 YeM FroBOpUAW 3TU
Xopolue, HacTosime nesble XynoxHukn MOCXa.
OHW LeHUAN XMBOMUCb, XMBOMUCHbIE OTHOLIEHUS,
OHY LeHuan ®anbka — 1 Npy 3TOM COBEPLUEHHO UC-
KpeHHe roBOpuAaN, YTO UCKYCCTBO A0JIXHO 6biTb Ans
Hapoga, NOHATHO HapoAdy 1 BCE TaKoe...

AJNbBEPT: To ecTb OHU AENCTBUTENbHO 6blAM UC-
KPEHHW, He KakK no3xe, Korga rosBopwuiun, 4To uc-
KyCCTBO JOJIXHO NpuHaasiexaTb Hapoay, Bce 6bi1o
no-4yecTHomy?

YYKOB: [la, KOHeuHo, no-4yecTHOMY, HO NMpu 3TOM
LIeHN0Cb B CBOMX Xe paboTax, He TOJIbKO, CKaxeMm,
y ®anbka, 4To6bl 3TO 6bISI0 HaNUcaHo. 1 BApYr no-
Han (Torma kak pa3 [nasyHoB Havancs, Hapoa Ha
Hero Xo4mui, a MOXET, U HET, Hy HEBaXHO — Apyrue
6b111), 4TO Te LLEHHOCTM, KOTOpble OHU TaK senetoT,
COBEPLIEHHO HEAOCTYMNHbl HapoAy, OHU abcontoT-
HO 3nuTapHble, 3aKpbiTble... YT06bl HacnaxaaTbest
3TUMW LEHHOCTAMM, KaK Ma3oK K Ma3Ky MOJIOXeH,
KaK B35ITO OTHOLWEHNE Heba K AepeBy, STOMY HyX-
HO LOAr0 y4YWTbCsl, 9TO COBEPLUEHHO apucToKpa-
TWYeckas, anuTapHas Bellb. Kakoi Hapond, o Yem
Bbl roBopute! N BOT 3T0 NnpoTBOpEYMe cpasy no-
Kasano JIOXHOCTb cuTyauuun. Torga g pewus, 4To
HYXHO MpOCTO nuUcaTb, He MOTOMY, YTO S XOTen
6bITb NOHATHLIM HapoAy, a YTo6bl n3bexaTtb BCEro
aToro... TyT yxe Hakonuiacb W TOWHOTa OT Co6-
CTBEHHbIX U3bICKOB 1 MaHEpHUYaHbsl, BO-NepBbIX,

IVAN CHUIKOV / YURI ALBERT

genuine left wing artists of MOSKh were talking
about. They valued painting, fine art, they valued
Falk, and they were absolutely sincere when they
spoke of art for the public, that it should be easy to
comprehend, and all that...

ALBERT: That is, they were actually sincere, not like
years later, when they said that art ought to belong
to people, everything was honest then, wasn’t it?
CHUIKOV: Yes, of course, it was honest, and it was
valued to be painted in their own works too, not
just in Falk’s paintings. | suddenly realised (it was
just then that Glazunov appeared — people crowd-
ed to see his works, or maybe not, but that’s not
important, there were others of that sort) that the
values which they cherish are absolutely incom-
prehensible to the public — they are completely
private and elitist... In order to enjoy the applica-
tion of brushstrokes, the position of the sky in rela-
tion to the tree, you would have to study for a long
time, because it was absolutely aristocratic and
elitist. What public were they talking about?! This
antagonism immediately revealed the falsity of the
situation. It was then that | decided that painting
should be simple — it wasn’t because | wanted to
be understood by the public, | just wanted to avoid
everything of that sort. By then | already devel-
oped nausea of my own pretence and mannerisms,
firstly, and | denounced this monstrous antago-
nism, secondly. It was a lie, but an unconscious lie,
because they strived for the better.

ABLERT That was at the end of 1960s.

CHUIKOV: Yes.

ALBERT: Did you have the same feelings of becom-
ing an artist again later on?

CHUIKOV: Well, it wasn’t that | was becoming an art-
ist, but | had my crises. It was in the late 1970s,
when | was already making windows. | had about
thirty of them, and | had other works too, but the
main thing was those windows, people knew me by
those windows. | was bored: it was clear to me why
and what | was going to do. | could go on, and make
fifty, sixty, a hundred more windows. The setting
for me was that it was not the same as produc-
tion of chairs. That’s when the fragments emerged,
it was not on purpose: | always get a certain im-
age at first, | want to create something, and the
relationship comes later. Prior to that | already had
some photography experience of 1978 with painting
on photographs, Variants. | just saw a Rémbrandt
exhibition poster, which featured a fragment with
a large texture and glistening paint, with nothing
else was visible there. Immediately | thought —
that’s what should be painted. Later on it evolved
further.

ALBERT: Can you tell me whether this transition
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XWBOMUCb. ®PATMEHT, 1983 /
Painting. Fragment, 1983

a BO-BTOPbIX — OCYXAEHWe 3TOro 4YyAoBULLHOMO
npoTuBopeyus. JIxu faxe, HO XV HEOCO3HAHHOIA,
OHW Xe XOTenu Kak Jiyylue.

AJIbBEPT: 370 BCE KOHew, 60-x.

YYIKOB: [la.

AJIbBEPT: MoTom 6binn Takme owyweHns? Tel onsTb
CTaHOBWJICS XYLOXHUKOM?

YYIKOB: Hy He TO 4TO6bl CTAHOBIICS XYAOXHUKOM,
HO Kpu3anchl 6binu. bbin koHew 70-x, 9 yxe genan
OKHa, UX TOorga yxe WTyK Tpuauatb 6610, U opyrue
pa6oTbl 6b1n. Ho rnaBHOe — OKHa, MeHs 3Hanun no
okHaM. 1 MHe cTano cky4yHo; MHe CTano icHo, no-
yemy 1 Kak g 6yay aenatb. MoxHo 6bii10 npopon-
XaTb, coenaTb ele NATbAECHT, WeCTbAECAT, CTO.
Ho cpabaTbiBana ycTaHoBKa, YTO Mbl X€ He CTyJbsl
nenaem. Ul BoT Torga nownu dparmeHTbl. Mpuyem
3T0 TOXe He cnewumnanbHo, Y MeHs Bceraa BO3HMKa-
€T cCHavasna Hekuil 06pas, Xxo4eTcs YTo-To caenaTb,
a BCsKOe OTHOWeHWe — 370 noTtoMm. [paBaa, 6bin
yxe onbiT 1978 roga c poTorpadusmmn, XuBonuchb Ha
¢doTorpadusax — «BapuaHTbl», 3TO Kak 6bl NOAXOL.
A Torpa s npocTo yBugen rae-To nnakaTt BbiCTaB-
kn PembpaHaTa, 1 Tam 6bl1 pparMeHT — KpynHo-
GaKTypHbIiA, 1 61eck Kpacku, 1 60Mblue HUYEro He
BWIHO 6bln10. MMogyMan — BOT YTO HYXHO Hanucarb.
A noToMm yxe 3T0 BCe pa3BuBaeTCs, LONOJHAETCS.
AJIbBEPT: Ckaxu, noxanyiicTa, Nnepexon n3 onHou
cpeanbl, cpeabl XynoxHukos MOCXa, TpagyLOHHbIX,
B cpedy HeoduuMasbHbIX XYAOXHUKOB — 3TO 6bin

from a more traditional MOSKh milieu to the milieu
of unofficial artists, was it a turning point for you?
Or is not worth noticing?

CHUIKOV: It was rather special. As a matter of fact, |
never got into that milieu. Due to some traits of my
character | am not a really extroverted and sociable
person. It's not that | am hard to deal with, but |
find communication, especially with people | don’t
know, quite difficult, and it is not easy for me to
overcome myself. On the other hand, people were
suspicious of me because | came from an aca-
demic family. | remember a youth exhibition where
| was introduced to Eduard Shteinberg and Kuper
and where they boxed us into the left group.
ALBERT: When was it?

CHUIKOV: In 1967. However, | didn’t have any real
contact with them. They were a little afraid of
me, and they didn’t want me to join them either.
Generally speaking, they were right because, look
around — is there anyone in our circle, except my-
self, from the artists of that milieu? There are none.
ALBERT: It is an exception that proves the rule.
CHUIKOV: | have been alone for a very long time. |
kept in touch with some boys from my school and
maintained heartfelt contacts with them for a long
time, but then we drifted apart because our paths
diverged. | did not make the choice to become an
unofficial artist, | just didn’t want to be exhibited
at the exhibitions where their works were dis-
played. Besides, everybody voted for something
at the Moscow Union of Artists, and | didn’t vote.
| had a close friend at school, and our friendship
lasted for a long time afterwards. He actually told
me about the Gulag when we were at school be-
cause | knew almost nothing about it then. When
Stalin died, my attitude was ambivalent: the
mourning music and weeping mugs had their ef-
fect, on the one hand, and, on the other hand, |
couldn’t celebrate it the same way the convicts
did because | didn’t know the whole truth, | just
suspected something. So, this guy who opened my
eyes then, would suddenly say: ‘You know, it is not
that simple at all.” | believed that everything was
quite simple, in a way. That’s how life drifts people
apart because one cannot live without justifying
his or her life.

ALBERT: You said that at one moment you realised
that artistic values are not true values at all. Didn’t
you have this feeling at one moment, that these
artists are not true, while some others are true?
CHUIKOV: No, | didn’t feel anything of that kind.
ALBERT: | don’t mean the political views, | mean the
image of an artist in general: take Van Gogh, for
instance, is he a miserable sufferer, or a bearded
alcoholic?

WBAH YYAKOB W TAI MAJTUK. 70-E / Ivan Chuikov and Galya Malik. 70s

nepesiom? Winn aTo Kak-To HE3aMeTHO NPOK30LLA0?
YYIKOB: HeT, aTo oco6oe neno. Jeso B TOM, 4To 51 B
cpeny v He nonagan. 1, B cuny CBOWCTB CBOEro xa-
pakTepa, YeNloBEK HE 0YEHb 3KCTPaABEPTHbIN 1 Jier-
KWii B 061eH1N. He TO YTO 5 TPYAHbIN B 06LWLEHUN, HO
370 obLieHne, 0COBEHHO C HE3HAKOMbIMU, BAETCS
MHe Tpy.ZHO, N NpeononeBaThb cebsi TOXe AOBOJIbHO
TPyZHO. A C Apyroi CTOPOHbI, U KO MHe O4YeHb Mo-
LO3pUTENbHO OTHOCWIINCD, NOTOMY YTO S U3 CEMbU
akagemuka. 1 noMHio, 6bina MofoaeXHas BbiCcTaB-
Ka, Koraa s no3Hakomucs ¢ daukom LLitenH6eprom
n Kynepom, 1 Tam Hac crpynnmpoBani Kak neBbiX.
AJIbBEPT: 370 B kakoM rogy?

YYKOB: B1967-M. Ho HacTosILLEero KOHTaKTa y MeHst
He nosyymnocb.  noToM, Heckosibko pa3 3To 6bino,
MeHs nobamBanucb U He xoTenun. B obwem-To,
npaBUAbHO, HaBepHoe, MOTOMY YTO — celvac §
CMOTPIO — eCTb XOTb OAWH B Hallel cpeae, Kpome
MeHS1, U3 XyLAO0XHVKOB Toli cpelpbl? Hukoro HeT.
ANbBEPT: UcknioueHne, noaTBepxaatoLLee npaBuio.
YYKOB: A oueHb [oAro 6b1 B OAMHOYECTBE.
Y MeHs 6bIn KOHTaKTbl C pebsaTamu, ¢ KOTOpbIMM
S y4wics B LIKOME, U S C HUMW NO-YesloBeYecKn
KOHTaKTUpoBan [OBOJIbHO AO0JIr0, HO MOHeBOJsE
pa3owescsi, NOTOMY 4YTO XW3HEHHble AOoporu no-
cTeneHHo pasownucb. N 9 He Bbibupan 3apaHee,
yTo A 6ydy HeodMUMANbHLIM XYLOXHUKOM, a Npo-
CTO Ha BbiCTaBKax TeX, rAe OHW BbICTaBASNCD,
S He xoTen BbicTaBnaTbeA. Tam Bce B MOCXe 3a
YTO-TO roSIOCOBaM, @ 1 HET. Y MeHs B LWKose 6bi
6113KUIA ApYr, C KOTOPLIM Mbl SO0 NOTOM ApPYXWU-
Jun. OH MHe, co6CTBEHHO, OTKpbIN rnasa Ha [YJIAT
elle B LWKOJie, MOTOMY YTO §l MOYTU HUYErO He 3HaJ.
N korpa ymep CtanuH, y MeHst yxe 6bi10 K 3TOMY
LBOVICTBEHHOE OTHOLLEHWE: C OLHOI CTOPOHbI, TPa-
ypHas My3blka 1 3anakaHHble POXU KpYroM Kak-To
LelicTBOBasM, a ¢ ApYyroii CTOPOHbI, i He Mor pa-
[0BaTbCsl, KaK 39KN pajoBaauncb, NOTOMY YTO S He
HacTONbKO BCe 3TO 3Hafl, HO YTO-TO NOJ03peBall.
Tak BOT, 3TOT NapeHb, KOTOPbIii MHE OTKPbIN rnasa,
noTom, No3xe, BAPYr roBopuT: «Tbl 3Haelb, BCe He
Tak npocTo». MHe Ka3anocb, YTO BCe 3T0 AOBOJIbHO
NPOCTO B HEKOTOPOM CMbICJie. Tak YTO XM3Hb, OHa
pa3BoAWT, MOTOMY YTO YeSIOBEK HE MOXET XUTb, He
onpaBAbiBas CBOE XN3HMU.

ANbBEPT: Tbl cka3as, 4To B KaKOW-TO MOMEHT Tbl
NOHSI/, YTO XYAOXECTBEHHble, XWBOMUCHbIE LEH-
HOCTN — 3TO He LeHHOCTU. He 6b110 in B Kakon-To
MOMEHT OLLYLLEHNS, YTO BOT 3T XYAOXHUKUN HEHa-
cToslMe, a Kakne-To apyrue — Hactosiwme?
YYIKOB: HeT, 3Toro y MeHs He 6bino.

AJIbBEPT: 1 umeto B BUOY He MONUTUYECKYIO NO3U-
LMio, a ecTb 06pa3s XyAoxHuKa, Hanpumep, BaH llor,
HecyYacTHbI cTpagasnel, Uan XyooXHUK — 6opoaa-
Thlii @NKOroanK?

IVAN CHUIKOV / YURI ALBERT

CHUIKOV: You know, | somehow avoided all that,
such images failed to appear in my mind. | owe
much to my parents because it was them from who
taught me about true art, and they somehow in-
troduced me to it We shall not discuss now where
their art belongs. The point is, there is genuine art,
and there is phoney art that is not art, but oppor-
tunism. Whether this division is right and whether
it really exists, is a different question, but that’s
where it started for me. Perhaps, this is the reason
why [ still cannot say that there are genuine art-
ists and there artists who are not. | have similar
feelings towards young left wing of MOSKh: | don’t
particularly like what they do, but they made their
way up, and some people like it, so let it be.
ALBERT: No, it’s not that, | am asking what you think
of yourself, not the way you classify others. You are
saying that there were those refined, arty values
at first, and then there were other values, and it is
not about whether these were true values or not,
but by leaving some of them behind and identify-
ing yourself with other values, you became more
genuine as an artist, didn’t you?

CHUIKOV: | see. Oh, no, you know, | don’t assess it
that way; it was just interesting for me to do it,
and | had to do it. | never even asked myself this
question whether | was a true artist or not. How-
ever, as far as ambition and vanity are concerned,
that is a different story: initially | was completely
unambitious. When | had my first success, when
people learned about me, that is when my ambi-
tion revealed itself. It is still there, unfortunately,
and it still interferes with my life. For some reason |
remember a conversation with my future wife | had
during our first or second date; | was explaining my
theories to her: ‘Well, | know that I’'m not a Picasso
(what a self-humiliation!), but artists are different;
it is important to create your own world...’

ALBERT: And yet, the transition from one milieu to
another...

CHUIKOV: Yes, it is important and interesting, and,
perhaps, it is the most interesting thing. It was a
gradual process. | kept in touch with my school
friends and classmates from the institute, it was
the same group of people. Later, when | was already
among unofficial artists, | continued to see them
until one incident, but that’s another story... And
later, some time in the early 1970s Natasha Yablon-
skaya, Myuda’s sister, was preoccupied with cul-
tural outreach activities: she was making arrange-
ments with different artists, gathering groups of
people to conduct guided tours of artist’s studios.
| had heard the names of Krasnopevtsev and Kaba-
kov before that. And from Pivovarov who lived not
far from my place -our wives were colleagues- |
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BAHS YYIKOB. 1938 / Vanya Chuikov. 1938

®OTOKOMMUW PABOT UBAHA YYIAKOBA 1 3PVUKA EYJIATOBA HA
BEHELIMAHCKOM BUEHHAJIE. OPUTUHAJTbI HEOOULINAJTbHBIX
XYIOXHWKOB, X1BYLUNX B CCCP, HE MOT /11 BbICTABJIATLCA
3A TPAHULIEW. 1977 /

Photocopies of works of lvan Chuikov and Erik Bulatov at
Venice Biennale. Original works of unofficial artists living in
USSR were not allowed to exhibit abroad. 1977

YYIKOB: Tbl 3HaeLLb, 51 Kak-To 63 3TOro 06oLEeNcs,
Y MEHsi He CO3A,aBanoCch UMuIXei. § 04EHb MHOrUM
0693aH CBOVM poAauUTENsiM, NOTOMY YTO UMEHHO OT
HUX A Y3HaJ, YTO eCTb HaCTOSWEE UCKYCCTBO, OHU
KakuM-To 06pa3om BBesIM MeHs B 3To feno. He 6y-
Jlem ceiyac roBopuTb, Kyfa OTHOCUTCS UX UCKYC-
cTBO. ECTb HacTosLLee NCKYCCTBO, @ €CTb JIOXHOE,
He UCKyCcCTBO, a npucnocobneHne. NpaBunbHoe n
3TO pasfenieHne U CyWecTBYET I OHO — LpYroii
BOMPOC, HO C 3TOr0 HayasoCb MOe BXOXAEHWE B
neno. BoaMoxHo, no 3Toi NpuyrHe 9 A0 CUX Nop He
MOry ckasaTb, YTO eCTb HacTOsLMNE XYAOXHUKH, a
ecTb HeHacToswme. Jlaxe 0THOCUTESIbHO MOJI0AOr0
nesoro MOCXa: Hy MHe He HpaBuUTCS, Y4TO OHW Ae-
J1aloT, HO OHW JOPOCAM A0 3TOrO, U NOTOM, KOMY-TO
3TO HPaBUTCS — W Ha 3040POBbeE.

ANbBEPT: HeT, 9 umelo B Buay ans cebs, He Kak Tbl
Apyrux genuvub. Tol roBOpULlb, CHa4ana 6biaun LeH-
HOCTU TOHKWE, XUBOMUCHbIE, NOTOM MHbIE, 1 HE TO,
4TO OHW HACTOALME UKW HeT, @ BOT 51, s OT 3TuX
1 Npuasa K Tem, cTan 6osee HacToALWMNM.

YYIKOB: MoHsin. HeT, Thl 3Haelub, s Tak He pacLie-
HMBalo, NPOCTO MHE UHTEPECHO 6bIJ10 1 HYXHO 6b1J10
4TO-TO AenaTb. A HaCTOSALMI AN HET, y MeHs Aaxe
BOMpoca Takoro He BO3HWKano. flpyroe peno —
Twecnasue, Yyectonobre. Ho s 6bin abconoTHO
HeyecTono6uB. Korna nossuamch nepsble ycnexu,
Korga MeHsl roe-To y3Hanu, npuaHanu, Torga no-
SIBUJIOCb U YecTostobue — 1 JO CUX NOpP HUKaK He
NPoMAaeT, K COXaNeHno, BCe BPEMS MELLAET XUTb.
Moyemy-To 3anomHuUCA pa3roBop Npy NepBOM WK
BTOPOM CBMWIaHWN C Moeii 6yayleli XeHON, Koraa
s eli usnaran cBoto Teopuio: «Jla, s 3Halo, YTO 9 He
Mukacco (camoyHU4nxeHue Kakoel), Ho XyOOXHUKN
pasHble 6bIBalOT, BaXHO CO3LaTb CBOW MUP...»
AJIbBEPT: Ho Bce xe nepexopd W3 OgHoli cpedbl B
apyryo...

YYIKOB: [la, 370 BaxHO 1 NHTEepecHO, BO3MOXHO,
3TO camMoe MHTepecHoe. 3TO NPONCXOAUA0 nocTe-
neHHo. S obwanca Co WKOAbHBIMU U WHCTUTYT-
CKUMM Apy3bsiMu, 3T0 6bla 0gHa U Ta Xe rpynna.
Mo3xe, koraa 9 yxe 6bin1 B cpene HeoduLmManbHbIX
XYAOXHUKOB, i NMPOJOJIXan C HAMW BCTpevaTbes,
noka Tam He Npou3oLesa OAWH MHUMAEHT, HO 3TO
OTHOENbHbIE pa3roBop... A roe-to BHavane 70-x
Hatawa f6noHckas, cectpa Miogbl, 3aHMManacb
KY/bTYpTPErepckoll AesTeNbHOCTbIO: OHa JHoro-
BapuBasacb C XyAOXHUKaMu, cobupana rpynnbl 1
BoAwsa no mMactepckum. [lo aToro s ciblwasni, YTo
ectb KpacHoneBues, Ka6akos. OT luBoBapoBa, C
KOTOPbIM Mbl XWUAU PSAOM, @ Hall XeHbl BMecTe
YYMAUCH, A 3HAJ, YTO €CTb TaKOo XYLOXHUK SAHKU-
nesckuii. Cam lNBoBapoB Torna genan uanocTpa-
umn 1 rpaduky — aTo 6bina cepeanHa 60-x. O4eHb
WHTEPECHO, Mbl BCTPEYannch, NOCKOJSIbKY Mbl XWn

learnt that there was an artist called Yankilevsky.
At the time, Pivovarov himself was making illustra-
tions and graphic art, it was in the mid-1960s. It
was very interesting — we would often meet each
other because we lived close by, and take walks to-
gether, and then we would go back home to listen
to the Radio Free Europe. We met once or twice a
week, and at birthdays, but Vitya never asked me
what | was engaged in. He was afraid, afraid be-
cause his thinking must have been that this son
of an academician was making some rubbish, and
he would have to lie saying that he liked it, which
would spoil the friendship, so it was better not to
broach the subject at all.

ALBERT: Did you ask him about his art?

CHUIKOV: Yes, | did. But he was making graphic art
back then, and | saw those of his works that were
up on his walls. | heard from him that there was a
group of artists — Kabakov, Yankilevsky and Sooster,
with Sooster being their ideologist. Once | met Vo-
lodya Yankilevsky at his place at a birthday party,
he came with an article from Wytwarné Umenie or
from other Polish journal, an article about himself,
and they all sat there translating it. So | wasn’t a
part of that crowd, | was rather a by-stander. | got
to know Igor Shelkovsky in 1976, when the reading
sessions started. Then | met Yulikov through Sima
and Slava Sokhranskiy, but | didn’t know him as an
artist then, although | had seen his works. From
time to time Yulikov would get art magazines from
Alik and Vitalik [Komar and Melamid]. We arranged
reading sessions, and | was the only person who
could read some English, so | had to translate those
awfully difficult texts, having done some homework
in advance. Then | got to know Yulikov, Sokov, Shelk-
ovsky, the Gerlovin’s; Shablavin used to attend too,
Rochale and Skersis also came a couple of times,
as well as Alik and Vitalik . At first we did readings
at Seza's place, and later we moved to other private
apartments including our place at Rechnoy Vokzal.
Vitya used to come there, llya came once. Vitya and
| found ourselves at the same apartment block in
mid 1970s, when everybody came to live in Festi-
valnaya... Around 1972 Natasha Yablonskaya brought
a large group of artists to my place (it means that
there must have been some talk about me then
because the group was large), and that was when
Volodya Yankilevsky invited me to his studio. That’s
when | got to know Dmitry Aleksandrovich Prigov
and Boris Orlov; Patsyukov was there too. That is
when Vitya for the first time asked to see my work.
| had only a small studio then, so | moved some
works there and placed them along the walls. Vitya
came around with Gorokhovsky and Petkin, who was
the chairman of our cooperative. He looked around

YYACTHUKM BbICTABKI B MACTEPCKOIA J1.COKOBA: J1. COKOB,
C. WABNABWH, W. WWEJIKOBCKWW, P. TEPJIOBUHA, 1. YYWNKOB,
A. l0JINKOB, B. FEPJIOBWH. 1976 /

Participants of exhibition in workshop of L. Sokolov:

L. Sokolov, S. Shablavin, I. Shelkovsky, R. Gerlovina,

l. Chuikov, A. Yulikov, V. Gerlovin. 1976

pPSAOM W BMECTE XOOUAW rynsTb, @ NOTOM NpUXo-
annn cnywatb pagmo «Ceoboaa». Mbl BcTpevanuch
pas3-[aBa B HEAeo 1 B OHU POXAEHNS, HO HU pa3sy
BuTa He cnpocun MeHs, 4To 9 Aenato. bosncs. bosn-
csl, NOTOMY YTO CblH akafieMuka, HaBepHoe, Aenaet
KaKyl0-TO XPEHOBUHY, U HYXHO JIM60 rOBOPUTb, YTO
HpaBuTCS, BpaTb, M60 NOPTUTb OTHOLIEHUSI... J1yY-
e 3Toii TeMbl He KacaTbCsl.

AJIbBEPT: A Tbl y Hero cnpawwusan?

YYAKOB: lla, cnpawusan. Ho oH Torna nenan rpa-
duKy. Sl BUOEn To, 4TO BUCESNO Y HEro Ha cTeHax. Ho
S CAibllWan oT Hero, 4To ecTb Takas rpynna — Kaba-
koB, SiHkunesckui, roe Cooctep ngeosnor. OgHax-
Ibl 1 BCTPETUN y HEro Ha AHe poxaeHus Bonogio
flHkmMneBcKoro, oH Npuéexan co cTaTbel — He TO B
«BblTBapHbl YMEHU», HE TO B KaKOM-TO MOJIbCKOM
XypHare ctaTbs 6bina o HeM. / Bce cuaenu n nepe-
BOAUAN. TaK 4TO 51 6bI1 HE Y4aCTHUKOM 3TOW TYCOB-
K1, a ckopee 3putesnem. B 1976-m s no3Hakomuncs
¢ Wropem LlenkoBckuM, NOTOM Havyanucb YTEHUS.
Yepes Cumy 1 CnaBy CoxpaHCKux 5 NO3HaKOMUWJICS
c 0nukoBbIM, HO He KaK XYA0XHUKOM, XOTS § BULEN
ero pa6oTbl. l0nnkoB nonyyan BpemMsi OT BPEMEHM
XypHanbl oT Anuka n Butanuka. 1l 6611 eAMHCTBEH-
HbIM YeNOBEKOM, KOTOPblii YUTan Mo-aHrINNACKU.

IVAN CHUIKOV / YURI ALBERT

and said: ‘It’s quite an occasion, I must call llya [Ka-
bakov]’ That was how | entered their circle. Howev-
er, you could only enter this group when you made
a public statement. In 1976 an apartment show was
held in seven different apartments including Lenya
Sokov’s place, meanwhile Alik and Vitalik exhibited
at Chernyshev’s place... That was the moment when
| made my entrance, | believe.

ALBERT: At Sokov’s place in the Sretenka Street? The
funny thing is that that was also a kind of entrance
for me. Nadya and |, schoolchildren then, both at-
tended that show. We came straight after the sec-
ondary school graduation exams, wearing school
uniform and looking very neat. They didn’t let us
in at first because we looked very much like spying
Komsomol members. They only let us in with some
reluctance when we mentioned that we knew Katya
and Alik. | remember how Yulikov astounded me
with his long hair. | think | saw you too... We came at
an inappropriate time — Nadya, myself and another
girl. For me it was almost the first involvement in
this kind of activity (I had already been at Alik’s and
Vitalik’s shows).

So was that all? Weren't there any more other dra-
matic turns? Didn’t you become an artist again?
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BO3MOXHOCTW ®OTOTPAGUN.
LEHTP JIN3ANHA. MOCKBA. 1981 /
Possibilities of photography.
Centre od Design, Moscow. 1981

W Mbl ycTpanBanu YTeHus, Korna MHe Npuxoannocb
nepeBoAuNTb 3TW YYLOBUILHO TPyOHble TEKCThI,
npensapuTesibHO NOAroTOBMBLLMCL Aoma. Toraa
6nmxe nosHakomuscs ¢ t0nukosbiM, ¢ CokoBbiM.
Mpuxognnn Wenkosckuin, MepnoBuHbl, LabnaBuH,
napy pa3s 6binn Powanb n Ckepcuc, Anuk ¢ Buta-
nukom. CHavana mbl yntanu y Cesbl, a nOToM cTanu
B pa3HbIx kBapTupax. [lotom yxe y Hac, Ha PeyHom
Bok3asne. boiBan Buta, oavH pa3 npuxogun Unbs.
C Buten mbl okasanucb B cepeanHe 70-x B 04HOM
IoMe, Koraa Bce cbexanucb, Ha ®ecTmBasnbHOM...
A rony B 1972-m HaTawa fl6noHckas npusoamna ko
MHe 60JblUyl0 Tpynny XyLOXHUKOB (3HauuT, BCe-
Taku Kakue-TO pa3roBOpbl BOKPYr MeHsi 6binu,
noTomy 4To cobpanacb rpynna), u Torna-To Bo-
nogs HKMNEBCKMIA NPEnJSIOXMA: NPUXOIN KO MHe
B macTepckylo. Toraa s n ¢ Amutpuem AnekcaH-
npoBuyem [purosbiM, n ¢ bopeli OpnoBbiM no-
3HakomuJics, MautokoB Toxe 6bin. Torpa xe n Buta
MHe BnepBble cKa3a: Nokaxu, 4To Tbl Aenaellb.
fl TONbKO YTO MOSIyYMN ManeHbKyl MacTepcKylo,
nepese3 Tyda paboTbl U paccTaBun MO CTeHKaM.
OH npuwen, ¢ flopoxoBckuM 1 ¢ MeTknHbIM, Npea-
cefjartenemM Hawero koonepatusa. [locmoTpen u
ckasas: «31o cobbiTue, s ponxeH nbio no3saTby.
Bot 370, cob6cTBEHHO, M 6bUIO MOE BXoxaeHue. Ho
No-HacTOosILEMY BOWTN MOXHO 6bis10, TONIbKO 3asi-
BMB 0 cebe obLiecTBeHHO. B 1976 roay cocTosnacb
KBapTVpHas BbiCTaBKa — CEMb KBapTUp B pa3HbiX

CHUIKOV: It wasn't really a sharp turn, but a joyous
event. | keep trying to become an artist, although
| am not quite successful in it now — age and mo-
mentum, you know, do their bit, but | always try to
continue developing rather than repeating. Every-
one keeps saying how wonderful the windows are
and why don’t | make more of them? Perhaps, Ill
make some now when commerce is that bad... but |
want to live, to be alive.

ALBERT: When exactly did you feel that there was
no way back?

CHUIKOV: You know, it was a completely natural
process without any struggle, so | couldn’t regis-
ter the moment when | realised: that’s it, a point
of no return. | always did what | did. During all the
years of underground art making | pursued the
same business where there was no way back: | was
earning money at the art factory, just as | would
saw firewood or wipe the floor, or serve tubs at a
public bathhouse. At some point, it got quite pain-
ful — 1 don’t mean the work process, for everything
was quick and easy for me — but switching from
one activity to another was rather difficult. | didn’t
need to return anywhere, from my point of view
art of no return is not different from what | did at
the factory, it’s just that the ambitions were of a
slightly different level, perhaps. On principle, it was
the same: you had an order, be it specific or implied
one, and you had to fulfil it, that’s all.

MPUTNIACUTENbHBIA BUJET HA BBLICTABKY B MY3EE
COBPEMEHHOI0 ICKYCCTBA B BA3EJIE, ®EBPAJIb 1987 /
Invitation to the exhibition in Modern Art Museum,
Basel, February 1987

IBAH YY/KOB HA DAYE B AEPAMLEBO C MAMOW,
EBFEHWEW AJIEKCEEBHOW MAJIENHOW. 1981 /

Ivan Chuikov in the country house in Abramtsevo
with his mother, Eugenia Alexandrovna Maleina.
1981

mecTax — y Jlenn CokoBa, Annk ¢ Butanukom y Yep-
HbllEeBa BbICTABASANCD... C 3TOro MomMeHTa s cun-
Talo, YTO f BOLE.

AJIbBEPT: ¥ CokoBa — Ha CpeTeHke? 3abaBHo, 4TO
L1 MeHsl 9TO ToXe 6blso oT4YacTy BxoxaeHue. Mbl
Torna ¢ Hagen, WwkonbHUKaMu, NPULWN Ha 3Ty Bbl-
cTaBKy. Mbl 6biM YyTb I He Nocne BbINYCKHbIX
3K3aMeHOB, B LWIKOJIbHbIX pOpPMax, 04eHb YNCTEHb-
kue. CHayana Hac Tyga He nycTuau, BUAWMO, no-
TOMY YTO Mbl BbIFISAENN KaK Takue nojocnaHHble
Komcomonbubl. I Tonbko Korpa Mbl cocnanuch,
Mo, Mbl 0T Katu u Anvka, Toraa Hac ¢ HeKOTOpbIM
CKpUnom nyctuaun. 4 nomHio, meHst nopasun 0nu-
KOB C OJIMHHbIMK Bosiocamu. Tebs, no-moemy, §i
Toxe Bugesn... Mbl npuwnn B Kakoe-To HeypoyHoe
Bpems, 9, Haas n ewwe ogHa aesoyka. [ns MmeHs 3To
6b110 noyTn nepsoe (s yxe 6bin y Anuka un Buta-
nuka) npuoblueHne K Takoii pestesnbHocTu. U aTo
Bce? bosble He 6bI0 TaknMX KpyTbiX NOBOPOTOB?
He cTaHoBuncs 6onblue XyA0XHUKOM?

YYKOB: 370 6bin yXe He KpyTOii NOBOPOT, a Npo-
CTO pajocTHoe cobbiTue. Sl BCe Bpems MbiTaloCb
CTaHOBUTbLCS XYAOXKHNKOM, XOTS Celivac 370 He Co-
BCEM noJslyyaeTcs, BCe-Takn BO3pacT W MUHepuus,
HO CcTapalocb BCe BpeMms AefiaTb 4TO-TO ApYroe,
npojofxatb, a He NOBTOPsTb. BOoT BCe roBopAT: Ka-
Kune oKHa, noyemy 6bl Tebe He genatb ewe. Moxer,
1 Tenepb cAenato, Koraa fena ¢ KoMmepumeil Tak
nAoxu... Ho xo4eTcs XnuTb, X1BbIM 6bITb.

AJIbBEPT: C kakoro MomeHTa Tbl NOYYBCTBOBAJ, YTO
BO3BpaTa Ha3ag yxe HeT?

YYNKOB: Thl 3Haelub, 3TO 6bINO HACTONBKO ecTe-
CTBEHHO, He 6blfI0 HMKaKOro Hacwausi, Tak 4To
Henb3a 6bl10 3aduKcMpoBaTb — BCE, Ha3ah Xo4y
HeT. l Bce Bpems denan To, 4yTo Aenan. Bece atn
roAbl NOAMNOJIbHOrO 3aHATUS UCKYCCTBOM $i 3aHU-
MaJicsl TEM caMbiM, KyAa Bo3BpaTa HeT: 3apabaTbl-
Baf AeHbrn B KOM6UHaTe, 1 Aaenan 3to, Kak nuaun
6bl ApoBa, UV NOAMETAN, UK Walikv B 6aHe noaa-
BaJ. B kakoii-To MOMEHT 3TO CTano yxe My4nTesnb-
HbIM, He cam npoLecc, 8 fesan 3To 04eHb 6bICTPO
N Nerko, HO nepeksoyeHne Tyna-obpaTHO — 3TO
6bi710 AOBOSIBHO TpyaHo. Ho MHe Bo3BpalaTbecst
HUKYZa He Hago 6biso, NOTOMY YTO, C MOEli TOYKU
3peHusi, TO UCKYCCTBO, KyAa Kak 6bl HeT BO3Bpa-
Ta, HUYEM He OT/AMYaeTcs OT TOro, YTO S Aenan B
KoM6uHaTe, NPOCTO YCTPEMIeHNs YecToobuBble,
MOXeT 6biTb, HEMHOXKO Apyroro paHra. Ho npuH-
LMNUaNbHO TO Xe caMoe: eCTb 3aka3, KOHKPETHbIN
1N Nofpa3ymMeBaeMbiid, U Tbl €ro fenaellb, ToJIbKO
1 BCEro.

AJIbBEPT: HeT, 5 apyroe nmeto B Buay. Tbl ¢ eTCTBa
NOCTENEHHO CTaHOBWICSH XYLOXHWKOM, Ha TBOW
npencTaB/IeHNst 0 MO3NLMUN XYOOXHUKa BAUSN po-
autenn n ux cpepa. U BotT B Kakol-T0 MOMEHT Thl

IVAN CHUIKOV / YURI ALBERT

ALBERT: No, | mean something different. You have
been becoming an artist gradually since your child-
hood, your parents and their milieu influenced your
notions about the role of an artist, and then, at
some moment, you replaced those notions, you
realised that you want to be different.

CHUIKOV: I'm not sure that | wanted to be differ-
ent...

ALBERT: | mean just one thing: do those school-
time notions about art as an occupation resemble
what you are pursuing now?

CHUIKOV: Well, generally, yes. | change but my at-
titude to art remains the same.

ALBERT: So your occupation remains the same, but
you change within this occupation? Quite a harmo-
nious case, isn’t it?

CHUIKOV: Going back to my parents and their
friends... My mom studied with Malevich, and | saw
her early works — well, not the earliest, because
those have disappeared, they were all destroyed.
| still keep a little album with her cubist collages.
My parents were educated at a different school to
me. Whilst we had Chistyakov’s school, theirs were
quite different, and later they pursued Realist art,
unlike us. However, | know their attitudes and their
strivings, and all our everyday life was ascetic, when
| look back, even though my father was a member
of the Academy and received bonuses. Our every-
day life was ultimately simple, we did not needed an-
ything. My father had other strivings: he just had to
visit Kirgizia, he liked to paint there, and mom pur-
sued painting too. | cannot see their transformation,
their transition, as some commercialism or betrayal.
ALBERT: Oh, no, | didn’t mean anything like that.
CHUIKOV: | know, and it is not your words | object to.
It is difficult for me to compare the circumstances,
because mine were different from theirs. | knew
more, | learned something and | had different op-
portunities, having grown up at a different time.
Didn’t you say that we were Western messengers
or Western spies? That was true because we were
sick of lies we were surrounded by, and did not
want to lie ourselves. There was also this idea that
there was a place where this total lie does not ex-
ist, and that means that art would have been dif-
ferent there. Therefore this alternative, this pres-
ence of a different art, of a different world, made
us look for some other options.

ALBERT: | meant something a bit different here, for
instance, a paradigm (unfashionable word nowa-
days) of that generation’s art was a depiction, be
it formalist or non-formalist, of the external world.
You, on the other hand, represent the language
of painting, not of the external world, and in this
sense your attitude to art is very different.
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WBAH YYIAKOB. 1979 / Ivan Chuikov. 1979

CMEHWA 3TV NPeACTaBJIEHNs], Tbl MOHSJI, YTO XOYellb
6bITb ApPYrUM.

YYIKOB: 1 He yBepeH, 4To ApyriM...

AJIbBEPT: f umeto B BUAY BOT YTO: TBOW LWKOJSIbHbIE
NPeACTaB/IEHNS O 3aHATUN NCKYCCTBOM MOXOXMW Ha
TO, YeM Tbl Ha CaMOM fefle 3aHUMaeLlbes?
YYIKOB: Hy, B 06liem, fa. | MeHsioch, a Moe oT-
HOLLEeHMe K 3TOMY OCTaeTCsl TEM Xe CaMblM.
AJIbBEPT: To ecTb 3aHaTME ocTaeTcs TeM Xe ca-
MbIM, @ B NIpejeniax 3Toro 3aHsTus Tbl MeHsiewbes?
OyeHb rapMOHUYHBIN Cy4Yai.

YYIIKOB: Bosspaluasicb kK poauTensmM W ux Apy-
3bsiM... Mama yuunacb y Manesuya, g Bugen ee
paHHMe Belun, HET, He paHHWe Jaxe, paHHUe Bce
nponasnu, YHUYTOXEHbI. Y MeHsi XpaHWUTCS ee anb-
60MYUK C KybucTnyecknmm konnaxamu. OHu npoxo-
OnAn coBceMm Apyryto wkony. Mbl — YNCTAKOBCKY!O,
a OHU coBceM Aapyryto. Ho oHW NoToM 3aHuManucb
peanucTNYecKkM NCKyCCTBOM, @ Mbl — Hao60poOT.
Ho 9 3Hatlo nx OTHOWEHNS N UX YCTPEMAEHNS, U BO-
o6le Becb Haw 6bIT, aCKETUYHLIA faxe N0 MOUM
TenepewHUM MaclTabam, XoTs oTel, 6bl1 akane-
MUKOM U npemuio noayyan. Ho 6biT 6bi1 npenenb-
HO NPOCTLIM, HUYErO He HYXHO 6bisio. Y oTua 6bin
Lpyrue ycTpemieHns, OH JONXeH 6bin obs3aTenb-
HO 6bITb B Kuprusum, emy HpaBuaocb Tam nucarb,
Mama XuBOnuCbio 3aHWManacb. Nx TpaHcoopma-
LMIO, X MEPEXOL § He MOry BOCMPUHMUMATb Kak
KaKylo-To NpojaxHOCTb WK NpeaaTeNbCTBo.
AJIbBEPT: HeT, aTo MHe 1 B ronoBy 6bl He NpuLLio.
YYNKOB: 1l noHumato, S roBOpIo 3TO He B Bo3paxe-
Hue Tebe. [lo3TOMy MHe TPyAHO NPOTUBOMNOCTaB-
na9Tb. Y MeHs 6bian gpyrue ycnosus, s 6onblue y3-
HaJs, YeMy-To Hay4uscs, NOTOMY YTO 6bLIu Apyrue
BO3MOXHOCTW. §1 Bblpoc B fApyroe Bpems. Kak Tbl
roBopullb — Mbl Xe nocsaHubl 3anaga wau wnu-
oHbl 3anaga? JlencTBUTENbHO Tak 6bino. MoTomy
4TO LOCTana NoXb, B KOTOPOW Mbl Xuau, a caMomy
nraTb He xotenocb. W 6bin0 nNpeacTaBneHune, YTO
roe-To HeT 3TOW TOTaNbHOW NXU. A 3HAYMT, U uc-
KycCTBO Tam Apyroe. Bot aTa anbTepHaTuBa, YTO
eCTb Apyroe UCKyccTBoO, ApYroli Mup, 3acTaBssa
ncKaTb Kakne-To UHble BapuaHThl.

AJIbBEPT: {1 umeto B BULY HEMHOXKO Apyroe, Ha-
npumep, napagurma (Takoe yxe HeMogHOe CJ10BO)
NCKyCCTBa XUBOMUCK TOrO MOKOJIEHUss — 3TO BCe-
Taku n3obpaxeHune, opmManncTUYeCcKn nan Hepop-
ManncTMyecku, BHewWwHero Mupa. Tbl Xe n3obpaxa-
ellb He BHELHWII MUP, @ caM A3blK XMBONUCH, U B
3TOM CMbic/ie AeNCTBUTENIbHO CMEHWACS B3rNS Ha
NCKYCCTBO.

YYMKOB: [la, HO 3TO Xe MpuWWAO MOCTENeHHo,
MMEHHO NOTOMY, YTO MHEe MPULIOCH NPONTU Ye-
pes Bcio rammy XX Beka. Ul k yemy a1 npuwen? Yro q
LIONIXEH BblbpaTh, CO3AaTb CBON A3blK, @ Noyemy?

CHUIKOV: | agree, but the change came gradually,
just because | had to go through the entire range
of 20* century trends. Where have | arrived? [l re-
alised] that | had to choose, to create my own lan-
guage, but why? I have no faith in any language, so
why do | have to...

ALBERT: That’s to do with lies.

CHUIKOV: Yes, | am inventing my own language.
That is a lie again, because it’'s a mask.

ALBERT: When did you realise that?

CHUIKOV: While working on the 1978 Variants series!
Gradually, | became aware of it working on that se-
ries, the one of marine photographs with paintings
made in a different style on top of them.

| can refer almost all of the works which | produced
until recently to those works produced very early
on in my life. Take Windows, for instance: | be-
lieve that the first work of that series | made was
in 1967, the one that is in the Bar-Gera collection.
Stylistically it is quite different, but it is a window.
As a matter of fact, | have some other works, much
earlier works, where the window is not designated
as a window but as a part of some picture — small
pictures, different ones, which seem to have noth-
ing to do with it, there were some breakthroughs in
that direction. And it is the same for all my other
works. These are psychoanalytical objects which
seem to be rooted in my subconsciousness. My
works never have any content, any message. | keep
talking about it and insisting upon it, but, obvious-
ly, there is some glitch making me return to them
again and again. And if you look really hard, you can
find it in any artist, not just myself.

ALBERT: Take Jasper Johns, for instance, he only
does a very few variations.

CHUIKOV: That is a different problem.

ALBERT: What | mean is when you want to become
a true artist you want to find your own language,
and then | suddenly realised that any language is
false, and in that sense it was a total change of
paradigm.

CHUIKOV: It did not change overnight but gradu-
ally, and, what is more important, it had changed
at first, and | became aware of it later.

ALBERT: So, you did not have any dramatic transi-
tions, did you?

CHUIKOV: Yes, | had a few — the first was at the turn
of 1960s-1970s, and, by the way, that is when eve-
rything happened: | made two or three transitional
works then (one of them looked like Wesselman),
and then works with the road sign followed — | al-
ready worked with the language, and then there
were Windows, all of which were painted in a differ-
ent style, but within the reality of the frame. That
‘moment’ was not consciously registered though.

OKHO 1, 1967 / Window |, 1967

fl yxe He Bepto HKaKoMy 3blKy, 1 noYemy BoobLe
9 LOJIXEH...

AJIbBEPT: K Bonpocy o nxwu.

YYIKOB: lla. 1 npuaymbiBalo cBOW A3blk. 3T0 Xe
JI0Xb 0NSiTb, Macka.

AJIbBEPT: A koraa Tbl 3T0 noHAN?

YYIKOB: B npouecce pa6oTsl Haa cepueii «Bapu-
aHTbl» 1978 roga. lpuyem cHayana HyxHo 6bino
ee chenatb, YTobbl NOCTENEHHO OCO3HATb, KOrna
cTana BbiCTpamMBaTbCsl BCS Cepusi: OLMHAKOBbIE
doTorpaduy Mopsi — 1 Ha HNX Pa3HOCTUIIbHAN X1-
Bonucb. BoT ele 4To UHTEpecHo. Sl Mory noyTn Bce
cBOW paboTbl BNAOTb 40 NOCAEAHEr0 BPEMEHN CO-
OTHECTW ¢ paboTamu, CAENaHHbIMU OYEHb paHo.
Hanpumep, «OkHa». i cuuTalo, 4yTo nepsas paboTa
coenaHa B 1967-m, Ta, 4yto y bap-lepa. Ctuanctun-
Yyecku coBceM Apyrasi, HoO — okHo. Ha camom gene
Yy MEHs eCTb HECKOJIbKO paboT elue 6onee paHHUX,
rae OKHO He 0603Ha4YeHO Kak OKHO, HO BHYTPM He-
KOVl KapTUHbI — ManeHbKue KapTUHKK, Opyrue, Kak
6bl He VMeloLe OTHOLWEHMS NpopbiBbl Tyaa. U Tak
Xe CO BCeM 0CTaJlbHbIM. 3TO NCMX0aHaNUTUYeckmne
BeLLW, YKOpPeHeHHble B noAco3HaHuu. B mounx pa-
60Tax Befb HUKOrAa HeT copepXaHus, HUKaKoro
message, s 06 3TOM BCe BPEMS FOBOPIO 1 Ha 3TOM
HacTauBalo, HO ecTb, BUAVMMO, Kakasi-To 3aLenka —
noyemy Bce 3Tu Bo3BpaTbl. W 310, ecnm BHUMa-
TEJIbHO NOCMOTPETb, HE TOJIbKO Y MEHSl, HO Yy Jilo-
60ro XynoXHuKa.

AJIbBEPT: Bosbmem [xacnepa JxoHca, y Hero
TOSIbKO HECKOJIbKO MOTUBOB.

YYKOB: Ho 3To oToesbHbI BOnpoc.

AJbBEPT: 1 kak pa3 nmeio B BuAYy, YTO KOrAa Tbl X0-
TeJ CTaTb HACTOSLLMUM XYLOXHUKOM, Thl XOTES1 Hali-
T MIMEHHO CBOW NpaBAMBbI A3bIK, @ NOTOM BAPYr
MOHSIA, YTO BCE A3bIKW JIOXHbIE, U B 3TOM CMbIC/E
napaaurma cMeHunacb ToTasbHo.

YYNKOB: Ho oHa cMeHunach He B OOMH neHb, a no-
CTeNeHHo, U rNaBHOE — OHa CHayasia CMeHunach,
a noTom oco3Hanachb.

AJIbBEPT: To ecTb y Tebs He 6bl10 Takmx pesKkux
nepexogos?

YYNKOB: Her, 6binu. MepBbili nepenom — Ha rpaHu
60-70-x, n, Mexay npo41m, Toraa-To 3To U npou-
30LWN0: TOoraa g caenan paboTbl ABe-Tpy Nepexon-
Hble (ooHa Ha BeccenbmaHa noxoxas), Ho Bcnen, 3a
HUMM NOLLAV C LOPOXHBIM 3HAKOM — 3TO YXe 0 3bl-
ke pa6oTa, noTom «OkHa». Bce B pa3Hblx CTUASX Ha-
nucaHbl, HO eCTb HeKasi peafbHOCTb paMbl. Ho Mo-
MEHT BO3HUKHOBEHUSI HE 6blS1 0TPEDNEKTMPOBAH.
AJIbBEPT: WHTepecHo, s NpocTo ceilyac MbiTalochb
NOHsATb. B 60MbLIMHCTBE TEKCTOB O/ 3TOrO Bbl-
nycka XypHana fi He MOr cam CrpawuBaTb — 4YTO
HanuwyT, TO HanuwyT. A y MeHs ecTb uaes, 4To
YyesoBeK He OAWH pa3 CTAHOBUTCS XYAOXHWUKOM.

IVAN CHUIKOV / YURI ALBERT

ALBERT: This is interesting, I'm just trying to un-
derstand... | could not ask my own questions for
this issue of the magazine, | had to take on what
people had already written. | have this idea that a
person does not become an artist just once. You
are saying that you changed during the second
year of your studies at the Institute, if we forget
that you went to art school. Later on you had quite
a Modernist, if not left MOSKh, development with a
quest for a language of your own.

CHUIKOV: Absolutely.

ALBERT: And then you played with languages, what
is usually called Conceptualism, Post-Modernism,
etc. Your development was quite logical, there
weren’t any dramatic turning points.

CHUIKOV: Right, but that turning point was quite
dramatic. That’s why my works are so different in
their size, style, and everything. It is not that now
itis like this, and tomorrow it is quite different, the
change emerged in two or three works — it was re-
ally noticeable, if you remember, in that window in
the Bar Gera collection, though it wasn’t a window,
it was just that style, a bit Surrealist, a bit Man-
nerist. | gave this window away as the first one,
and it's important, since | really don’t have any
works of that period now left. It is important for
me as a window, but as a painting it is monstrous.
ALBERT: Were there any famous people among your
classmates at school and at the Institute?
CHUIKOV: No one particularly famous.

ALBERT: | don’t mean internationally famous.
CHUIKOV: Igor Orlov, do you know him?

ALBERT: No, | don’t.

CHUIKOV: He is quite successful. However, his gen-
eration found itself on the brink of the precipice,
and they were not able to become great Soviet art-
ists, just because of their age. Take sculptor Yura
Chernov, for instance.

ALBERT: | don’t know him.

CHUIKOV: They were a bit late, they needed a dec-
ade more or so. It is age that makes you a big boss,
when you are in your fifties. In 1985, when they
(and us) were about fifty, the change started.
ALBERT: Were there any left wing unofficial artists?
CHUIKOV: There weren’t any.

ALBERT: You said you studied with Eric Bulatov. Or
was he older?

CHUIKOV: He is two years older, and he also studied
at the painting department, he used to attend an-
other course, and later they several times invited
me to drawing sessions at Eric’s place, in Brests-
kaya street. | saw Oleg Vasilyev, Eric Bulatov, Mez-
heninov and Boris Alimov there.

ALBERT: The children’s books illustrator?

CHUIKOV: Not children’s. There were two of them —
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Y Tebs nonyyaercsi, YTO OAMH pa3 Ha BTOPOM Kypce
NOMEHSJI0Cb, He cyuTas Toro, Koraa Tebs oTsenu
B XyLOXECTBEHHyO wWKosy. [loTom 6bl10 NycTb He
JleBOMOCX0BCKO€, HO MOJIePHICTCKOE pasBuTne —
NOMCKW CBOEro A3blKa.

YYNKOB: CoBepLueHHO BepHO.

AJIbBEPT: MoTom urpa ¢ a3blkamu, CO6CTBEHHO, TO,
YTO Ha3bIBAETCH «KOHLENTyann3m», «NocTMogep-
HU3M» U T. A. Ho y Te6sa 6b110 normyHoe passutue,
He Bbl10 TaKMX NepesioMoB.

YY/KOB: HeT, HO 3TOT nepenom 6bia [OBOSBHO
peskuii. lloToMy 4To paboTbl pesko pasnuyaloTcs
no pasmepam, Mo CTWIMCTUKE, No Bcemy. He To
YTO CerogHs Takas, a 3aBTpa Apyras, a Ha OBYyX-
Tpex paboTax 9TO U3MEHEHWE MPOM30LWO0, U OHO
OYeHb 3aMeTHO, €CAM Tbl MOMHWULWb, 3TO OKOLIKO
y bap-Tepa, Tonbko He «OKHO», @ NPOCTO B TaKoi
CTWINCTUKE, «CIOPOBaTON», MaHbepucTcKol. 3To
OKHO 51 0TAas, YTo6bl Nepsoe 6b1J10, 3TO BaXHO, HY 1
NOTOM, Y MeHs IeiCTBUTESIbHO He 0CTanoch paboT
Toro BpeMeHu. Kak OKHO — OHO BaxHO AJ19 MeHsl, a
KaK XMBOMUCb — 3TO YTO-TO YYAOBULLHOE.
AJbBEPT: KTo 6binn TBOM M3BECTHblE OQHOKIACcC-
HUKMN AN OBHOKYPCHUKN?

YY/KOB: N3BECTHBIX HUKOTO HET.

AJNBBEPT: 1 umeto B BMAY He BCEMUPHO N3BECTHbIX.
YYIIKOB: ropb Opsios — 3Haelwb Tbl TaKOr0?
AJIbBEPT: He 3Hato.

YYIKOB: OH nonbayetcs ycnexom. Ho aTo nokone-
HWe Nonasio Ha C/IOM, OHW He YCNesn CTaTb BEANKN-
MW COBETCKUMM XyAOXHuKamu. llo Bo3pacTy npo-
cTo. YepHos t0pa, ckynbnTop.

AJbBEPT: He 3Hato.

YYIKOB: OHM He ycnenun, UM He XBaTWIO NeT fecs-
Ti. 3T0 Xe ¢ BO3pacToM 60blWNMI HaYabHUKaMK
CTaHoBsITCA, rofam K natugecsaTu. A B 1985-m, kor-
na um BceM (1 Ham Toxe) 6b110 0KOJI0 NATUAECATH,
BCE Hayaslo MEeHATbCS.

AJNBbBEPT: C kem Tbl yunncs n3 nesbix Heopuunanb-
HbIX?

YYIKOB: Hukoro He 6bino.

AJIbBEPT: Tbl rosopun, ¢ bynatoBbiM — uauM OH
cTaplue 6bin?

YYIKOB: OH cTaplue Ha [Ba rofa, OH TOXe Ha Xu-
BOMWCHOM 6blJ1, OH NPUXOAUN C Apyroro Kypca, u
NOTOM OHU MEHSI HECKOJIbKO pa3 npuriawanu Ha
ceaHCbl pucyHka y 3puka aoma, Ha bpectckoii. Tam
6binm Oner Bacunbes, Apuk bynatos, MexeHnHOB 1
Bopuc Anumos.

ANbBEPT: fletckui unnioctpatop?

YYIKOB: He meTckuii. BooBlie ux na — Cepexa
AnumoB 1 bops. Cepren unnoctpupoBan «Pesu-
3opa» loronig. A opyroit ctan penakTopoM, XoTs
6bl1 OYeHb OJApEHHbIM, Hanucan MoTpsicaloLLnii
aunnom — cmecb ®anbka ¢ NeTpoBbiM-BoakuHbIM.

TanaHT — 3TO, HaBepHoe, Kakas-To cTpacTb. He
TO, YTO Thl yMeellb, rna3 y Tebs ecTb — 9T0 oja-
peHHoCTb. OH 6blN 04eHb 0AapeHHbIli, HO 3aHsincs
apyrumu genamu. W Beob ymHuua 6bia, Apyxun co
BceMu, Bcex 3Ha. K LiTeiiH6epry oH MeHsi npusesn.
ANbBEPT: Tbl pacckasbiBan, 4To xoaun k Kabakosy
(moxeT, ¢ HaTaweli f610HCKOI) 1 Kak-To MOHAN,
YTO He Hafdo AeslaTb KpacmBeo.

YYNKOB: HeT, 370 Unbsi roBopun Torma. Mel ¢ Ha-
Taweli §610HcKol BblN Y HKUNEBCKOro, KOTOPBbIN
NPonM3BeN Ha MeHsl COBEPLUEHHO mnoTpscatoLiee
BnevatneHue. lpocto y6un mens. 1 npuwen ortyaa
1 Aymalo: Hy 3a4eM Xe §i cTas XyAoxXHukom? Bot —
XYAOXHUWK, BOT — MOLUb, cuna. YTo 51, Kakow s Xy-
LOXHVK? Ay Unbu 66110 no-apyromy, Tam 6bi10 He-
MOHSATHO, HO TOJIbKO SICHO, YTO NPaBUbHO. Unbs yxe
Torpa, B Havane 70-x, 6bin LOBOJIbHO M3BECTHBIM,
K HEeMy 4acTo Npuxomusu, He Tosbko ¢ HaTtaweii.
W'y Hero 6bina Torga uaes, 4To Hafo Aenatb He-
kpacuso. OH 06 aToM rosopw. fl nyman: Hy nove-
MY Xe Hafo AenaTb Hekpacuso, kakas pasHuua? (9
TOr4a yxe NoHsiA, Y4To AenaTb KpacuBo — NJIOX0, HO
cneumanbHo fenaTb HeKpacuBo, Kak st AymaJl, Toxe
yCTaHOBKa Ha onpepeneHHble LeHHocTn.) EcTb 3a-
Jlaya, ee HyXHO BbINOJHUTB, HE AyMas 0 TOM, Kpa-
CUBO WM HEKpacnBo, a KpacuBo OHO caMo 6ynerT.
1 nomHio, Koraa ¢ Wnbeii yxe xunu B 0OGHOM OOME,
obLwannch, NPUXOXY K HEMy B MacTepckyto. Y Hero
Ha CTeHe Bcerga Bucesia poxa ¢ bybnankamu — He
XuBonucb, a rpaduka. §1 rosopio: «Mntow, cmoTpu,
KpacuBas xe Belb!» «Hy na, Tl HaxoauwWwb?» f ro-
Bopto: «Hy fna, oHa Xe kpacuas ctana». OH genan
ee, YTo6 6bII0 HEKpaCcKBO, a OHa NosyYnnach Kpa-
cuBoii. Ecnu cosnaHa cuctema, ecnu oHa yéenuna,
OHa CTaHOBUTCS KAHOHWYECKON B HEKOTOPOM pone
1, 3HAYUT, KpacuBoN.

AJIbBEPT: B o6wem, WBaH, Tbl YHUKaNbHbIN Yesio-
BEK, MOTOMY YTO Mbl TaK W He BbIICHWAWN MOMEHTa,
Korna Tbl CTaf XyAOXKHUKOM.

YYINKOB: 1 xe cka3an, Bce BpeMsi — 1 ceiiyac cTa-
HOBJIIOCh...

becena 3anncaHa 2 noHs 1997 rona B KenbHe.
MNevaTtaeTca no: Mactop. W36paHHble mMaTepuansbi,
1992-2001. Bonoraa, 2009

Seryozha Alimov and Borya. Sergey illustrated
Gogol’s The Inspector General. The other one be-
came an editor, although he was very gifted, and
he painted an astonishing graduation work, sort of
combining Falk and Petrov-Vodkin. Talent must be a
sort of passion, it's not some skill you have — when
you've got an eye for it, it is a gift. He was very
gifted, but he chose to pursue other occupations.
And he was really clever and was friends with eve-
rybody, knew everybody. He was the one who took
me to Shteinberg.

ALBERT: You said you visited Kabakov (with Natasha
Yablonskaya, perhaps) and somehow understood
that you shouldn’t make things beautiful.

CHUIKOV: No, it was what llya was saying then.
Natasha Yablonskaya and | were at Yankilevsky’s
place, and he had an absolutely astounding im-
pression on me. | felt almost dead. | came back
from his place and thought: why did | become an
artist? Here is an artist that is power, force, and
what kind of artist am |? With llya it was different —
it was incomprehensible, but it was clear that it
was right. llya had already been quite well-known in
the early 1970s, and we often visited him, not just
with Natasha. He had an idea then that you should
make things ugly, and he spoke about it. | used to
think: why should | make things ugly, what’s the
difference (I had already realised that it was wrong
to make things beautiful, but making things ugly
on purpose, | thought, also meant pursuing certain
values). You've got a task, and you have to fulfil it,
without thinking whether it should be beautiful or
ugly, and it will turn out beautiful. | remember that
when llya and | lived in the same apartment block,
we used to meet, and so once | came to his stu-
dio, and there was that mug of a face with bagels
on his wall — graphics, not painting. | said: ‘llyush,
look, what a beautiful thing!’ ‘Well, yes, really?‘ And
| say: Well, yes, you got it beautiful.” He made it to
be ugly, and it turned out to be beautiful. When the
system has been created, when it has convinced
the viewer, it turns into a sort of a canon, and that
means beauty.

ALBERT: Generally speaking, you, lvan, are a unique
person because we have not been able to find the
moment when you became an artist.

CHUIKOV: But | did tell you that | am still becoming
an artist, even right now...

The conversation was recorded on June 2, 1997
in Cologne. (Pastor. Selected materials 1992-2001.
Vologda, 2009)

VIBAH YY1IKOB C LIOYEPbIO 1 BHYKAMU. 2010 /
Ivan Chuikov with his daughter and grandchildren. 2010
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IIOMA. CJIEBA HAMPABO: E.A. MAJIEVMHA (MATb
XYLOXHUKA), XEHA (104b), M.A. LWYNAK (MAMA rANIN),
MBAH YYWKOB, A1 MAJIK (KEHA) 1 C.A. YYIIKOB
(OTELD. ®0TO 1. MAKAPEBUYA /

MOCJIE KBAPT/PHOII BbICTABKIA. CJIEBA HAMPABO:
W. WENKOBCKWW, C. LWABJIABUH, O. LUABJIABUHA,
A. ABPAMOB, I'. MANUK, W. 4YWKOB, A.I0JINKOB. 1976 /

BAH YY1KOB C FEHHAMEM KO3bMUHbBIM HA OXOTE. OXHbII1 KAAXCTAH. 1965 /

IBAH YYI1KOB, 80-E /
BbICTABKA LIBET, ®OPMA, MPOCTPAHCTBO. F'OPKOM I'PA®IIKOB. 1979 /
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OKHO VIIl, 1976 / Window VIIl, 1976

BE3 HA3BAHWS, 1997 / Untitled, 1997
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OKHO VII, 1975 / Window VII, 1975

BE3 HA3BAHUS, 1971 / Untitled, 1971
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DIOPOXHbIA 3HAK, 1973 / Road Sign, 1973

BE3 HA3BAHWA, 1973 / Untitled, 1973
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KOPOBKA. OBJIAKA 11, 1998 / Box. Clouds II, 1998

KOPOBKA. OBJIAKA lIl, 1998 / Box. Clouds IIl, 1998
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BE3 HA3BAHMS, 1979 /

OKHO XII, TPUNTUX BAPWAHT, 1979 /

P .P.fﬂ
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OKHO 11, 1967 / Window II, 1967
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MOCBSALIAETCS K. MAJIEBUYY. NEN3AX,
TPUNTUX, 1991 /

K. Malevich Gewidment.

Landscape, Triptych, 1991

HoBas cepus pabot WBaHa YyiikoBa («®parmeH-
Tbl» — MPUM. pel.) NpeacTaBnsieT coboii npexae
BCEro rnyb6okoe U afekBaTHOE BblpaXeHWe CUTY-
aumy XyAOXHWKa B COBPEMEHHOM Mupe. B Hawe
BPEeMS, Kak HUKOrAa paHee, XyAOXHWK CTOUT nepes,
MHOroo6pasuem cTUNei U HanpaBaeHUi, TpaguLun
1 NpeTeH3wii Ha HoBaTopcTBO. OT Hero TpebyeTcs
caMoonpenennTbCsi NEpes IMLLOM 3TOro MHOr006-
pasus, HaiiTu «cBoe Jinuo». Camo 3To pacxoxee
BblpaXeHue yxe Bbl3blBaeT HELOYMEHNE; CO3[aeT-
A BneyvaTsieHne, YTo Kaxabli XYA0XHUK KaK-To yXxe
C CaMOro Hayana yxuTpuics 3TO JIULO NOTepsTb.
Jlo3yHr coBpeMeHHOro UcKyccTBa, Kak U Booblue
COBpPEMEHHOro Mupa, «CTaHb camum coboii» —
KpallHe npo6nemaTuyeH. B 3Tom no3yHre peyb
noeT, ckopee, O MoMCKe elle He peann3oBaHHON
BO3MOXHOCTW U TakuM 06pa3oM 06 06beKTUBHOM
NONOXEHUN Oen B UCKYCCTBe, KOTOPOEe K TOM uau
WHOVW KOHKPETHOW WHAWBUAYaNbHOCTU XYLOXHUKA
MMeET Masio OTHoWeHWs. Booblue «aenaHne Kynab-
TypbI» Ky[a no CyWecTBy cBoemy 6oJsiee TEXHUYHO
1 counanbHO MOTUBUPOBAHHO, YEM CaMI «esTenn
KyNbTypbl» 9TO CKJIOHHbI NpU3HaBaTh. B pe3ynbTa-
Te, Maccbl XyLOXHUKOB, nucaTenei n T. 4. MeyyT-
s celiyac no BCeMy MUpY B Nonckax noaxonsiei
OpUrMHasnbHOW Macku, KOTOPYI0 MOXHO 6bi0 6bl
06bABUTb «CBOMM JIMLOM». Koria Xe oHu ee Haxo-
IAT, TO HUKTO HEe XOYeT Ha Hee CMOTPETb, NOTOMY
YTO MUp ycTan oT pa3Hoobpasus. Macca co3aaH-
HOIi KyIbTypbl BbITECHSIET XyOXHMKa BO BCe 6onee
6ecnnofHble NycTbiHU, OTKYAA YX€ MaJso LaHCcoB
NPUHeCT Has3agd HeyTo OMKoe, NepBO3AaHHOE, a
NOALENKN NOA LETCKOCTb YXe CTanu KyJbTypHbIM
puTyanom.

B cBoei HoBoM cepuu YyiikoB Kak 6bl 3asBASIET, YTO
OH 0TKa3blBaeTCs BUAETb B CBOUX COBPaTbsiX-Xy-

Ivan Chuikov’s new series of works is, first and
foremost, a profound and faithful expression of the
artist’s situation in the modern world. The artist to-
day is confronted by an unprecedented multiplicity
of styles and trends, traditions and claims to in-
novation. He is required to define himself in face
of this variety, to ‘find himself’. This well-worn
expression is, in itself, a cause of bewilderment:
it would seem that each artist has somehow con-
trived from the very outset to lose himself. The
watchword of modern art, as of the modern world
itself, is problematic in the extreme ‘become your-
self’. This refers for the most part to the search for
still unrealized opportunity and thus to the objec-
tive state of affairs in art, which bears little rela-
tion to the particular, individual artist. Generally
speaking, ‘culture making’ is, essentially, far more
technically and socially motivated than the ‘culture
makers’ themselves are inclined to acknowledge.
As aresult, a great many artists, writers, and oth-
ers now rush about the world in search of a suit-
able original mask which they can declare to be
‘themselves’. When they do find it, no one wants
to look at it, for the world is tired of variety. The
great mass of created culture pushes the artist out
into ever more sterile deserts, from which there is
a little chance of bringing back anything wild and
primeval, and faking savagery has already become
a cultural ritual.

In his new series Chuikov declares, as it were, that
he refuses to see his artist confreres as enemies
and rivals in the struggle for originality. He assimi-
lates their work as his own and presents what they
have in common, as if unwilling to notice their ac-
knowledgement of mutual incompatibility. He sees
his role not in the further intensification of rivalry,

JOXHNKaX BparoB N KOHKYPEHTOB B 60pb6e 3a opu-
rmHanbHocTb. OH ocBamBaeT X paboThbl Kak CBOe
co6CTBEHHOe, OH YyCTaHaBiMBaeT obliee Mexay
HUMK, KakK Bbl HE Xenas 3amevaTb TOr0, YTO OHU
0CO3HaBa/nn cebsi B3alMHO HECOBMECTUMbIMU.
CBOI0 posib OH BUANUT HE B YXECTOYEHUN CONepHU-
4ecTBa, a BO BceobLeM npuMupeHuu. Yyikos He
XenaeT 6biTb 3arHaHHLIM B reTTO COBCTBEHHOro
CTUAS 1 B TO Xe BPEMS JeslaeT XeCT — B 3TOM XecTe
1 COCTOMT TBOPYECKUIA Nahoc ero paboTbl, — 4TO6HI
BbIBECTW W OPYrMX U3 TOro reTto, a KOTOPOe OHU
cebsi caMu 3aTouMUIN.

BuTreHWTENH Kak-To NpOMSNIOCTPUPOBaN B CBOEM
IHEBHVKe CBOW OUIOCOGCKNI MeTOA CedyoLLm
3aMevaHneM: «§ yacto soBUN cebsa Ha TOM, YTO
€C/IN Haxooun 019 KapTuHbl yAauyHyl pamy uan
Belan ee Ha NoABogsilee MecTo, To 6biBan Beer-
Ja TaK ropg, kKak 6yATo cam 3Ty KapTUHy Hanucan.
370, BNpoYeM, He COBCEM TOYHO, He Tak ropf, Kak
6yaTo A caM ee Hanucan, a Tak ropa, kak 6yaro s,
Tak cka3aTb, Hanucan ee He6osbluyto YacTb». Kor-
Ja s yBugen Hoylo cepuio YyiikoBa, MHe cpasy
BCMOMHUAKCH 3TW cnoBa BuTreHwrTeliHa. Tem, 4To
YynkoB HaxoauT Ans YyXol paboTbl MecTo B ornpe-
LlefIEHHOM psify, OH Kak 6bl co3aaeT 3Ty paboTy 3a-
HOBO, M60 KaK yXe 6blI0 cKka3aHo, MecTo paboTbl
B OMpenesieHHOM psfy — 3TO U eCTb, CO6CTBEHHO,
cama aTa paboTa, U ecTb TO, paau Yero XyAOoXHUK
ee cospnan. Haiitn ons pa6oTbl MECTO B ApYroMm, Tak
cKasaTb, «CY6beKTUBHOM» psify, TO ECTb HE B TOM,
B KOTOpPOM BUAeN ee co3jaTefib 1 B KOTOPOM OH
NPOXWUA ee Kak BblpaxeHne CBOEN «UHANBULYaNb-
HOCTW», — 3HAYMT 0TO6pPaTh Y Apyroro 3Ty paboTy,
oTo6paThb Y HEro ero MHAMBUAYaNbHOCTb, 06HapY-
XMB ee B KayecTBe NpocToii Macku. Yyiikos 3anpe-
waet cebe, 0f4HaKO, 3TO TOTaJbHOE HacuaMe Hap
4yXoil MHAMBWAYasbHOCTbIO, CTOMIb XapaKTepHoe
LN UCKYCCTBa «3pesioro KOHLEenTyanuama», OH
orpaHnyMBaeTCcsl «He6OMbLION YacTblo», GparMeH-
TOM, Jenas TakuMm 06pa3om Kak 6bl ABOHONW XecT
npumupeHus. Ha dparmeHTe, KOTOpbI Bbl6MpaeT
YyikoB, 06bI4HO BUAHA B NepByl0 04epelb XUBO-
nucb Kak TakoBas. Cenvac Ha 3anage 6obluoe yB-
JleYeHue X1BOMNUCHIO B iyXe 9KCNpecCcuoHM3mMa um
nckyccTta «mHpopmenb» 50-x rogos. Bospoxna-
eTcs U GUrypaTnBu3M, Npuyem ynop nenaetcs Ha
CMMBOJINYECKNE, HacblLeHHble accoLuaumamn 06-
pasbl. XyLOXHUKM OXOTHO UrpaloT C uutatamy u3
YyXumx paboT, HO NpU 3TOM NOrpyXaloT X B HEKYH0
XUBOMUCHYIO «HEepacYfieHeHKY», B HEeKOe MecuBo,
LOJIXEHCTByloWee u306paxaTb CY6beKTUBHOCTb
XyZLOXHuKa. B 20-m Beke faBHO yxe NpuLLav K Bbi-
BOJY, YTO NnucaTb Cy6bEeKTUMBHO O3Ha4aeT nucatb
nnoxo. ABaHrapf 0TKasancs OT KpuUTepueB Ma-
CTepcTBa U pelwuns Takum o6pa3om 3aBoeBbiBaTb

BORIS GROYS

but in general reconciliation. Chuikov does not
want to be driven into the ghetto of his own style
and, at the same time, he does want to make a
gesture. It is in this gesture that the creative spirit
of his work lies, drawing others, too, out of that
ghetto in which they have placed themselves.
Wittgenstein once illustrated his philosophical
method by the following observation in his diary:
‘If | found a frame that suited a picture or hung it
in a suitable place, | often caught myself feeling
always as proud as if | had painted the picture my-
self. But that is not quite accurate: not ‘as proud
as if | had painted it myself, but as proud as if |
had, so to speak, painted a small part of it’. When
| saw Chuikov’s new series | immediately recalled
Wittgenstein’s words. By finding a place in a defi-
nite ranking for others’ work, Chuikov ‘creates’ this
work afresh since, as has already been stated, the
place of a work in a definite ranking is, in fact, the
work itself and what the artist created it for. To find
a place for a work in another, ‘subjective’ ranking —
that is, not where its creator saw it and in which
he lived it as an expression of his ‘individuality’ —
means taking this work away from someone else,
taking away his individuality and revealing it as
simply a mask. Chuikov, however, does not com-
mit this total violence against another’s individual-
ity, which is so characteristic of the art of ‘mature
conceptualism’, but limits himself to ‘a small part’,
a fragment, thus making, so to speak, a dual ges-
ture of reconciliation.

In the fragment that Chuikov selects, painting as
painting is usually the most prominent feature. A
great deal of enthusiasm is currently being shown
in the West for painting in the spirit of expression-
ism or the ‘informal’ art of the 1950s. Figurativism
is also being resurrected, furthermore with the
stress laid on symbolic images heavy with asso-
ciations. Artists are not reluctant to play with quo-
tations from others’ works, but in doing so they
submerge them in a kind of artistic ‘potpourri’, a
kind of mishmash intended to represent the artist’s
subjectivity. Long ago the conclusion was reached
that to paint in the 20th century subjectively
means to paint badly. The avant-garde renounced
the standards of high art and thus resolved to con-
quer subjectivity. Now it has been concluded that
only painting which follows a model is bad: where
standards are absent, nothing bad can be done.
However, painting for Chuikov is not an opportunity
for subjective play, but a kind of universal and, in
a certain sense, professional dimension of the ar-
tistic act. The following general conclusion may be
drawn from this series: whoever an artist is, what-
ever conscious objectives he sets himself, whether
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CY6bEKTUBHOCTb. Tenepb Xe NpUWAN K BbiBOZY,
YTO TOJIbKO XMBOMWCb N0 o6paslam MOXeT 6biTb
no-HacTosWeMy MJ0Xoili: rae HeT KpUTepueBs, Tam
1 Henb39 caenaTb HUYero njioxoro.

Ilna YyiikoBa, ogHako, XMBOMUCb — HE BO3MOX-
HOCTb 419 Cy6bekTUBHON Urpbl, a HeKoe Bceobluee
W, B U3BECTHOM CMbIC/le, LEexoBoe, npodeccuo-
HaJlbHOE N3MepeHne XyAoXecTBeHHoro akta. 06-
WKNii BbIBOLA M3 €ro CEepuUM MOXHO chenaTb TakKoMn:
KeM 6bl HY 6bln XYA0XHUK, Kakne 6bl CO3HaTeNbHbIe
3apaun oH nepe coboii HU CTaBuA, NAOXOW OH AN
XOpOLMIA, HO OH BKMIOYEH B Maruio UCKyccTBa, B
Maruio Kpacku n noaTomy, 4to 6bl OH HW genan —
3TO BCcerna npekpacHo. B cBoe BpeMsi rnaBHbIM Ais
XYOOXHMKA CYUTaNoCh yBULETb KpacoTy B NMpupo-
ne. Ho YyikoB caenan B cBoeli cepum HEYTO ropas-
[0 6osibllee — OH yBMAEN KpacoTy B UckyccTee. Y
YyiikoBa BOOb6LLE €CTb YANBUTESIbHOE LapoBaHue
BWAETb KpacoTy — BecbMa pPEeiKOCTHOEe B Halm
BpeMeHa. B Hawe Bpems noan MWyT eauHCTBa U
rapMoOHUM MUpa 06bIYHO NyTem YTBEpXAEHUS: Bce
roBHO. YyNKOB ULLET ee yTBEPXAEHMEM: Bce npe-
KpacHo. OH yTBepxAaeT Mup, pasyeTtcs 1 npumu-
PSIET C HUM.

BbiBaloT BpemeHa, Korja WCKYCCTBO XOYeT CO3-
[aTb HEYTO COBEpLIEHHO 06pa3LoBoe, OTPAXHYTb
CO CBOMX HOr Npax BCEro OTHOCMUTEJIBHOTO U yXe
6bIBLIErO U OT «No406uii», C KOTOPEIMU Mbl UMEEM
[leN10 B HalleM 3eMHOM OnNbITe, BbINTU K HE6ECHbIM
«npoo6pasam». ManeBuy — spkuii Tomy npumep.
A 6biBaloT BpemeHa, Korga UCKYCCTBO XO4eT npe-
0L0JIETb BCSAKME MPEeTEeH3UW Ha WUCKIYMTENb-
HOCTb — TOra OHO OTpMLAET NpaBo 3a 06pa3uamm
npeacTaBnsiTb «LyXOBHOCTb» U CTPEMUTCS K MU-
CTUYECKOMY MNEepexmBaHul0 eauHCTBa BCEro cy-
wero 6e3 nepapxuii u paHros, Béupas B cebs He-
6ecHble 03apeHnsi Ha NpaBax JNLb YacTu eauHOro
uenoro. 3To KaK BblAOX 1 BAOX.

Bnpouyem, Takme MaHudecTaumm BceobLLero eauH-
cTBa ToXe B CBoeM poje o6pasuosbl. 11 oHu Toxe,
B CBOIO 04epefb, MOryT 6biTb OCBOEHbI, OCMOpPEHbI
1 npuBeeHbl B HOBOE eANHCTBO. YTO Xe ocTaeTca?
OcTaeTca UMEHHO BCe — U TO, U 3TO, N UX CUHTE3
ToXe. KTo B CKyCCTBO nonan — ToT 60Jiblue yxe n3
Hero HUKya He OeHeTCsl, X04eT OH 3TOro UK HeT.

«A-fl», No7, 1986

he is a good artist or a bad one, nevertheless he
is included In the magic of art, the magic of paint
and, therefore, whatever he does is always beauti-
ful. Once it was considered most important for an
artist to see the beauty in nature. But Chuikov has
done something much greater in his series — he
has seen the beauty in art. Indeed, Chuikov has a
remarkable gift for seeing beauty, something ex-
tremely rare in our time. People today usually seek
unity and harmony in the world by affirming that
everything is shit. Chuikov seeks it through the af-
firmation that everything is beautiful. He affirms
the world, takes joy in it and is a reconciling force.
There are times when art wants to create some-
thing utterly exemplary, to shake from its feet the
dust of everything similar and everything that has
already been done and to leave behind the ‘similar-
ities’ with which we deal in our earthly experience
towards heavenly ‘prototypes’. Malevich is a shin-
ing example of this. And there are times when art
wants to overcome all claims to being exclusive —
then it denies the right of a model to represent
‘spiritual qualities’ and strives towards a mystical
experiencing of the unity of all existence without
hierarchy or ranks, taking into itself heavenly illu-
minations as just a part of the united whole. This
alternation is like breathing out and breathing in.
Furthermore, such manifestations of universal uni-
ty are also exemplary in their own way. And they,
too, in their turn, can be assimilated, disputed and
brought to a new unity. What, then, is left? What
is left is just everything — this and that and their
synthesis as well. He who has found his way into
art will never get out of it again, whether he wants
to or not.

A-YA, No7, 1986
Translated by K.G. Hammond

CYNPEMATWUYECKAS KOMMNO3WLINS, 1989 / Suprematistic Composition, 1989
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1 6epy rotoBble N306paxeHunsi, NOTOMY YTO He peLlal NpobaemMy CTUNN 1 He Bepto B COBCTBEHHbIN CTUAb. CTUb — oYepenHas

YCJI0BHOCTb UCKYCCTBa, HO €CJIn Tbl HE BEPULUb, YTO 3TO HYXHO OenaTtb, TO N HE CMOXeLlb caesiaTb. AqaHe Bepto. .
WNBAH 4YNKOB

| take readymade depictions for | am not trying to solve the style issue and | do not believe in personal style. Style is another

convention for art, but if you don’t believe that you must do it, you cannot do it. And | don’t believe in it. R

OPATMEHT No 1. ®PATMEHT KAPTUHbI YYIKOBA OKHO XIX, 1982 / Fragment # 1. Fragment of the Chuikov’s Painting Window XIX, 1982
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OPATMEHT Ne 2. ®PATMEHT ®PECKN MA3AYY0, 1982 / Fragment # 2. Fragment of Masaccio Fresco, 1982 OPATMEHT Ne 3. ®PATMEHT KAPTUHbI MATUCCA, 1982 / Fragment # 3. Fragment of Painting by Matiss, 1982
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OPATMEHT Ne 4. ®PArMEHT 0YTBOJIbHOIO NNAKATA, 1982 / Fragment # 4. Fragment of a Football Poster, 1982 OPATMEHT Ne 5. ®PATMEHT KAPTWHbI COBETCKOI'0 XYIOXHWUKA MAKCUMOBA, 1982 / Fragment # 5. Fragment of Painting of Soviet Artist Maximov, 1982
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OPATMEHT Ne 6. ®PATMEHT NOJIMTUYECKOIO NJIAKATA, 1982 / Fragment # 6. Fragment of Political Poster, 1982 OPATMEHT Ne 7. ®PATMEHT ®PATMEHTA |,1982 / Fragment # 7. Fragment of Fragment |, 1982
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CJIEBA HAMPABO: I'. MAJIUK, 1. YYIIKOB,

E. BAPABAHOB, J1. BAPABAHOBA, b. 'POUC. ®0TO

H. HUKUTWUHOW / G. Malik, I. Chuikov, E. Barabanov,
L. Barabanova, B. Groys. Photo: N. Nikitina

Bpemsi oT BpemeHU NpUXOAWTCS YUTaTb WAW Cibl-
waTb, YTO KPUTUKY He ciedyeT nucaTb O XYAOXHU-
Kax-IOpy3bsix: TepsieTcs, feckaTb, 06bEKTUBHOCTb.
Ho 06bekTMBHOCTb B UCKYCCTBE U ero OLeHKe, BO-
nepBbIX, HEBO3MOXHa, @ BO-BTOpPbIX, HEXenaTebHa.
Ecnv KpUTWK He aHraxmpoBaH, 06beKTUBEH 1 PaBHO-
LyLUEeH, TaK, YTO HEBO3MOXHO MOHATb, KTO ero apy-
3bsl, @ KTO — NPOTUBHUKM, TO 9TO NPOCTO NJIOXOM Kpn-
TWK, KOTOPbIN 3aHssIcs He cBouM aenom. lickyccTBo
eCTb, B KOHLLe KOHLIOB, feJso BKyca. U apysbamu B
HEM MOTyT CTaTb TOJIbKO T€, KTO XOTS 6bl B KaKOMN-
TO CTENEHN CBA3aH 06LWHOCTbIO BKyca. lIMeHHo aTa
06LLHOCTb BKyCa CBOAWT JIIOAEN, LeNaeT UX Apy3bsi-
MW — TaK YTO B KOHLie KOHLLOB JINYHOE CMeLInBaeTcs
C 06LL,EeCTBEHHbIM N 3CTETNYECKOE — C CEHTUMEH-
TaNbHbIM.

WmeHHO Takoro poda 3CTETUYECKU-CeHTUMEHTaslb-
Hble COO6paxeHnsl 1 BOCMOMWHaHWS BO3HWKAIOT Yy
MeHsi celyac, Korga s nuwy o pa6éoTtax Moero apyra
WNBaHa Yyikosa. 1 BcnoMuHalo, Hanpumep, Kak OH
npuwen ko MHe gomoii B Mockse B 1979 rogy (wm
370 6bin ele 1978 roa?) ¢ npeaioxeHnem HanucaTb
BCTYNUTENbHYIO CTaTbio 41 NepBOro HOMepa Xyno-
XeCTBEHHOro xypHana «A-fl», KOTopblii JONXeH 6bin
BbixoauTb B Mapuxe nog penakument Urops Wenkos-
ckoro. LllenkoBckoro g Toraa AMYHO He 3Han, 06¢To-
ATesIbCTB U3AaHS TOXE He 3Has 1 He Uves, pasyme-
€TCsl, HUKaKUX paLvoHabHbIX OCHOBaHWUIA nonaratb,
4TO N3 STON 3aTeu NOSy4UTCS YTO-NNBO ICTETUHECKM

From time to time you read or hear that an art critic
should not write about his or her friends when they
are artists — he is no longer objective then, they
say. But, firstly, objectivity in art and its assess-
ment is impossible, and, secondly, it is not desir-
able. When the critic is not involved, when he aims
to be objective and impartial, it is impossible to un-
derstand who are his friends and who are his op-
ponents. This is an example of a bad art critic who
is pursuing something he should not. Art is purely
a matter of taste, and only people who share a sort
of affinity in taste can become friends in it. It is
precisely this affinity of taste which brings people
together, so that, in the end, the personal is mixed
with the social and the aesthetical with the senti-
mental.

It is my own aesthetically and sentimental ideas
and recollections that | shall draw upon to write
about the works of my friend, Ivan Chuikov. | recall
how Chuikov visited my home in Moscow in 1979
(or was it 19787?) suggesting that | should write an
introductory article for the first issue of the A-Ya
art journal which was to be published in Paris and
edited by Igor Shelkovsky. | didn’t know Shelkovsky
in person, just as | did not know the situation with
this publication, and I had no idea, no rational rea-
son to suppose that something aesthetically ac-
ceptable could result from this idea. Nevertheless,
| immediately trusted Chuikov’s taste, although I

npuemnemoe. I Tem He MeHee 1 HEMeLNEHHO Ao-
Bepuncs Bkycy YylikoBa, C KOTOpbIM §i TOrAa eLue He
6b171 0CO6EHHO 61M3KO 3HAKOM, HO Ybe UCKYCCTBO — C
TOro MOMEHTa, KaK sl ero yBuies, — nokasasnocb MHe B
BbICLUEN CTEMNEH 3aC/yX1BAIOLLVIM LOBEPUSI.

370 ouwlyuieHne foBepusi, KOTOpoe A1 1 celfivac Kax-
Iblll pa3 UCMbITbIBAKO, KOrAa BUXY HOBble paboThbl
YyikoBa, BO3HUKAeT, HECOMHEHHO, Npexae Bcero,
OTTOrO0, 4TO NpU B3r/SAE Ha HUX Cpa3y CTaHOBMUTCS
SICHO, M3 Yero 1 Kak OHU caenaHbl. Yyiikos ncnosb-
3yeT B CBOWX paboTax dparmMeHTbl, B3dTble U3 Kap-
TWH K1aCCKUYecKoro XMBOMUCHOrO penepTyapa, HO
Takxe U3 MaccoBoOW N30NpoLyKLUM Bpode nnakaTa
nnn dotorpadun. ®parmMeHTbl 3TU BCerga MMerT
YeTKyl0 reoMeTpuyeckylo ¢popmy (Yale Bcero 3To
dopma kBagpaTta). W oHM KOMEBMHMPYOTCH Mexny
c0o60M1 Mo NPOCTbIM, XOTS U OTHIOAb He 9f1eMeHTap-
HbIM, HO MOHATHBLIM NS 3pUTENS KOMBUHATOPHLIM
npasunam. He no6osswncb NpodaHHOro CpaBHEHMS,
MOXHO CcKa3aTb, YTO MCKYCCTBO YyiikoBa HanomMmHa-
€T PecTopaH C XOpollell KyXHel, KoTopas oTaunya-
€TCA TEM, YTO KaxAblii NOCETUTENb MOXET CPaBHMU-
TeJsIbHO SIerko onpeaesnTb, U3 Yero caenaHo Kaxaoe
OTAeNbHOe 611080, KaKOBbI COCTaBJISIOLLME €ro Npo-
LyKTbl 1 He NOBPEASAT /1 OHN 30,0POBbIO. Takas KyXHsl
Cpas3y Bbi3blBAaET AOBEPME — B OTANYME OT 6104 1
NPOM3BEAEHUI NCKYCCTBA, OTHOCUTESIbHO KOTOPbIX
HEemMoHATHO, U3 Yero OHW clefaHbl, 1 KOTopble Bbl-
rNSAST N03TOMY B BbICLUEl CTENEHN NOLO3PUTESbHO.
06bI4HO NPUHSTO FOBOPUTD, YTO NOAO6HLIE U3AENNS
NPUroTOBJIEHbI N3 BAOXHOBEHMS, — HO NP 3TOM CO-
06LWweHnn y HaboaaTens Kak pas 1 BO3HUKaeT 0Co-
6€HHO OCTPbIii CTPax OTPaBUTHCS.

06cyxneHue onepaLmnm parMeHTUpoOBaHUs 1 nepe-
KOM6WHUPOBaHUS SBASIETCS, BHE COMHEHMS, OAHO
13 JOMUHUPYIOLNX TeM B OUAOCOPCKON W KySb-
TYPOSIOr4eCKO 3CCEeNCcTUKe Halero Beka, Mo-
CKOJIbKY MMEHHO 3TV LBE Onepauuy OnpegesnsioT,
no CywecTBy, OYHKUWOHMPOBaAHUE COBPEMEHHOI
TeXHN4YecKol umBuan3aumn. B antepartype u nckyc-
CTBE Hallero Beka pparmeHTaLms U KOMBUHATOPUKa
npeacTaBAAlOTCA NPU 3TOM A0CTAaTO4HO YacTo B Tpa-
rmyeckux ToHax. PparmMeHTaums — naxe cUMBONN-
yeckass — BOCMpPUHMMAETCs KakK BUBWCEKUUS, Kak
XEeCTOKOe Hacuve Hag OpraHu4eckum Tenom, 6yab
TO TEes10 YenoBeka WK Teno NPOU3BEAEHNS 1CKYC-
CTBa, Kak nobeaa MaluvHbl Hag opraHuamom. Meta-
GOpaMn HaCUNbCTBEHHOIN «pacYSIEHEeHKN», KaK OHa
OCYLLECTBNISIETCA Ha BOWHE WKW B ONEPaLMOHHOI,
nepeHachbllWeHbl NOYTU BCE BANSTESbHbIE AUCKYPCbI
0 GparmMeHTaLMmM 1 KOMBUHaTopuke — oT MapuHeTT!
n beHbsiMuHa po Jlenesa. He meHee npamatuyHoi
6blna 1 TpaKToOBKa GparMeHTUpPOBaHWSA 1 Kosiiaxa B
nckyccTse XX Beka: OT paHHUX KybuUCToB 1 Aagaun-
cToB no JamueHa XepcTa (XyLOXHUKM TEXHUYECKO

BORIS GROYS

did not know him well at that time, but his art —
from the very moment | saw it — looked extremely
trustworthy.

Even today, this feeling of trust which | experi-
ence every time | see new artworks by lvan Chu-
ikov, is undoubtedly based on the fact that | im-
mediately realized what these artworks are made
of when | saw them. In his artworks Chuikov uses
fragments of the classic repertory of painting and
of mass produced images like posters or photo-
graphs. These fragments always have clear geo-
metric form (in most cases they are square). They
are re-organized and mixed according to simple,
though not quite elementary rules which are, nev-
ertheless, understandable to the viewer. Unafraid
to sound profane in this comparison, | could say
that Chuikov’s art reminds me of a restaurant with
good cooking where every visitor can easily see
what each individual dish is made of, what are its
ingredients, and whether they can be harmful to
them. Such cooking immediately arouses trust —
unlike other dishes and artworks where one can-
not understand what they are made of and which
therefore look extremely suspicious. You could say
that such dishes are made of inspiration — but this
very information could trigger an acute fear of poi-
soning in the viewer.

The discussion of fragmentation and recombina-
tion is a dominating topic in the philosophical and
culturological essays of this century as it is pre-
cisely these two operations which essentially de-
termine the functioning of the contemporary tech-
nological civilization. However, art and literature of
the 20th century often present fragmentation and
recombination in quite tragic hues. Fragmenta-
tion — even when it is symbolical — is perceived as
vivisection, as cruel rape of the organic body, be it
a human body, the body of land or the body of an
artwork. It is perceived as a victory of the machine
over the real. All the influential discourses con-
cerning fragmentation and recombination — from
Marinetti and Benjamin to Deleuze — are brimming
with the metaphors of violent ‘dismemberment’ as
it is practiced in combat or surgery. The treatment
of fragmentation and collage in 20th century art,
ranging from early Cubists and Dadaists to Damien
Hirst, was at least as dramatic — the artists of the
technological epoch are inclined to scare the view-
er with scissors and saws.

The technique of appropriation forms another cen-
tral theme of the contemporary artistic discourse
which is also used by Ivan Chuikov as a basic ar-
tistic method. The symbolical appropriation of the
works by other artists — whether in whole or as
fragments — is in most cases interpreted in terms
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3MOXW CKJIOHHBI 3anyrMBaTtb 3pUTENS HOXHULAMU
v nunoi).

Ilpyroii LeHTpanbHOM TEMOW AONs COBPEMEHHO-
ro XyLOXeCTBEHHOro JIUCKypca SIBNsieTcsl Tex-
HUKa anponpuauun, Takxe ucnonb3yemas Yymn-
KOBbIM Kak OCHOBHOW XyLOXECTBEHHbIi npuem.
CumMBOIMYECKOE NPUCBOEHNE XYLOXHWKOM paboT
LpYyrX XyLOXHWKOB — LEAUKOM Wiu dparMeH-
TOB — WHTEpMNpeTupyeTcs Npyu 3TOM 4alle BCEro B
TepMuHax 6opbbbl 3a BacTb Hafd XyLOXECTBEH-
HO ®OPMOI. B XynoXecTBEHHON cucTeMe, Kak OHa
NCTOPUYECKN CROXMAacb, aBTOPCTBO XYOOXHMKA
03HayaeT Takxe aBTOPCKOE NpaBo, TO €CTb NpaBo
CO6CTBEHHOCTU Ha XYAOXEeCTBEHHbIi 06pa3. Tem
caMbIM UCKYCCTBO BMWCbIBAETCS B CUCTEMY OTHO-
LIeHWUIA YaCTHOI COBCTBEHHOCTY, rapaHTUPOBaHHYI0
rocrnoACTBYIOWMMU CTPyKTypamu BnacTu. B atoii
nepcnekTMBe TEXHIKA penpoayLpoBaHNs — B KOM-
6MHaLMK C NCNOb30BaHNEM 3TON TEXHUKU B XYA0-
XECTBEHHOM KOHTEKCTE — BbICTYNnaeT Kak opyaue
60pb6bl 3a CBOEr0 poda CUMBOSIMYECKOE 0606LLeCT-
BJIEHME KYJIbTYPHbIX LLEHHOCTEN.

B pa6oTax YyiikoBa ApamaTii3m dparmMeHTaLum, oa-
HakKo, TaK Xe Maso ollyuaercs, kak 1 napoc 6opb-
6bl NpoTMB aBTOpPCTBa. Ero kapTuHbl He sBRSOTCS
HU aHaTOMUYECKUM TeaTpoM, HU apeHon 60opb6bl
3a Bnactb. Ckopee, OHW NPOU3BOASAT FApMOHUY-
Hoe, c6anaHcUpoBaHHOe, CNOKOWHOE BneYaTneHue,
KOTOpoe Mbl 06bI4HO accouMmMpyem C MCTOpUYecKn
YCTaHOBMBLUECS XNBONUCHON Tpaauumen. lMpnynHa
COCTOMT B TOM, 4TO YyNKOB UCNOJIb3YET XapakTepHO
NOCTMOLEPHUCTCKUE MPUEMbl GparMeHTauum, pe-
NpooyLMpOBaHNS, anponpuauMm U nepekoMbuHu-
pOBaHMsl B LENSIX BbIIBIEHUS YNCTON XMBOMNUCHOCTH
KapTWHbl, B LensX 06HapyXeHWUs eANHOW 1 NOTEH-
LManbHO 6eCKOHEeYHOW XUBOMUCHON MIOCKOCTU, Ha
KOTOPOUi 0iHN KOHGUrypaLumm GopMm U LiBETa CMeHsI-
I0TCS OPYrMMU, HO KOTOpasl OCTaeTcsl TEM He MeHee
NOCTOSHHO paBHOW caMoli ce6e. BbisBneHmne YncTon
XUBONMCHON NJI0CKOCTY — CKPbITOl Nog MHoroo6pa-
31EM XMBOMUCHBIX GOPM, HO B TO Xe Bpems Aenato-
e 3TN GOPMbl BOSMOXHBIMU — NpeLCTaBseT co-
6011, Kak U3BECTHO, OCHOBHY!O LieJIb MOLEPHUCTCKOIA
a6cTpakumu. TpaAuUMOHHO 3Ta Lefib JocTuranachb
npenesibHbIM yCTpaHeHUEM BCEX N306pa3mnTesbHbIX
11 9KCNPECCUBHbIX 31IEMEHTOB XuBonucy, 6naroaa-
psi YeMy 0Ka3blBasoCb BO3MOXHbIM CAeaTb 3pUMOli
€AVHYIO0 U HenpepbIBHYHO XUBOMUCHYIO MIOCKOCTb —
UnK, NHaYe roBops, UCTUHHYIO MeauanbHyto Npupo-
Lly XNBOMUCK KaK NCKYCCTBa.

Xopowo n3BecTHa CBSsLLEHHasi UCTOpUSI BbICOKOM
mofepHucTCKoi aéeTpakumn ot Manesuya n MoH-
npwaHa no [ixekcona losnoka, bapHeTa HotomeHa 1
Jna PeviHxaparTa. 310 ncTopus pagukanbHON acke-
3bl U NOCTOSHHOW XEPTBbI BUAVMbIM pajiyi CKPbITOro.

of struggle for power over the aesthetical form.
In the aesthetical system, as it developed histori-
cally, the authorship of an artist also implies copy-
right, i.e. ownership rights covering the aestheti-
cal image. Thus, art is made to fit the system of
private property relations guaranteed by the domi-
nating structures of power. From this point of view
the reproduction method, combined with the use
of this method in the artistic context, functions as
a weapon used in the struggle for a certain sym-
bolic socialization of cultural values.

Yet, the drama of fragmentation is not that acutely
felt in Ivan Chuikov’s works, just as the enthusi-
asm of fighting against authorship is quite low in
them. His paintings are not an anatomy theatre
or an arena where the fight for power is going on.
They rather produce a harmonious, balanced, quiet
impression which is usually associated with the
historically stable tradition of painting. The reason
for it is in the fact that lvan Chuikov resorts to dis-
tinctive postmodernist methods of fragmentation,
reproduction, appropriation and recombination to
reveal the pure pictorial quality of his work, to dis-
cover the integral and potentially infinite painted
surface where certain configurations of form and
colour replace each other, but which remains equal
to itself forever. This revelation of the pure pictorial
surface, concealed with the variety of the forms
of painting, yet making all these forms possible,
is obviously the main goal of Modernist abstrac-
tion. Traditionally this goal was achieved by the
ultimate annihilation of all figurative and expres-
sive elements of painting exposing to the eye the
integral and continuous pictorial surface — or, in
other words, the true medium of painting. The holy
history of high Modernist abstraction developing
from Malevich and Mondrian to Jackson Pollock,
Barnett Newman and Ad Reinhardt is well-known. It
is the history of radical asceticism and of continu-
ous sacrifice of the visible in the name of the con-
cealed. But it was Kandinsky who already pointed
out that it was not necessary to make new abstract
art — it was enough to see all existing art as picto-
rial abstraction, i.e. as a pure combination of form
and colour. One could say that Ivan Chuikov’s art
achieves this effect. By the fragmentation and re-
combination of the existing artistic forms Chuikov
shifts the attention of the viewer from their plot,
theme and historical function to their pure picto-
rial form, i.e. he reveals their abstract nature — and
their own medium with it, their inherent place on
the integral, virtual and infinite pictorial surface.
This is why Ivan Chuikov’s artworks have no external
drama and expressiveness — they just calmly state
the fact that every pictorial form has been manu-

OPATMEHT NOJINTCTEH]IA, 1985 /
Fragment of Propaganda Board, 1985

BAH YYI1KOB, CEPFEN MUPOHEHKO, BOPUC FPOIAC
HA BbICTABKE HNKOJ1ASl OBYMHHWKOBA. TAJIEPEA
KPUHI'C-3PHCT. KEJIbH. 1990 / Ivan Chuikov, Sergey
Mironenko, Boris Groys at the exhibition of Nikolai
Ovchinnikov. Krings-Ernst Gallery. Cologne. 1990

Ho yxe KanauHckwnii 06paTun BHUMaHWe Ha To, YTo
Heo6s3aTeNbHO AenaTb HoBoe abCcTpakTHOe UCKYC-
CTBO — JOCTaTOYHO YBUAETb BCE yXe UMetoleecs
MCKYCCTBO KaK XMBOMMUCHYIO abCTpakuuio, TO ecTb
KaK Y1CTylo KoM6MHaLMIO GOpMbI 1 LiBETa.

MoxHo cka3aTb, 4TO MMEHHO 3TOro 3gdeKTa AOCTU-
raet uckycctso Yyikosa. llyTem ¢parmeHTUpoBaHus
1 NepekOMEMHNPOBaHUS yXe UMEIOLLMXCS XyLoxXe-
CTBEHHbIX pOpM YyNKoB NepeHOCUT BHUMaHUE 3pu-
TENS C UX CIOXETa, TEMbl N UCTOPUYECKON OYHKLIMM
Ha MX YUCTYIO XMBOMUCHYIO GOPMY, TO €CTb BbisiIB-
NFeT X abCTPaKTHY0 Npupoay — 1, TeM camblM, UX
COB6CTBEHHYIO MeaNanbHOCTb, UX U3HAYasbHYIO Npu-
HaOJIeXHOCTb €ANHON, BUPTYasibHOW 1 6ECKOHEYHOI
XuBonucHol nnockoctu. liIMeHHo noaTomy pa6oTbl
YyikoBa NuLIEHbl BHELWHEl ApamMaTUYHOCTN U 3KC-
NPECCUBHOCTN: OHUN JINLb CMOKONHO KOHCTaTUPYIOT
MCXOAHYI0 CAENaHHOCTb 10601 XMBONWUCHOW GOpMbl
1 HenpepbIBHbIA XapakTep XMBOMUCHOI NPaKTUKN.

N Bo Bcskom cnyyae ¢parmeHTauus U KOM6MHa-
TOpUKa He ClyxaT 3[ecCb BBEAEHWIO B MCKYCCTBO
JINTEPaTYpPHOCTN M NOBECTBOBATESIbHOCTM, KaK 3TO
MIMENI0 MECTO Y MHOTMX PYCCKUX XYLOXHUKOB, pa6o-
TaBLWWX NapanfenbHo ¢ YynkoBbiM, Takux, CKaxeMm,
kak Wnbst Kabakos, 3puk bynatos nnm Buktop lNuso-
BapoB. 3TN XyOOXHWKM, UMEBLUME OBLWMNPHBIA ONbIT
KHVUXHOW WAloCTpaumu, noctaBuiam cebe LENbio
OTPedNeKTMPOBaThb ONbIT COBPEMEHHOIO TEXHWUYe-
CKOro o6palleHus C XyOOXeCTBEHHON dOpMON, TO
€CTb ee MexaHW4eckoil dparmeHTaLuu, penpoayk-
LMK 1 NepekoMBUHNPOBaHUS, NyTeM ee UHTerpalum
B NOBECTBOBATEJIbHbI TEKCT. B N3BECTHOM CMbICNE
YyinkoB naeT npsMo NPOTMBOMOJIOXHLIM NyTEM, No-
CKOJIbKY OH, HanpOTMB, CTPEMUTCS UCMONb30BaTh TE
Xe TexHuyeckne npmemMbl 419 HOBOro 060CHOBaHMS
XVUBONWUCHON aBTOHOMWUW U A1 AOCTUXEHNS Tpaam-
LIMOHHBIX Lienieli BbICOKOro MofepHu3mMa. Ho B To xe
BpeMs UCKYCCTBO YyiikoBa He siBnsieTcs abCcTpakT-
HbIM B 3HAYEHUW «JIMLEHHBIM COAEPXaHus» — 1 9TO
ero coaepxaHue nenaet uckycctso Yyiikosa, npu
6anxalileM pacCMOTPEHUN, BAN3KUM K UCKYCCTBY
€ero KoJier no MOCKOBCKOMY KOHLienTyanmamy. Peyb
noet 06 yCTpeMIEHHOCTU B 6ECKOHEYHOCTb.

3Ty ycTpemneHHoCcTb B 6eCKOHEYHOCTb i Kak pas3
OTMETWJ1 Kak 0COBEHHO XapakTepHyto 1 cyry6o po-
MaHTUYECKYIO YepTy MOCKOBCKOr0 KOHL,enTyanm3ma
B TOW camol cTaTbe «MOoCKOBCKUI pOMaHTUYeCKuii
KOHLLeNTyann3m», KOTOPYIO NPensoXui MHe Hanu-
caTb YyinkoB 1 OT KOTOPOIi B OTEYECTBEHHON KO-
JIEKTUBHOW NaMAT OCTaNoCb TOMbKO BblpaXeHue
«MOCKOBCKWI KOHUenTyanuam». Ho MOXHO 6biio
6bl TOroa ckasaTb U «MOCKOBCKUI pOMaHTUYECKNii
CTPYKTypanua3m». Bce NOMHAT, YTO CTPYKTypanam3m
6bln TOrAa TOTaNbHOW MHTENNEKTYabHON MOAOA, —
1 6bIN0 NPOCTO 0653aTeslbHbIM BCE KYNbTYpHble

BORIS GROYS

factured, and that pictorial practice is continuous
in its nature. Anyway, fragmentation and recombi-
nation do not function as a means to include lit-
erature and narration into visual art as it was with
other Russian artists who worked in parallel with
Chuikov, such as llya Kabakov, Erik Bulatov or Vic-
tor Pivovarov. These artists, having an extensive
experience of book illustration, had the goal of re-
flecting upon the experience of the contemporary
technological manipulations with the artistic form,
i.e. of mechanical fragmentation, reproduction and
recombination, through the integration in the nar-
rative text. In a certain sense, Ivan Chuikov moves
in the opposite direction, for he, on the contrary,
strives to use the same methods for the new jus-
tification of the pictorial autonomy, and to achieve
the traditional goals of High Modernism. Yet, Ivan
Chuikov’s art is not abstract in the sense of ‘being
deprived of content’, at the same time, and itis it’s
content that brings Ivan Chuikov’s art close to the
art of his colleagues, the Moscow Conceptualists,
when you look at it hard. | mean here he is striving
for infinity.

It was this striving for infinity which | mentioned
as a specific and purely romantic characteristic
of Moscow Conceptualism in that very article ti-
tled Moscow Romantic Conceptualism which was
written on Chuikov’s suggestion and which has
completely faded away in the collective memory of
Russia, except for the phrase ‘Moscow Conceptual-
ism’. But it could also be called ‘Moscow romantic
Structuralism’. Everybody remembers that Struc-
turalism was a total intellectual craze then — and
it was a must to describe all cultural phenomena in
Structuralist terms. But what does this description
imply? It is nothing else but the use of the same
operations of fragmentation, reproduction and re-
combination. Yet, these operations were only used
in theory with the objective to discover a limited
number of rules which describe the system of cul-
ture as a whole — this was a pain in the neck for
these romantic and dreamful people, and the au-
thor of this text also belonged to these romantic
people who tended to think that the play of imagi-
nation, including the play of technological imagina-
tion, is infinite and cannot be limited to a finite set
of operations. It is well-known that these dreams
brought about the emergence of Post-Structur-
alism in France in the late 1960s and early 1970s
which marked the transition to manipulations with
infinite fragmentation and infinite recombination.
In Russia this transition was limited to the sphere
of art. This infinite dreaming manifested itself in its
appeal to the endless processes of fragmentation
and recombination which shatter and eliminate
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IBAH YYIKOB HA ®OHE CBOWX PABOT. 70-E /
Ivan Chuikov in front of his artworks. 70s

(GEeHOMeHbl onucbiBaTb CTPyKTypanuctcku. Ho yto
03HayaeT «CTPYKTYpanncTcKoe onncaHme»?

He uTo nHOe, Kak NpUMeHeHNe BCe TeX Xe onepaunii
dparMeHTUpOBaHWs, PenpoayuMpoBaHus W nepe-
KOM6MHVpoBaHus. Ho 3Th onepaumm npuMeHsauch
TEOpeTUYECcKN BCEraa TOJbKO C LEeSblo HaliTh Ko-
HEYHoe YNCJI0 NpaBwJl, ONMCHIBAIOLLNX BCIO CUCTEMY
KyNbTypbl B LLEJIOM, — 1 3TO 06CTOATENLCTBO CUIbHO
LelicTBOBaJIO Ha HepBbl HaTypamM POMaHTUYECKUM 1
MeyTaTesIbHbIM, K KOTOPbIM OTHOCUTCS 1 aBTOP 9TUX
CTPOK 1 KOTOpble 6bl CKNOHHbI AyMaTb, YTO Urpa
BOOGpaxeHusi, BKAItOYas U UFpy TEXHNYECKOro BOO6-
paxeHus, SBnSieTcs 6CKOHEYHOIN N He MOXET 6biTb
nog4YMHeHa KOHe4YHOMY Habopy onepaLui.

Bo ®paHumn Takoro poga meyTaTesbHble coobpaxe-
HUS NpUBENN, KaK N3BECTHO, B KOHLIe 80-x — Havane
70-X rofioB K BO3HUKHOBEHMIO NOCTCTPYKTYpann3ma,
KOTOPbIi 1 6bl1 NEPEX0oM K onepupoBaHuio 6ec-
KOHeYHol ¢parmeHTaumeit 1 6eCKOHEYHON KOMEBM-
HaTopukol. B Poccum B Te Xe rofbl 3TOT nepexon,
NPOU30LIEN TONbKO B UCKYCCTBE. Y BCEX XYAOXHU-
KOB MOCKOBCKOFO KOHLENTyajM3Ma MOXHO HalTu
3Ty 6€CKOHEYHYI MeYTaTeSlbHOCTb, BblPaXeHHYIo
B aneansumm K 6eckoHe4YHbIM npoLeccam dparmMmeH-

every definite, stable, finite form that can be found
in every creation of the Moscow Conceptualists.
With every artist of this trend this infinite Post-
Structuralist dreaming has an absolutely certain
political tendency, be it in the fragmentation and
recombination of Socialist Realism in paintings by
Komar & Melamid, or the visions of infinity dreamed
by Kabakov’s lonely individual sitting in his ward-
robe. Each of these cases, besides other things,
implies the struggle to overcome the finite limits
of the Soviet political system. It could and may
have been owing to the fact that Soviet theoreti-
cal Structuralism has always functioned inside the
finite limits of the Soviet, or, at best, of the inter-
national system of academic art, which made it
impregnable to the Post-Structuralist dreaming
which infected unofficial Russian artists. Every one
of Chuikov’s works also hint at the potential for its
infinite continuation, every series implies some-
thing invisible, some ‘etc’. And a certain political
component which is surely present in Chuikov’s art
is associated with it. Every hierarchy is de-hierar-
chicised in his work, every central position is de-
centred. All artistic forms are recognized as equally

TUPOBaHUSA N KOMBUHNPOBAaHWS, B KOTOPbIX APO6UT-
A 1 UcYe3aeT BesKas onpenesieHHas, ycTonymBas,
KOHeyHass dopma. Uy Bcex aTux XynoXHUKoB bec-
KOHEYHasl NOCTCTPYKTYpPaNNCTCKas MEYTATENbHOCTb
MMeeT COBepLUEeHHO onpefesieHHYI0 NoAUTUYECKYIo
HanpaBfeHHOCTb, 6yAb TO dparmMeHTaLus U Kom-
6uHaTopuMKa, KOTOpOI MoABepralT CoLpeasncTi-
yeckylo kapTuHy Komap u Menamug, unu meutbl 0
6eCKOHEYHOM, KOTOPbIM NpeaaeTcs Kab6akoBCKWii
OOVHOKMIA WHAMBUAYYM, cuis y cebs B wkady. Bo
BCEX 3TUX Clyyasx peyb WOET, Kpome BCero npo-
Yero, 0 NPEOAONEHNN KOHEYHBIX MPaHIL, COBETCKOI
NoANTUYECKON cucTeMbl. BO3MOXHO — 1 laxe oueHb
BEpOSITHO, — YTO UMEHHO TO 06CTOATENbCTBO, YTO
COBETCKWII TEOPETUYECKNII CTPYKTypanu3M Bcerna
OYHKUMOHMPOBa BHYTPW KOHEYHbIX FpaHuL Cco-
BETCKOW MAW, B JiyYlleM ciiydae, MexAyHapomaHou
aKkafieM14ecKom CUCTEMbI, CAEaN0 ero HevyBCTBU-
TeJIbHbIM K NOCTCTPYKTYPasMCTCKON MeyTaTeslbHo-
CTU, K KOTOPOMN 0Ka3anncb YyBCTBUTESIbHbI HEOOU-
LManbHbIE PYCCKUE XyLOXHUKM.

Kaxpas pa6ota YyikoBa Takxe HamekaeT Ha BO3-
MOXHOCTb ee 6€CKOHEYHOro NPOAOAXEHMs, Kaxaas
cepus paboT npeanonaraeT 3a coboii HeBUAMMOE
«N T. A.». C 9TUM cBSiI3aHa 1 onpeaeneHHas noanTmn-
yeckasi COCTaB/IAoLLAs, KOTopas UMEETCS, KOHEYHO,
B UckyccTBe YyikoBa. B ero paéoTax nenepapxusu-
pytoTcs nobble nepapxum, feLeHTpupyoTcs Jilobble
LieHTpaNbHble no3uuun. Jltobble XyHA0XECTBEHHbIE
GOpPMbl NPU3HAIOTCA OAMHAKOBO 3acCayXvBatoWUMy
BHUMaHUsS — HO TOJIbKO NOCAE TOro, KakK OHW aunlua-
l0TCS BCEX CBOMX TPALULMOHHBIX MOEONIOrMYEecKMX
npeTeH3uin. OyeBMOHO, 4YTO nomo6Has cTpaTerus
3HauuTesnbHO 6osiee 3ODEKTMBHA, HEXENN Apama-
TWYeckas MHCLEHMPOBKA EAMHWYHbIX, WHAVBWAY-
anbHbIX aKLMIN NPOTECTa, KOTOpble, yXe BCAeACTBINe
CaMoIi CBOEN eAVHNYHOCTY 1 NPETEH3MN Ha ocoboe
3HaveHue, NOATBEPXAAIOT elle pa3 TOT Mud 06 nuc-
KJIOUYMTENBHOCTU XYAOXHMUKA, Ha KOTOPOM 6asunpy-
eTcs cUCTeMa, NPOTUB KOTOPOW COOTBETCTBYOLWME
akuuy siKo6bl HanpaBeHbl.

NckniounTenbHOCTM NPOTUBOCTOUT, Kak W3BECTHO,
NocTosHCTBO. W MMEHHO NOCTOSIHCTBO MpUCyLLe
npexge Bcero pa6otam ylikoBa. [lBapuaTtb net
cnycTs nocfie Toro, Kak s Bepsble NO3HaKOMuCS
C UckyccTBoM YyiikoBa 1 Hanucasn 0 Hem, XyLOXHUK
NpoAosIXaeT CBOIO paboTy, He yBjeKasiCb MHOro-
YUCNEHHBIMW 1 B3aMMONPOTUBOPEYNBLIMU MOAAMM,
cnefysl TONbKO BHYTPEHHel Iorike CBOero MeToza.
A TaKoe NoCcTOAHCTBO MeTojia 1 eCTb, BEPOATHO, Ca-
Moe TpyZHOe 1 AaeTCs C Han60bLLMMUN BHYTPEHHN-
MW YCUAVSIMU B Halle JOCTaTO4YHO HEPBHOE BPEMS.

Bnepsble: B kaTanore «WBaH Yyiikos. 1966-1997».
Mocksa, I'Tl, 1998

BORIS GROYS

important — but that happens only when they are
deprived of their traditional ideological pretence.
Obviously, this strategy is much more efficient
than the dramatic staging of single, individual pro-
test actions which, due to their singularity and the
pretence for special importance, are just another
confirmation of the myth of the artist’s exception-
ality, the myth which forms the basis of the system
against which these actions seem to be directed.
It is well-known that permanence opposes excep-
tion. And it is precisely permanence which is in-
herent in Ivan Chuikov’s work. Twenty years after
the day | got to know Ivan Chuikov’s art and wrote
about it, the artist continues his work without be-
ing distracted by numerous antagonistic fashions,
following nothing but the immanent logic of his
method. And this permanence of the method is,
perhaps, the most difficult thing that is achieved,
through tremendous internal effort, in our jittery
time.

The first time appears in ‘lvan Chuikov. 1966-1997’.
Moscow, The State Tretyakov Gallery, 1998
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KPECTUKW — HOJIKK, 1998 /
Crisscross, 1998

MHorve 3puTenu, 3HaKOMSILUECS C UCTOPUEN UC-
KyCCTB MO PEnpomykuusM, BOCMPUHUMAIOT pas-
Mep KapTWH Kak ycnoBHoCTb. HaBepHoe, onis Tex,
KTO CKJIOHEH COAepXaHWe WCKYCCTBa CBOAUTb K
cloxeTam MoMIOTEeH, MOryWUM 6biTb OMUCaHHLIMK
CNOBECHO, — 3TO Hebosbllas yTpaTta. Ha camom xe
Lesne pa3Mep — caMasi O4eBUAHas XapakTepucTuka
KapTuHbI, Tpebylolas 3HaKOMCTBa C OpPUrMHAaIOM.
He cnepyet nymatb, YTO peyb UAET O KaKUX-TO ryp-
MaHCKMX TOHKOCTAX. B kapTuHax WBaHa YyikoBa
pa3mep nenaetcs 060CO61eHHON TeMOIA, HEKOTO-
pble ero KOMMo3uunn CTPOSTCA Ha 06birpbiBaHUM
co6CTBEHHO pa3mepHbix npeo6pa3oBaHui. 3
ManieHbKOl OTKPbITKM XyLOXHUK Bblpe3aeT ¢par-
MEHTbI Bce 6os1ee KpynHoro maciutaba, nofg KoHel,
COBepLUEHHO TepsioLe CBON NPeAMETHO-N306pa-
3UTENbHBIA CMbICS. [TlepexuTb 1 NOHATb 3T Mac-
WTabHble Npeobpa3oBaHNs MOXHO TOSIbKO NpK pac-
CMaTpMBaHUM NPON3BeAEHNIi «B HaType».

Ho ana yero noHanobwnucb 3TM Urpbl C pasme-
pamu? [leno B TOM, YTO COBPEMEHHOE WCKYCCTBO
3aHMMaeTCs He TOJIbKO COBbITUSIMU, MPOMCXOAs-
wymMmn B Mupe. Ho 1 cobbiTusamu, Npoucxomsiumm
C MUpOM B LieSIoM. Belib MeHsIl0TCS He TobKO BeLLU
3TOro Mupa, Ho n cam mup. Hosas TexHuka, npe-
X[Oe BCero KOMMYHWUKaTWBHasi, U3MEHSIeT CTPyK-
Typbl U NapameTpbl TOro Mupa, B KOTOPOM Mbl XU~

Most of the viewers who study art history through
reproductions perceive the size of paintings as
something conventional. Perhaps this is not a huge
loss for those who tend to reduce the content of art
to the subject of pictures which could be verbally
described. In fact, size is the most obvious char-
acteristic of a painting and the one that requires
knowledge of the original artwork. You shouldn’t
think that | am talking of some connoisseur-felt
subtleties here. In Ivan Chuikov’s paintings size is
a separate theme, some of his compositions are
structured around playing with size transforma-
tion. The artist takes a small postcard and cuts
out of it fragments, gradually increasing their size,
so in the end these fragments lose any objective
and representative meaning. The only way to ex-
perience and understand these transformations
of scale is to examine paintings ‘in their natural
state’.

But what is this play with size meant for? As a mat-
ter of fact, contemporary art deals not only with
the events that happen in the world, but also with
the events that happen to the world as a whole.
Considering that it is not just things present in this
world that are changing, it is the world itself. The
new technology, first and foremost communication
technology, changes the structures and param-

BeM. 3eMNiq cTana MafieHbKoli, ee Tenepb MOXHO
06seTeTb 3a Yac. 3HauWUT, BOUCTUHY 3eMHOI Lwap
ynopoénseTtca nepeBHe. MeHsieTca U CTpykTypa
Mupa. MyTelwecTBeHHUK C NOMOLLbIO aBuaLun no-
nagaeT U3 0fHOro ropoja B ApYron, Tak 4To Mexay
ropogamu ocTaloTcs He NaHAwadThl, a ABa adpo-
npoma. PaccTosHus mexny ropofamu npespalia-
l0TCA B NyCTOe BpeMs CULEHUS B kKpeche. PasHble
NPOCTPaHCTBa OKa3blBalOTCA B pa3HbIX BpeMeHax:
OOHN BO BPEMEHU XWBOrO nepexuBaHus. Jpyrue
BO BpeMeH YCNoBHOro nepexmaaHus. Ho Takoso
He TONbKO NaHAawadTHOe, 3eMHOE NPOCTPAHCTBO.
TakoBbl 1 MHOIME YMONOCTUraeMble NPOCTpaHCTBa
KyNbTYpbl.

Moxany, WHTepecHee Bcero B 3TOM OTHoLe-
HUKM ra3eTbl, KaKUM-TO 06pa3oM BOCNPOU3BOAS-
Wwne reorpaduyeckylo KapTy B COBEPLIEHHO WHbIX
MacwTabax u CTPYKTypHbIX OTHoweHusx. Monoca
rasetbl — 9T0 MO3auka OparMeHToB, B KOTOPbIX
co6bITVS 1 Bewww NpeacTaBieHbl Kak 6bl non yBe-
JINYUTENBHBIM CTEKIOM. YTeHue raseTbl Hanomu-
HaeT nepeneTbl C OAHOM0 KOHTUHEHTa Ha LpPYroii.
B MHorokaHanbHOM TeNeBUAEHUN MOBOPOT PYYKu
nepeHoCUT 3puUTeNa U3 OAHON CUTyauun B Apyryio.
MpocTpaHcTBO 1 Bpems Apo6aTca Ha Kakue-To 3Ha-
YynMMble pparmMeHTbl, a pyka 3puTens ynonoénsaercs
pyKe, BpalLaloLLen Kaneingockon.

MoyunTenbHocTb Kanengockona B TOM, YTO B HEM
rNaBHYI0 POJib UFPalOT CTPYKTYPHblE OTHOLIEHUS,
a conepxaHue dparmeHToB (6ynb TO 6YTbINOYHbIE
CTEK/bIWKN WM Kakue-HWbyapb Apyrue 4acTuubl
npeaMEeTHOro Miupa) nouTn 6e3passnyHeol.

Y3opbl Kaneipockona noayvaloTcs TeM UHTepec-
Hee, YeM KOHTpacTHee 9TU dparmeHTbl. Henpe-
pbiBHble TKaHW Mupa He cnocobHbl 06pa3oBbiBaTh
3TN cny4yalHble y30pbl, Tak Kak OHW HEMOABUXHbI
OTHOCUTENbBHO ApYr Apyra. TpaauLMNOHHbIN Habio-
naTenb 6bl1 B 3aBMCUMOCTN OT ABUXEHWIA BHYTpU
MUpa 1 BCIO XU3Hb CO3epLa b To, YTO 6bi0
yepenoii co6bITUIA MCTOPUYECKOro BPpeMeHM, B TOM
yucne BpemMeHW ero nyTelwecTBuii. WcknioyeHne
COCTaBAsIN pa3Be YTo CHbl. M306peTeHne KHUro-
neyaTaHus cenasno Urpy npocTpaHCTB U BpemeH
Henpon3BobHON (Beab [0 3TOro NPUXOAMA0CH UC-
KaTb 6blBanbIX 04N U paccnpawmnsaTb UX 0 BU-
IeHHoM). Bcnepn 3a KHUroii SBUSIMCH UHbIE CNOCO6bI
3anucu, a clefoBaTeslbHO, U dparMeHTaLum, pas-
pes3Kku, OCKOJIKM, crnocobHble 06pa3oBbiBaTb BCe
6osiee 1 6osee Npon3BoJibHblE coveTaHus. 0aHako
BHYTPU 3TUX OparMeHTOB COXpaHsnach ycloBHas
LLeNIOCTHOCTb Mupa. Tenepb B caMux KapTuHax
oTpasunacb coBpemMeHHasi pa3fnpobieHHOCTb pe-
anbHocTu. lMoyemy 6bl He BUAETb UMEHHO B 3TOM
«CTPYKTYPHbIii peann3mM», oTpaxalowWwmnin Haw cno-
€06 «4TeHusI» Mupa?

ALEXANDER RAPPAPORT

eters of the world we live in. The Earth has become
so small nowadays that you can fly around it in an
hour’s time. That means that the globe actually re-
sembles a village. Hence, the structure of the world
changes too. The traveler can get from one city to
another by air and see no landscapes on his way,
just two airports. The distance separating the cit-
ies is transformed into the aimless pastime spent
in an armchair. Different spaces find themselves in
different times: some of them remain in the time
of live experience, while others are in the time of
conventional experience. However, this refers not
only to the landscape of terrestrial space — many
intelligible spaces of culture are like that.
Newspapers perhaps, are especially interesting
here as they somehow reproduce a geographical
map in completely new scales and structural rela-
tionships. A newspaper column is a mosaic of frag-
ments where events and things seem to appear as
if through a magnifying lens. Reading a newspaper
is like flying from one continent to another. With
multichannel television, pushing the button trans-
fuses the viewer from one situation into an abso-
lutely different one. Space and time are broken into
a few significant fragments, whilst the viewer’s
hand resembles the hand turning a kaleidoscope.
A kaleidoscope is especially illustrative because it
is dominated by structural relations, while the con-
tent of its fragments (be it glass fragments or parts
of the objective world) is almost insignificant.

The greater the contrast between the fragments
the more interesting the kaleidoscopic pictures are.
Continuous fabrics of this world cannot form such
accidental patterns as they are immobile in respect
to each other. Depending on his or her movements
inside the world, a traditional observer would nor-
mally have spent their entire life watching a series
of events unroll in historical time, including the
time of his or her traveling; only dreams could pro-
vide an exception. The invention of printing, how-
ever, made this play of spaces and times acciden-
tal (before that you had to find experienced people
and ask them about what they had witnessed). The
book was followed by other methods of recording
and, consequently, of fragmentation and cutting,
thus producing shapes capable of forming increas-
ingly random combinations. However, conventional
integrity of the world was retained inside these
fragments. Today the modern fracturing of real-
ity is reflected in paintings. So, why not see it as
‘structural realism’, i.e. the realism representing
our method of ‘reading’ this world?

There is something hypnotic, ‘dreamful’ in such
reading. The change of fragments and of their
scale corresponds to the movement of body in
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B Takom YTEeHWUN ecTb HEYTO MNHOTNYECKO., KCOH-
Hoe». Beob nepemeHa ®parMeHTOB U WX Mac-
WTaboB COOTHOCUTCS C MEpemelleHusMK Tena B
npocTpaHcTBe. Bbibupas pasnuyHble ¢parMeHTbl
raseTHON MO3aunKu, Mbl NPeofosIeBaEM NHEPTHOCTb
TeNa 1 ero NoJIOXeHUss B NPOCTPaHCTBE-BPEMEHN
n owywaem (He cosHaBas 3TOro) 3GdekT abco-
NOTHOI HeBecomocTW. EcTecTBeHHas rpaBuTaums
yCTynaeT MecTo uieanbHON NOABUXHOCTU Jyxa, He
3HaloWero ConpoTvBAEHNs cpeabl. bbiTb MoOXeT, B
3TOM OLLYLLLEHWMN eCTb NPMBKYC cBo60Abl. Peub nget
06 oHTOJsIOMMYecKoli cBoboe, cka3o4HoN cBoboae
BCENPUCYTCTBWUS, HE3aMKHYTOCTN 6bITUS B KaKnX-
nn6o rpaHuLax.

besrpaHn4yHOCTb 1 HEBECOMOCTb HALIEro «si» B Xy-
JOXECTBEHHbIX MPOM3BEAEHUsSX BOMJOWAETCA B
cBo6oje YCTPOMCTBa rpaHul, B UX MOAYEPKHYTO
YCNOBHOIi apTukynsuuu. B rasete ato ctonbupl, B
TENIEBU3NOHHOM NPUEMHIKE — 3HaHWe Nporpamm,
B KapTMHe — CTblku dparmeHToB. Pasnuuve cyuie-
CTBEHHO. B 06blAeHHbIX CUTYauusX FpaHnLbl cTpe-
MSTCS K HE3aMEeTHOCTM, KaK 6bl UCYe3aloT 13 noss
3peHust, 6yay4u BonoLLEHHO CBO60AON, OHU Nepe-
CTaloT 6bITb YEM-TO UMEIOLLMM COBCTBEHHOE CyLue-
cTBoBaHue. B kapTuHax liBaHa YynikoBa, HanpoTus,
rpaHuLbl 0Ka3blBalOTCS He MeHee BaXHbIMU, YeM
TO, YTO OHU OrpaHNyMBatoT. YylikoB nowen fanblue
PoseHkBucTa 1 dunnunca, oH BBEN KOCblE paMKU.
Kocas pamka — BbI30B rpaBuTaLuu, onpegensiouleii
OCHOBHble BEKTOPbI OPUEHTALMN B BUAVIMOM MUPE.
HesecomocTb, caenaslimcb NpeamMmeTomM BHUMaHMs,
OCTaHaB/MBaET N 03aja4ynBaeT — Kak HoBas npe-
rpana. B kapTHe Mbl Ha camoMm gene BUAMM HeYTo
NpsiIMO NMPOTMBOMOJIOXHOE raseTe U Kanenmockony,
160 He Mbl Bbi6Mpaem dparmMeHTbl BUAMMOrO MUpa,
3TO0 AenaeT 3a Hac XyHOXHUK. TouHee, B raseTe mbl
COXpaHsieM WII03MI0 CaMOCTOSITENIbHOMO Bbibopa.
B kapTuHe 3Ta unno3na ncyesaer.

MpensioxeHHble HaM KeM-TO dparmMeHTbl Mupa 06-
pallaloT Ha cebs BHUMaHWe Kak HeYTO HaMepeHHO
CNyyaiiHoe, Kak HeYTo HeCOBMECTIMOe He NoToMY,
YTO OHM «Bblpe3aHbl» U3 HE0603PUMOI HenpepbiB-
HOCTMW NPOCTPaHCTBa 1 BPEMEHU KYSIbTypbl, @ NOTO-
My, 4TO «Bblpe3aHbl» OHU OTTyna He Hamu. lNepen
HaMu Yyxas Bosis, NpeAcTaBllas B BUAE NpeamMeTa
co3epuaHus. NpusTHasa nnno3ns cBoboabl MeHseT-
Cfl Ha ropasfo MeHee KOMdOpTabesbHYO U030
3aBMCMMOCTN OT XyOOXHUKa. Bons xynoxHuka He
TONIbKO BbIBUPAET U CKNaabiBaeT parMeHTbl BUON-
MOro M1pa, MHOroo6pasHble AUCTaHLUN 1 MOMEH-
Tbl €ro co3epLaHus BMECTe, HO W OorpaHuyMBaet
Hawy cBo6omy Bbl6MpaTh UX N0 CO6CTBEHHOI BONe.
Hawa cBo6ofa 3pMmMo orpaHM4YMBaETCs YyXol CBO-
60401. B OTHOWEHMSA Xy[OXHVKA 1 3pUTeNs BXOAUT
KOMMYHUKATUBHbIA KOHOANKT cBO6OL.

space. Choosing various fragments of the news-
paper mosaic, we overcome the inertia of the body
and its position in space and time, feeling (uncon-
sciously) the effects of zero gravity. Natural gravity
gives way to an ideal mobility of the spirit that does
not know the resistance of its environment. Per-
haps, this awareness has an aftertaste of freedom.
Here | mean the ontological freedom, the fairytale
freedom of omnipresence where existence is not
constrained by any borders.

The limitlessness and weightlessness of this ‘I’ of
ours is embodied in the freedom of border con-
structions, in the accentuated conventionality of
the articulation of these borders, as far as artworks
are concerned. In newspapers it is the columns, in
TV broadcasting it's the knowledge of program-
ming, whereas in painting it's seams that separate
fragments. The difference is essential. In everyday
situations borders tend to be inconspicuous, as if
disappearing from our view — being the embodi-
ment of freedom, they seem to exist on their own.
However, in Ivan Chuikov’s paintings borders are
no less important than what they delimit. Chuikov
went further than Rosenquist and Phillips, he in-
troduced slanting frames. A slanting frame chal-
lenges gravitation which determines the main
orientation vectors of the visible world. Brought
into focus, weightlessness makes the viewer stop
in bewilderment before a new obstacle. In paint-
ing we see something contrary to the newspaper
or kaleidoscope pattern, for we do not choose the
fragments of the visible world, the artist does it for
us. Or, rather, with the newspaper we retain the il-
lusion of an independent choice. With painting this
illusion is gone.

Fragments of the world, offered to us by somebody,
capture our attention as something intentionally
accidental, as something incompatible not just be-
cause they were ‘cut out’ of the vast continuum of
cultural space and time, but because it wasn’t us
who cut them out. We face a stranger’s will, pre-
sent as an object of contemplation. The pleasant
illusion of freedom is replaced with a less com-
fortable illusion of dependence on the artist. The
artist’s will not only select and put together the
fragments of the visible world, as well as its mul-
tifarious distances and moments of contempla-
tion, but it also limits our freedom to choose them
on our own will. Our freedom is visibly limited by
a stranger’s freedom. The communicative clash of
freedoms enters the relations between the artist
and the viewer.

This makes the traumatic effect of any reality no-
ticeable. Stranger’s dreams are our nightmares.
The world tailored and sewn by the stranger’s will

3pecb CTaHOBWTCS 3aMETHLIM TpaBMaTU4ecKuii
3QdEKT BCAKOW peasbHOCTU. Yyxme CHbl — 3TO
Hawwm Kowmapbl. Myup, CKPOEHHbIN 1 CLUNTBINA YyXOoii
BOJIEN M YyXuM BbIBOpPOM, — 3TO He Haw mup. Cta-
N0 6bITb, 9TO BHELHWI MUP, TPABMUPYIOLWMA HaC
3TOI CBOEN BHeLWHOCTbIO. PaspylwaeTtcs ninosus
CaMofOBeloLero pacrnopsiXeHns BpemMeHem W
NPOCTpaHCTBOM. Tak BOCCO3[aeTcsi HoBas peasb-
HocTb. OkasblBaeTcs, 4TO peasibHOCTb — 3TO HE
KaTeropusi 0O6bEKTUBHOMO NOCTUXEHUS MUPa, a Ka-
Teropus KOMMYHUKaTUBHOrO KOHdAMKTA. To, YTO He
BbI3blBaeT BONPOCOB U3HYTPU CO3HAHUS — CKOJlb-
XeHne OT OfHOro dparmMeHTa mupa K Apyromy, —
cTaHoBuTCs npo6nemoii. Wx HecoBmecTUMOCTb
CTaHOBWTCS 3aragkon, WNOPOM YyXOro CO3HaHus,
LENCTBUEM YYXON BOMMN. XYOOXHUK — 3TO YyXOWn
yenosek. XoTa U Heobsi3aTenbHO BpaxaebHbIn. U
Jaxe Heobs3aTesIbHO HEMOHSTHBIN. [IpocTo YyXoii.
[paBuUTaLWS ero BUAGHWUS U BOAW TArOTUT HaLly ui-
JII030pHYl0 cBO60O4y W MpobnemMaTusnpyet Hawe
co3epuaHue. YTo6bl CHATb HEeNpPUATHOE OLLYLIEHNE,
MOXHO CMOTPETb Ha KapTuHY, Kak Ha KpoccBopa —
Bellb, CO3[AaHHYI0 AJSl Hallero camoAOBOJIbCTBA.
Ho ecnn aTo He kpoccBopa?

Torna aTo apyras 3arafika wan 3ajava. 3afava,
BbiTEKaOWas U3 AeNCTBUTENbHBIX YCNOBUN 6bITUS
B COBPEMEHHOM MUPE 1 06LLEeHUs C NPOSIBNEHUSMU
4yXOro CO3HaHWs 1 BOJW.

1988
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and by the stranger’s choice is not our world. So
it is an external world, having a traumatic effect
due to its external position. Reality turns out to be
a category of communicative conflict — not a cat-
egory of objective knowledge of the world. To slide
from one fragment to another (unquestioned by
the mind) can pose a problem. The incompatibility
of the fragments turns it into a mystery, a code of
a stranger’s consciousness, an act of a stranger’s
will. An artist is a stranger — not necessarily hos-
tile, and not necessarily incomprehensible, just a
stranger.

The gravitation of his vision, and will, encumbers
our illusory freedom and can make our contempla-
tion problematic. To avoid that unpleasant feeling
you can look at these paintings as a crossword
puzzle, something created for our complacent
pleasure. And if it is not a crossword?

Then it is a different mystery or puzzle. It is a puz-
zle rooted in the actual conditions of existence in
the contemporary world and in communication
with manifestations of a person’s consciousness
and will.

1988
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CEPUNS MANEHbKASA KOJINEKLNS, 1993 (metanb) /
Series the Little Collection, 1993 (detail)

HALLE BWAEHVE NPUPOJbI NPETEPNEBAET PALVKAJIbHBIE USMEHEHUA
B CTOPOHY MHOXECTBEHHOCTW, TEMMNOPAJIbHOCTH 1 CJIOXHOCTW.
JOJITOE BPEMSI B 3AMALHOI HAYKE IOMUHUPOBAJIA MEXAHIYECKAS
KAPTHA MUPO3IIAHUS. HBIHE Mbl CO3HAEM, 4TO XVBEM B
NNOPAJIMCTUHECKOM MUPE.

Wnbsa Npuroxuii, N3abenna CteHrepc
«[opanok n3 xaoca»

Cepusi kapTuH WBaHa YyiikoBa «BapuaHTbi» paeT
Cnoco6bl COBMELLLEHNS pOTOrpadmn MOPCKOro nemn-
3aXa C MHOXeCTBOM rpaduyecknx U X1UBOMUCHbIX
WHTepnpeTaLuin 3TOro cloxeTa. 3mecb HanoxeHue
GakTyp doTorpaduu, rpaduku, XMBOMUCU W pas-
JINYHBIX  GOPMasibHbIX TPaAKTOBOK M306paxeHus
LaeT oCHOBaHWe AJis pediekcu aBTOHOMUK Npo-
CTPaHCTB caMoil poTorpadum, XMBONMCH, rpaduki
U peanbHOCTW. BapuaHTbl COBMELLEHUS 3TUX Npo-
CTPaHCTB B CEpUM M306paxeHnii Mops pesko OT-
JINYaLOTCS OT CNOCO60B COBMELLEHMS U pa3aeneHus
NPOCTPaHCTB B TPaaWLUM KJIaCCUYECKOro peHec-
CaHCHOro uckycctsa. Pasnuuus npocTpaHcTB, U3-
BECTHbIE KJ1TaCCUYECKOW TpaauLun, MOXHO CBECTU
K OBYM ONMO3UUMSM: WHTEPbEp — 3KCTepbep U
peanbHOe — n306paxeHHOe NPOCTPaHCTBO. Peanb-
Hblli MUp BblN pasfeneH Ha NMOMELLEHNs, a CTeHb
WHTEepbepoB, Kak U JINCTbl KHUT, YKpaLlaaucb n3o-
6paxeHnsMn MHbIX MupoB. [lpu Bcem pasnnuum
pacyfieHeHUs BHELHNX, BHYTPEHHUX U MbICAEHHbIX
NPOCTPaHCTB OAHOPOAHOCTb KNACCUYECKOro Mupa
no3sosssia NPUMEHSTb A UX CBA3N 1 pasfeneHus
OOVH 1 TOT X€ NpUem — pamy.

Pama — ckopee apxuTekTypHasi, YeM XUBOMMCHasi
yacTb cpeabl. 0Toenss KapTuHy OT UHTEpbepa, OHa
cKopee YacTb WHTepbepa, Yem KapTuHbl. OgHako
pama sIBASeTCs He TOJIbKO NPeAMETOM NpUKIagHo-
ro McKycctsa, HO 1 CMMBOANYECKUM NMpPeaMeToM,
pasgensiowmM MUpbl U NPOCTpaHcTBa. B kakoii-To
Mepe pamMa OKHa Win ABepy TOXe MOXET paccma-
TPMBATbCA KaK Takoro poja CUMBOANYECKUI Npej-
MeT nocpefHuk, meguatop. OpHako Bcsikas pama,
CKOJIbKO 6bl BaxHOW HU 6bina ee cumBoaMYecKas
YHKLMS, OCTAETCS BELbIO CPEAMN APYriX BEWEN, 1
KaK BeLLn el NpoTUBOCTOST MUPbI, NPOCTPaAHCTBA U
n3obpaxeHus.

CoBpeMEeHHbI MUp HE yKnaabiBaeTcs B 9TV Knaccu-
Yeckue CTPYKTypbl, €r0 MUPbI 1 NPOCTPaAHCTBA YXe
He conpsraloTca pamamu. CuMnTomMaTuyHo, 4To,
nccnenyss NpoCTPaHCTBEHHO-BPEMEHHbIE  «LUBbI»
COBPEMEHHOro Mupa, YyikoB MCMosb3yeT pamy,
LeBanbBupys W TpaHCHOPMUPYS €€ BeLlecTBeH-
Hblii U CUMBOJIMYECKUI CMbICNI OOHOBPEMEHHO. OH
NCnosnb3yeT paMy Kak MOBEpPXHOCTb, Ha KOTOpPOIi
pucyeT nendax. Bmecto TOro, utobbl paspensitb
peanbHOCTb U N306paxeHune, pama B paboTtax Yyii-

OUR VISION OF NATURE UNDERGOES DRAMATIC CHANGES DRIFTING
TOWARDS MULTIPLICITY, TEMPORANEITY AND COMPLEXITY. FOR A LONG
TIME SCIENCE IN THE WEST WAS DOMINATED BY A MECHANICAL PICTURE
OF THE UNIVERSE. TODAY WE ARE AWARE THAT WE INHABIT A PLURALISTIC
WORLD.

llya Prigogine, Isabelle Stengers
Order Out of Chaos

The Variants series of paintings by Ivan Chu-
ikov presents the method of combining seascape
photography with numerous graphic and pictorial
interpretations of this subject. Here the superim-
position of textual characteristic of photography,
graphics, painting and various formal treatments
of the images provide the basis for a reflection
upon the autonomy of the fields of photography,
painting, graphics and reality. The variants of the
combinations of these spaces in the marine series
differ from the methods of combining and divid-
ing spaces in the tradition of classical Renaissance
art. The difference between the spaces known in
the classic tradition could be reduced to two oppo-
sitions: interior vs. exterior, and real vs. depicted
space. The real world was divided into rooms, and
the walls of interior spaces; like the pages of a
book, they were decorated with the depictions of
other worlds. Despite all the differences in the par-
titioning of the external, internal and mental spac-
es, the homogeneity of the classical world made it
possible to use the same method — a frame — to
link and distinguish them.

The frame is an architectural rather than a pictori-
al part of the environment; separating the picture
from the interior, it is rather a part of the interior
than of the painting. However, a frame is not just
an object of applied decorative art, itis also a sym-
bolic object which separates worlds and spaces.
To a certain degree, the frame of a window or of a
door can also be regarded as a sort of a symbolic
mediating object, a mediator. Yet, every frame, no
matter how important its symbolic function, is a
thing among other things, and worlds, spaces and
images are juxtaposed toit, just as to other things.
The modern world does not fit this classic struc-
ture, its worlds and spaces cannot be joined by
frames. It is symptomatic that exploring the spa-
tial and temporal ‘seams’ of the modern world
Ivan Chuikov uses the frame, simultaneously de-
valuating and transforming its material and sym-
bolic meaning. The frame is a surface on which he
paints landscapes. Instead of separating reality
and image, the frames began to combine them in
Chuikov's works, using a variety of methods. So
he constructs a frame in a shortened perspective,

KoBa Hayana coBMmelaTb ux. YyiikoB BapbupyeT
npueMbl 9TOro coBMelleHus. Tak, Hanpumep, OH
KOHCTPYMpYeT pamy B NepcrnekTUBHOM CoKpalle-
HUK, CTPOS peasibHylo Bellb MO 3akoHam M3o6pa-
XeHWs, YTo paHee NpaKTUKOBafoCh TOMbKO B Tea-
TpasnbHol 6yTapopum, HO He CTaHOBUIIOCH NPUEMOM
CTaHKOBOro UcKyccTBa. McnbiTaB BO3MOXHOCTH
TpaHchopMaLmMn pambl, YyiikoB nepexomuT K aKC-
nepuMeHTam ¢ 6e3pamHbiMu cTbikamu. Cnen, pambl
OCTaeTcs B BUAE NPAMbIX JIMHWIA AU KOCbIX FPaHuL,
pasgensiownx nsa m3obpaxeHus. 3aTem BMecTO
JINHeliHoro cTbika YyikoB uMcnonb3oBan NsTHO, B
KOTOPOM «NjiaBaeT» GpparMeHT uHoro mupa. OH He
npu6eraeT K TOMy Cnoco6y pasfeneHus MUpoB, KO-
TOpbIM, Kak npaBuiio, nonb3yetcs Unba Kabakos u
KOTOpbIii 6bl1 BrEepBble UCMOJIb30BaH B XWUBOMUCH
ewe PeHe Marputtom, — k Tabnuue. Yyiikos ganek
OT X0SIOOHOI XECTKOCTU «TabiiHOro peanunamMan,
CUMBOJINYECKN Bblpaxatollero 6lopokpaThieckui
KOCMOC: eMy 6a1xe poMaHTUYecKas CTUXUS Urpbl ¢
pamkamu. OHa U3 NpUYMH — Tra K XBONMUCHOCTH,
He ucyesaioLLas y YyiikoBa B X0[e KOHLENTYaslbHbIX
akcnepumeHToB. CaMi 3TU 3KCNEPUMEHTbI OCTaloT-
s B 061aCTN Cy6CTaHLMIA NCKYCCTBA U KapTUHbI, He
yxops B nepcnekTusbl cnos. MeTamopdo3bl pamok
1 rpaHuL, B ero X1Bonucuy, pacTBopss MUp B Mupe,
MOZENNPYIOT HEe NIOrMYecKyio, a Cy6CTaHLMOHaNb-
Hyt0, GUIypaTUBHYIO, BELWECTBEHHYIO CTOPOHY pe-
anbHOCTW, YepefoBaHWe M B3alMOMNpeBpalleHne
HalWWX NpeAcTaB/IeHNIi, YyBCTBEHHOMO 1 BU3yasb-
HOro onbiTa. XoT HECOBMECTUMOCTb BU3YasibHbIX
06pa30B MOXET NOHUMATbCS Kak CUMBOJ UHbIX BU-
JIOB HECOBMECTVMOCTHU, B YENOBEYECKOI KyNbType
KaK pa3 HECOBMECTMMOCTb NPeACTaBAEHNI UrpaeT
OCHOBHYIO poJib. YylikoB UccnenyeT acnekTbl 3TON
npo6nembl, Bapblpys BWAbl HECOBMECTMMOCTM:
CTUANCTUYECKON, NPeAMETHOI, MaclwTa6HOM.
HecoBmecTMocTb pasmepoB 1 MacluTaboB oKasbl-
BaeTCs C/IOXHON U HeoZHO3Ha4Hou. MMbpua cnoHa
1 MyX1 01 KNAaCCMYECKOro CO3HaHWs siBnsieTcs ab-
cypaom, Ho CanbBagop Lann co3nan HeyTo Bpode
TaKoro KeHTaBpa B KapTuHe «[lpenyyBcTBUE rpax-
LLaHCKOIi BOliHbI». KOHTpacT MaclTaboB NpocTpaH-
CTBa NEepeBOAMT 3Ty NpeAMEeTHyl MeTadopy B
o6nacTb AUCTaHUMIA: KPyMnHble U obLuMe nnaHbl co-
OTBETCTBYIOT TOMKAM 3pEHUsi, Janekoi unm 6ams-
KOW, du3ndeckas OMCTaHUMS OKa3blBaeTcs OLHO-
BPEMEHHO ANCTaHLMEN YMO3PUTESIbHON.

B cepun 6onblumx kapTuH Yyiikos 6epeT 3a OCHOBY
KOMMO3MLUM NOYTOBYIO OTKPLITKY C U306paxeHnem
NaHawaoTa nan penpoaykKLMn KNacCu4ecKoii XMBo-
MUCK 1 KOMMOHYET GparMeHTbl TOl OTKPbITKK, yBE-
JINYEHHBIE B BECATKN 11 COTHU pa3. 3MeHeHne aTux
MacLTaboB OTKpbIBaeT B TON Xe 1306pa3nTesbHON
peasnbHOCTU MUKPOCTPYKTYPY NpeaMeTHOro Mupa.

ALEXANDER RAPPAPORT

for instance, building the real object according to
the laws of the image, just as it was practiced in
scenery design, but that method had never been
used in easel painting. Having tested the potential
transformations of the frame, Chuikov moved to
experiments with frameless junctions. The frame
leaves its trace in the form of straight lines or
inclined borderlines dividing two images. Then,
Chuikov uses a spot where a fragment of the other
world ‘floats’ as a linear junction. He does not re-
sort to a chart as a method of dividing different
worlds llya Kabakov used to (and first encountered
in Magritte). Chuikov stays far away from the cold
hardness of ‘Chart Realism’ to symbolically ex-
press the bureaucratic cosmos, he feels closer
to the romantic element of play with frames. One
of the reasons for it is his inclination to pictorial
quality which does not disappear in Chuikov’s
oeuvre in conceptual experimentation. These ex-
periments stay within the substantial sphere of
art and of painting, without reaching out into the
verbal perspective. In his painting the metamor-
phosis of frames and borders model the substan-
tial, figurative, material side of reality, repeating
and mutually transforming our notions, our sen-
suous and visual experience, dissolving the world
into itself.

Although the incompatibility of visual images can
be interpreted as a symbolic of other kinds of in-
compatibility, it is the incompatibility of notions
that plays the main part in human culture. Chuikov
explores different aspects of it, varying the kinds
of incompatibility — stylistic, objective and incom-
patibility of scale.

The incompatibility of size and scale turns out to be
complex and ambivalent. The hybrid of an elephant
and a fly is absurd for the classic mentality, but
Salvador Dali created this kind of centaur in his
Premonition of Civil War. The contrast of the spatial
scale transferred this objective metaphor into the
sphere of distance representation: the foreground
and the background correspond to points of view —
distant or close ones, whereas the physical dis-
tance simultaneously turns out to be speculative.
In Chuikov’s series of large scale paintings com-
position is based on a postcard, presenting a land-
scape or a reproduction of some classic painting,
combining fragments of this postcard blown-up
dozens and hundreds of times. Such changes of
scale reveal the microstructure of the objective
world in the same pictorial reality. This micro-uni-
verse retains its complexity, spatial qualities and
plasticity, but, at the same time, it reveals its own
captivating vastness and a sort of reverse deep-
ened perspective.
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OKHO XLVIII, 2000 /
Window XLVIII, 2000

JTOT MUKPOMUP He TEpSIET CBOEN CNOXHOCTH, NPO-
CTPaHCTBEHHOCTU W MAACTUYHOCTW, B HEM O6Ha-
PYXMBalOTCA CBOS 3axBaTbiBatoLLas WWpb U Kak 6bl
o6paTHas, yrnyénsiowascs nepcnekTmea.
CoyeTaHne KOHTpaACTHbIX dparMeHTOB MU306paxe-
HWS BblpaxaeT He TONbKO AMCTaHLMPOBaHHOCTb
OT npeoMeTa, HO U KOHTPacT XeCcToB W COOTBET-
CTBYIOWNX WM TWUMNOB BPEMEHN NepexuBaHus.
JK3NCTEeHUManbHbIN  MUp  Komnoauuum Yyikosa
0Ka3blBaeTCs pa3opBaHHbIM, Mexny ero opar-
MEHTamMu 3usI0T passioMbl. AT pasnombl U JaloT
BO3MOXHOCTb YBWAETb, TOYHEE — 3a4yMaTbCs Hag,
OHTONOrMYECKONW NpUPOLOV COBPEMEHHOro 6biTUs
W ero NpoCTPaHCTBEHHO-BPEMEHHOW CTPYKTYpON.
«3peHbsi HeT, Mpupoja BCS B pasjiomax», — ro-
Bopun 0.MaHgenbwTam, UMes B BULY HEYTO aHa-
JIOFMYHOE: KOHTPacTbl NPOAYKTOB 6MOMOMYECKON
aBosilounmn. 3aecb Xe camu nofo6Hble KOHTpacTbl
OTKPbIBAlOTCS YEPE3 3peHue, Ho No npupoLe cBoel
OHU He BM3yasibHbl, @ NOHATUNHDBI. YyiiKOB — KOH-
LenTyanmncT, C NOMOLLbIo N306paxeHuii OH roBOpuUT
0 HEBUAMMOM, 06 YMONOCTUFaeMOM — O CTPYKTY-
pe OCHOBHbIX OHTOJIOFMYECKMX MPEAnoChUIoK Ye-
JIOBEYECKOr0 CYLLECTBOBAHUS U UX COBPEMEHHON
TpaHchopMaL M.

(deHoMeHoNorns co3epuaHua KapTuH Yyiikosa no-
Ka3blBaeT, YTO 3peHue 34ecCb CIYXUT UMMYJIbCOM
K pednekcun cooTHeceHuss dparmeHToB Ctaporo
1 LaeT 0XMUAaemoro WN30GpPeHNYECKoro Hanpsxe-
Hus. KOMNO3NLMOHHBIN CTPOW 1 caMas MaHepa Xu-
BOMMCK BO3BpaLLaeT 3TUM FMFaHTCKUM KoJlaxam
Hekoe 4YyBCTBO YyBepeHHoCTU. [lepBoHavasibHas
60/1e3HEHHas peakums aBaHrapfa Ha MO3au4yHoCTb
COBpEMEHHoOIi KynbTypbl Y YyiikoBa o6peTaeT crno-
KOWCTBWNE N MOHYMEHTasbHOCTb. JTO, OAHAKO, He
3HaYMT, YTO KOMMO3uuum YynkoBa NNLWEHbl apa-
MaTu3ma. 3TOT [npamaTtu3Mm, YTpaTuB LIOKOBYIO
peakuuio, nNpuobpes MHON CMbICA. Sl CKJIOHEH Yyc-
MaTpuBaTb 3TOT CMbIC/ NpPeXAe BCEro B OTKPOBEH-
HOW NNIAaCTUYHOCTW ero paboT, UX PYKOTBOPHOCTM,
pPeMeCneHHoli coenaHHOCTH.

JloBoNIbHO poAro aBaHraph, ¢guKcuposan no npe-
VMYLLECTBY CUAbl OTTaNKMBaHUs, BOJIbHO WAN He-
BOJIbHO CNOCO6CTBYS B3pbIBY Ky/bTypbl. [locTeneH-
HO OMHaMUKa pasfieTalolleinca BCeNleHHol Havyana
ycTynaTb MeCTO [ApamMaTU4eckol cTaTuke ynep-
XaHus Mupa, aHTPOMOLEHTPUYECKOMY TAFOTEHWIO.
Ha mecTo 3a6BeHus Bo3BpalLaeTcsi naMsiTb. Cunbl
LeHTPo6EeXHbIE YPaBHOBELMBAIOTCS CUIaMMN LieH-
TpocTpemutenbHbiMU. Ewe HegaBHO muccus co-
XpaHeHus, yaepXaHus Npowsoro orpaHnymBanach
6e3X13HEHHbIM NpPOCTPaHCTBOM My3eeB. Ho BoT
Hayanocb BOCCTaHOBJIEHME CTapbiX KBapTanoB B
ropofax, CEHTUMEHTaJIbHbIN CTUJIb PETPO 3aXBaTu
XVUBOMNUCb.

The combination of contrasting depicted fragments
expresses more than just distancing from the ob-
ject, it also reveals the contrast of gestures and
relevant time of experience. The existential world
of Chuikov’s composition is torn apart; cracks ap-
pear visible between its fragments. These faults
make it possible to see or rather to contemplate
the ontological nature of modern life and its spatial
and temporal structure. ‘There is no vision, nature
broke apart’, — Osip Mandelstam said, meaning
something similar — contrasts between the prod-
ucts of biological evolution. Here the same con-
trasts are revealed through vision, but they are
notional, not visual, by their nature. Chuikov is a
conceptualist, his images speak of the invisible,
of something that is intelligible — of the struc-
ture of basic ontological presuppositions of hu-
man existence and their modern transformation.
The phenomenological contemplation of lvan Chu-
ikov's paintings reveals that vision provides an
impulse for reflection upon the correlation of the
fragments of the 0ld and of the seams of the New
world. Yet, this fracturing of the world does not
produce an expected schizophrenic tension. Com-
positional structure and styles of painting restore
some assurance in these giant collages. The initial
morbid reaction of the Avant-garde to the mosaic
nature of contemporary culture acquires peace and
monumentality in Chuikov’s oeuvre but it doesn’t
mean that Chuikov’s compositions lack in drama.
However, having lost its shock reaction, this
drama acquired a different meaning. | am in-
clined to see this meaning in the outspo-
ken plasticity of his works, first and foremost,
in their inherent handmade artisan quality.
For a long time the Avant-garde has been mainly
registering forces of repulsion, willy-nilly encour-
aging the explosion of culture. Gradually the dy-
namics of a swiftly expanding universe gave way
to dramatic statics of holding this world, anthropo-
centric gravitation. As a result, memory comes to
replace oblivion and centrifugal forces are balanced
up by centripetal forces. Not so long ago the mission
of conservation, of holding the past was limited to
the lifeless space of museums, but then the resto-
ration of old quarters started in the cities, the sen-
timental retro style has been in vogue in painting.
Ivan Chuikov’s art is quite far from this senti-
mental nostalgia. Masculinity and rigidity of his
compositional montage match the uncompro-
mising nature of the Avant-garde, but this is a
kind of Moscow Conceptualism where | can see
sparkles of new spirit — communicative culture.
Hybridization and montage of fragments are just
an example of the possible forms of this culture.

WckycctBo YyiikoBa BecbMa Janeko OT 3TOW CeH-
TUMEHTanbHON HocTanbrum. MyXecTBEHHOCTb 1
XECTKOCTb ero KOMMO3MLMOHHbIX MOHTaxei He
ycTynailoT 6eCKOMNPOMWUCCHOCTM aBaHrapga, Ho
3TO — 0JHa N3 Pa3HOBUAHOCTEN MOCKOBCKOrO KOH-
LenTyann3ma, B KOTOPOM MHe BUASTCS Npo6necku
HOBOTO AyXa — KOMMYHWKaTBHOW KY/bTypbl.
[mépnamsaums M MOHTax OparMeHTOB — Wb
YacTHbIii MPUMEP BO3MOXHbIX GOPM 3TON KyNbTy-
pbl. BaxHee camo cyLiecTBoBaHNE Kakon-To Cubl,
KoTopas 6epeTcsi NPOTUBOCTOSATb pasneTaloliencs
KynbType B 6e34He BCemnorolaloLero BpemMeHH,
BO3Bpallias ee B NPOCTPaHCTBO CaMoro UCKYcCTBa,
camoii xmBonucu. B 6e3xanoctHbix nabopatopu-
fIX aBaHrapza, Bornpeku elwe 6onee 6e3XanocTHON
KpWUTUMKE ero HUCNpoBepraTeseli, HaYnHalT Gopmmn-
poBaTbCsl HOBbIE CTPYKTYpbl, CNOCO6HbIE Npeobpa-
30BaTb 9HEPruio pacnaga WpPoOHUM N HECOBMECTU-
MOCTW B cuiy, o6ellalollyio HOBbIA cuHTe3. loka
4TO 9TO SMLLb obellaHne, paHTa3us, AaHHas B BUAe
CTPaHHbIX, HO 06HaeXMBaloLWMX KOMMNO3NLNIA, Ta-
Kux, Kak komnoauuuu BaHa Yyiikosa.

1988

ALEXANDER RAPPAPORT

The important thing is that there is a force ready to
oppose disintegration of culture in the abyss of all-
consuming time, returning culture into the space
of art and painting. Inside the merciless laborato-
ries of the Avant-garde there are new structures,
able to transform the energy of irony and incom-
patibility decaying into the force that promises a
new synthesis, despite even more merciless criti-
cism of its hardline opponents. For now this is just
a promise, a fantasy presented in strange but as-
suring compositions, such as those of Ilvan Chu-
ikov's paintings.

1988
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OPATMEHT HEBA, 1982-1986 / Fragment of Sky, 1982-1986 OPArMEHTbI HEW3BECTHOIO LWELEBPA, 1991 / Fragments of Unknown Masterpiece, 1991
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2 OPATMEHTA PABOT IA. YYIIKOBA, 1983 / 2 Fragments of Chuikov’s Works, 1983

ABTOMOPTPET C J1. COKOBbIM, 1989 / Self-Portrait with L. Sokov, 1989

144 145



MOPCKOIA MEM3AX 11l 1990 / Seascape Ill, 1990 3AKAT IV, 1990 / Sunset |V, 1990
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POMAHTUYECKIIA MOPCKOW NMEIA3AX II, 1989 / Romantic Seascape II, 1989 MOPCKOI NMEM3AX, 1980 / Seascape, 1980
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OPArMEHT OTKPbITKW 1 ABTOMOPTPET, 1983 / Fragment of Postcard and Self-Portrait, 1983 OPATMEHT 3ABOPA, 1982 / Fragment of Fence, 1982
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OKHO XVIIl, NOCBSLAETCS M. MATIOLUMHY. ABUXEHWE B MPOCTPAHCTBE. CTOXACTUYECKI BAPUAHT, 1980 /
Window XVIII. M. Matyushin Gewidment. Motion in Space. Stochastic Version, 1980

B «CToxacTudeckom BapuaHTe» peyb Wwia o pabote MaTiowuHa, B KOTOPOU 1 UBMEHWUN KPAaCcKW COrflacHO Cily4aliHoOMY Bblbopy,
TO ecTb NPOCTO Aan Homepa 6aHkaM C Kpackamu 1 BbITArMBan xpebuin na wanku. MaTiowmnH cneunanbHO 3aHUMascs Teopuei
LBeTa 1 noabop Kpacok 6bin1 4N Hero o4eHb BaxeH. MHe Xe ka3aNnocb, YTO FreHNanbHOCTb ero paboTbl BOBCE He B LiBETE 1 LiBETA

MOXHO U3MEHUTb CNly4allHbIM o6pa3om 6e3 yuepba ang paboTbl... )
WNBAH YYNKOB

The Stochastic Variant dealt with an artwork by Matyushin where | randomly changed colors, that is, | put numbers on cans with
paints and drew pieces of paper with these numbers from my hat. Matyushin studied the theory of color on purpose, and the
choice of paint was very important for him. And | believe that it is not color that makes his painting the work of a genius, that

you could change color randomly in them, without damaging his artwork... R
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TPW ®PATMEHTA I. TPUNTUX 13 3-X COEAMHEHHBIX MEXAY COBOW YACTENA, 1990 / Three Fragments |. Triptych of 3 Pieces, 1990
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3AKAT 1,1987 / Sunset |, 1987 23 OPATMEHTA, 1986 / 23 Fragments, 1986
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3AKAT I, 1988 / Sunset II, 1988 BE3 HA3BAHMS, 1993 / Untitled, 1993
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CYBEHWP (4 OTKPbITKK), 1990 / Souvenir (4 Postcards), 1990 3AKAT Ill, 1989 / Sunset Ill, 1989
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OCKOJIKU. 20 YACTEI PA3HbIX PABMEPOB, 1991 — 1995 / Shards. 20 Dimensional Pieces, 1991 — 1995 OCKOJIKW. 20 YACTEM PASHbIX PASMEPOB, 1991 — 1995 / Shards. 20 Dimensional Pieces, 1991 — 1995
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...q1 paboTan npenogaBaTenem Bo BnagnsocToke, NOTOM B 3a04HOM YHuBepcuTeTe. 06yyeHne ocylecTBASNIOCH N0 Nepenmcke.
Py6nb ABaALaTh KOHCYNbTaUus. YYEHUKN NpucbinaloT paboTbl — y4uTens nuwyT pekomeHaauuu. Kak y CanuHaxepa B «Fony6om

nepvoge ae Jlombe-Cmuta». Ho Ha 0HON Yale BecoB TBOM COBETHI, @ Ha ApPYron — BCA COBETCKas CTpaHa... o ios

...ﬂpaKTquCKme nonpaskun mocbe |7|0LIJOT0, TO €CTb ero puCyHku, HaHeCeHHble Ha KaJibKy noBepx puCyHKOB y4allnxca, BMecTe C
NMNCbMEHHbIMW 3aMeYaHUAMN Ha 060p0Te PUCYHKOB BMoJiHe MOIrJin noka3aTb MaJio-MaJibCKWU CI'IOCO6HOMy Y4€eHMUKY, KaK noxoxe
I/|306p83I/ITb CBUHDbIO NN faxe, Kak XMBOMUCHO VI306p83VITb CBWHDBIO B XUBOMUCHOM XJ1EBY. Ho Hukorga B XM3HU OH He cymMmen 6bl
Hay4nTb KOFO-HI/IGYJJ.b OTJINYHO HanucaTb CBUHbIO N TaK Xe OTJINYHO XJ1EB...

IX. I . CANNHOXEP. «F0NYEON NEPUOL LE AOMbE-CMUTA»

...l was an educator in Vladivostok, and then at the extramural university. Education was conducted by correspondence. One
ruble twenty kopeks per consultation. Students sent their works, and teachers wrote recommendations. Just as it was in De

Daumier-Smith Blue Period by Salinger. And your advice must outweigh the whole big Soviet Union... I

...With his [M. Yoshoto] practical overlay work — that is to say, his tracing-paper drawings imposed over the student’s drawings
— along with his written comments on the backs of the drawings — he was quite able to show a reasonably talented student
how to draw a recognizable pig in a recognizable sty, or even a picturesque pig in a picturesque sty. But he couldn’t for the life

of him show anyone how to draw a beautiful pig in a beautiful sty...
J. D. SALINGER. DE DAUMIER-SMITH BLUE PERIOD

CrakaH, 1975 — 1987 / Glass, 1975 — 1987
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CEPWA NEPEBEPTBILIW Ne 2, 1975 / Series Turned Inside Out # 2,1975

BOJIOMPOBOAHbII KPAH. CEPUS NEPEBEPTBILLN, 1975 — 1987 / Waterfacet. Series Turned Inside Out, 1975 — 1987
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...MeHs Bcerpa nopaxano, YTO HapucoBaTb MOXHO YTO YrogHO, Kakum YrogHo cnoco6omM. Buaoumo oTciofa MHTEpec K
CTOJIKHOBEHUIO, KOHOJIMKTY MeXay M306pa3unTesibHON UNo3neii 1 peaNbHOCTbI0, MEXAY pa3HbiMU BapiaHTamu 3TOW UAN03UN
— pasHbiMu cnocobamu nsobpaxerus. Mo cywecTsy 3To npobnema a3bika (BU3yanbHOro B 4aHHOM cnydae). Mup cywecTsyeT

ﬂﬂﬂHaCTOHbm)Bﬂ3HKe.MSMGHﬂﬂﬂ3HK,MbIM3MeHﬂeMIWMp". o
WNBAH YYNKOB

| have always been astonished by the fact that it is possible to draw anything, in any feasible way. Hence my interest in this
clash, this conflict, this correlation between visual illusion and reality, between different versions of illusion, i.e. different
methods of depiction. Essentially it is an issue of language (in this case visual language). The world for us can only exist in

language; by changing language, we change the world. R

e AT i KT B MRS

NALEHWE, 1978 / Falling Down, 1978
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TP ®PATMEHTA II. TPUMNTUX, 1991 / Three Fragments Il. Triptych, 1991

1 peiko YTO-TO NpuUAyMblIBas, No 6oMbLIEN YacTh 6pan GparMeHTbl, KYCKN YXe CYLLEeCcTBYIOWMNX U306paxeHnn — paamn MIia.
WHorpa aTo 6bin M3BECTHble XYAOXHUKW, UHOr4a COBCEM He U3BECTHbIE, Y CBOeli Aoyepy koe-4To 6pas. Camblii MHTepeCHbIil
MOMEHT — 3T0 NepeBoj, B XUBONWCb, NepeBoj, U3 TPEXMepHOro B AByXMepHOe NPOCTPaHCTBO, U3 peaibHoro 06beMa B N0CKYi0

KapTUHKY. 370 Benukoe V|306peTeH|/|e. Ba)KHee, 4yeM BCA a6CTpaKTHaFI XunBonucob. .
WNBAH YYNKOB

| rarely invented anything, | mainly picked up fragments, pieces of existing depictions — ready-mades. Sometimes it would be
well-known artists, sometimes they were not really known, some | picked up from my daughter. The most interesting point here
is this translation into painting, translation from the three-dimensional to bi-dimensional space, from real volume to the flat

picture. That is a great invention. It is more important than all abstract painting. R
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B nocnepgHee Bpemsi oueHka 3anafoM pyccKOro MCKycCTBa pe3KO W3MEeHWSacb, YTO BbI3BaHO He BCeoblen andopuen,
06yCnOBNEHHOW NEpPecTpoikon, HO CamMOn AMHAMUKOW Xu3HW. Ewle BYepa BOCTOYHOE WCKYCCTBO, paccMaTpuBaemoe Kak
9K30TMYECKMIA N NINWEHHBIN pa3HO06pa3ns MOHCTP, BAPYr NposiBUAO cebsi ¢ nopasuTesibHOW MHOrorpaHHocTbio. B xaoce
MHeHU 1 oueHok (nepBoe 6onbloe npenacTaBneHne ny6smke HOHKOH®opmucToB B Mockse B 1987 rogy npumevatesnbHO
Ha3sblBasiocb «JlabupuHT») Beaylas posb 0TBOAMIAC, N0 BCEW BUAUMOCTU, KOHLEeNUun «couapTta». 0co6eHHO yaasncs Bbixod Ha
nocTMofepHUCTCKUe no3nunn Havana 80-x roaos xuBywux B AMepuke Komapy n Menamuay ¢ nx XuBonncHbIMU rpoTECKHLIMU
KapukaTypamu Ha Hacneaue CoLnanmcTuyeckoro peananama. CtunmsoBaHHas peKOHCTPYKLMS CEHTUMEHTaSIbHbIX CKa30K 1 KUTYa
CTaJIMHCKOro BPEMEHM B 06J1aCTW 3CTETUKN BNOJIHE YKJ1aablBanach B «ipMapKy» COBPEMEHHOr0 LUTUPOBaHMUS.
C oTkpbiTMEM xynoxecTBeHHOW MockBbl BO BTOpoun nosioBuHe 80-X 0Ka3anocb, YTO CMOBapb PYCCKUX Hbio-WOPKLEB AABHO
n3BecteH Aoma. Tak, yBJeYeHHbIN naesMu runeppeannama, 3puk bynatoB o4eHb TOYHO paboTaeT C COBETCKOW YJNYHOM
nponaraHgoi. lnakaTbl, KOTOpPbIM AABHO HWKTO HE BEpuUT, MOMELLEHHble B TPaAULMOHHbLIN MKOHHbIA KOHTEKCT, CO3AaloT
YAMBUTENbHbIV BU3YyanbHbI Napagokc. B otanune ot «yncton ontukm» bynatosa Unbst Kabakos BockpeluaeT 3abbiTble 3/1eMeHTbI
13bIKOBON NaMATN PYCCKUX.
Cnenylowmn npeacTtaBuTeslb Bedylen TPOWKM pepopmMaTopoB coBeTcKow acTeTuku, MBaH YymnkoB, cenyac BbiCTaBSieH B
KenbHckon ranepee. B 1o Bpemsi kak bynatos 1 Kabakos cnenyloT Tpaauumn Xy aoXHUKOB-anccnaeHToB U3 Poccun pearnpoBsaTb
Ha npo6iemMbl OKpYXalowWen Nx counanbHoW peanbHOCTH, YyNKoB naeT 3HauuTeNbHO Aanblue. B ueHTpe ero mccnegoBaHuim,
NNLWEHHbIX NPETEHLMO3HOCTU, HE TOSIbKO peasibHOCTb U MAE00rus, HO CO6CTBEHHO XUBOMNUCH U €€ MHCTPYMEHTapUM...

TOMAC LUTPAYC

The appreciation of Russian art in the West has recently undergone a swift change. This is not because of the general euphoria
caused by Perestroika, but has more to do with the dynamics of life. Only recently Asian art was seen as an exotic monster, de-
void of variety, and now it has suddenly revealed its amazing, multifaceted appearance. Amidst a chaos of opinion and apprais-
als a leading role has been assigned to the concept of Sots Art. In 1987 the first Nonconformist introduction of this to Moscow’s
public was, significantly, entitled Labyrinth. Komar and Melamid’s entrance onto the postmodernist 1980s scene, with their
grotesque caricatures of Socialist Realism’s heritage, was a particular success. Their stylised reconstructions of sentimental
stories and Stalinist aesthetic kitsch fitted quite well into the ‘fair’ of contemporary appropriation.
The discovery of Moscow art from the second half of the 1980s, meanwhile, has demonstrated that the vocabulary of Russian’s
living in New York is well known back home. Fond of Hyperrealism, Erik Bulatov works meticulously with Soviet street propa-
ganda. Posters are not to be believed anymore but rather placed in the traditional iconic context, in which they create unusual
visual paradoxes. In comparison with Bulatov’s ‘clear optics’ llya Kabakov revitalises the forgotten elements of Russian lingual
memory.
The next representative from the leading trinity of reformers of Soviet aesthetics, lvan Chuikov, is showing in Cologne. Whereas
Bulatov and Kabakov have followed the tradition of Russian dissident artists in reacting to the problems of social reality, Chu-
ikov goes much further. Central to his research (free from pretentiousness) is not only reality and ideology but painting itself
and its instruments...

THOMAS STRAUSS

3EJIEHOE NOJIE 11,1990 / Green Field II, 1990
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3EJIEHOE NOJIE V, 1990 / Green Field V, 1990 3EJIEHOE NOJE 1,1990 / Green Field I, 1990
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CMACATE/IbHBIV KPYT. 2 YACTH, YACTb 1, 1987 / Ring-Buoy. 2 Parts, Part 1, 1987 CMACATE/IbHBIV KPYT. 2 YACTH, YACTb 2, 1987 / Ring-Buoy. 2 Parts, Part 2, 1987
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®PATMEHT PABOTbI NEW3AX I, 1987. YACTb IMMTUXA / Fragment of Landscape II, 1987. Part of the Diptych ®PATMEHT PABOTbI MEA3AX II, 1987. YACTb IMMTUXA / Fragment of Landscape II, 1987. Part of the Diptych
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B Takux paboTax kak «Bepmenep» unu «CnydyainHbii Bbibop» YynkoB cobupaeT CTUIMCTUYECKN HECOBMECTUMble 06pasbl —
penpoayKuun CTapbix MacTepoB, dparMeHTbl COBETCKON rpaduyeckon Npoaykuum, GUpMeHHbIX JI0ro, OTKPbITOYHbIX Ner3axen —
B JIOCKYTHble KOMMo3uuun. B cepum HasBaHHOW «OparMeHTbl» UMUOXW YBEAMYUBAOTCA B reoMEeTpUYecKon nporpeccuu,

npeBpatlladacb B a6CTpaKLI.IMO, N TONbKO NoAnncb XyaAoxXHWKa octaeTcd HEM3MEHHO pa360pq|/|30|7|. R —

In individual canvas like Vermeer or Random Choice, Chuikov juxtaposes stylistically disjunctive images — reproductions of
old-master paintings, bits of graphics from Soviet posters and institutional logos, postcards landscapes — in patch-work com-
positions. In several series titled Fragments, images appear in progressively enlarged sequence until details turn to abstrac-

tions and only the artist’s signature remains legible.
JAMEY GAMBRELL

MOPCKOIA MEVI3AX, 2004 / Seascape, 2004
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OPATMEHT UHTEPBEPA, 1998 / Fragment of Interior, 1998 ABTOIMOPTPET, 1998 / Self-Portrait, 1998
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...HO ogHaxabl 1 0Co3Han To, 0 YEM rOBOPWUSIM 3TN Xopolune, HacToswme nesble XyaoxHUKn MOCXa. OHM ueHunn xmBonuce,
XVBOMUCHbIE OTHOLIEHWS, OHUN LeHUnn danbka — 1 NpU 3TOM COBEPLIEHHO UCKPEHHE roBOpWN, YTO UCKYCCTBO AOJIXHO 6biTb
NS HapoAa, NOHATHO Hapoay U BCE Takoe... [lpy aTom B cBOMX paboTax He TONbKO, ckaxeM, y ®anbka LeHuoch, YTobbl 3TO
6b110 HanucaHo. f BAPYr NOHAJ, YTO Te LLEHHOCTU, KOTOPble OHU Tak NeNetoT, COBEPLUEHHO HEAOCTYNHbI HApoay, OHV abCoNOTHO
3NUTapHble, 3aKpbiTble... YTOObLI HacnaxnaTbes, Kak Ma3ok K Mas3Ky NOJIOKEH, Kak B3ATO OTHOLWEHWe Heba K AepeBy, — aTOMYy
HYXHO JOJIr0 Y4YMTbCS, 3TO COBEPLUEHHO apucToKpaTuyeckas, anuTapHas Belwb. Kakon Hapog, o Yem Bbl rosopute! W BoT 910
NnpoTMBOpeYne cpasy nokasasno JIOXHOCTb CUTyauun. Toraa s pewwms, YTo HyXHO nucaTb NpocTo, He NOTOMY, YTO 1 XOTeN 6biTb

MOHATHbBIM Hapoay, a 4TO6bl N36EXaTb BCEro aToro... ;
WBAH YYNKOB

One day | realised what all of these good, genuine, left-wing artists of the Moscow Union of Artists were talking about. They
valued painting, fine art, they valued Falk, and they were absolutely sincere when they spoke of art for the public; that it should
be easy to comprehend, and all that... At the same time it has to be painted in their own works, not just in Falk’s paintings. And
| suddenly realised that all the values they cherished were absolutely incomprehensible to the public — they were completely
private and elitist... In order to enjoy the application of brushstrokes, the position of the sky relative to the tree, you would have
to study for a long time, because it was something absolutely aristocratic and elitist. What public were they talking about?
This antagonism immediately revealed the falsity of the situation. And it was then | decided that painting should be simple — it

wasn'’t because | wanted to be understood by the public, | just wanted to avoid everything of that sort... I

TBNe 33,1994 / TV # 3,1994
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MEHS BCET 1A NTOPAXAJ10, 4TO HAPUCOBATb MOXHO 4TO YrOJHO, KA-
KM YroaHo Cnocos0M. BUAUMO, OTCHOOA MHTEPEC K CTOJIKHOBE-
HIIO, KOHONIMKTY, B3AUMOOTHOLUEHWAM MEXLY U30BPASUTENbHON
WNTIO3VEN U PEAIBHOCTbIO, MEXAY PASHBIMI BAPWAHTAMU 3TOV
WITI03UN — PA3HBIMW CNOCOBAMI N30BPAXEHUS. MO CYLLEECTBY,
370 NPOBJEMA AA3bIKA (BU3YAJIbHOIO B IAHHOM CNYYAE). MUP
CYLLUECTBYET A1 HAC TOJIbKO B AA3bIKE. U3MEHASA A3bIK, Mbl 13-
MEHSIEM MUP.

WBaH YyiikoB

37m cno.a lBaHa YyiikoBa — Havny4Lwas oTnpaBHas
TOYKa AJ19 MHTepnpeTaumumn ero TeopyecTsa. OpueH-
TUPaMK Xe Ha NyTN TOJIKOBaHMIN 0CTaeTCs CO6CTBEH-
Has npo6aemMaTika COBPEMEHHOrO UCKYCCTBa, CKOH-
LIEHTPUPOBaHHas B OMbITE 1 camopedieKCn BOKpYT
npo6aem UMuUTaLUKM U MUMeE3NCa, MUME3NCca 1 Cu-
MynaLmmn.

KoHeuHo, KOHGANKT 1306pa3uTenibHoOl MAN3un ¢
peanbHOCTbIO, O KOTOPOM FoBOpUT YyiiKoB, He fiB-
NAETC OTKPbITUEM COBPEMEHHOro uckyccrsa. Ho
COBPEMEHHOe MCKYCCTBO 3aHOBO €ro NepeocMbic-
Anno nepeg auuom Toro, 4yto XaH Boapuiisap Ha3san
«aroHven peanbHoro». lMlepBoHavyanbHO (BCMOMHUM
npeanpuHaTHIA [pocBeLLeHnem 1 poMaHTUKaMm no-
UCK «UCTUHHOIA CYLLHOCTW» BbITUS, MaHNBECTUPYIO-
LKA cebs Kak HEYTO HOBOE Yepes Cy6beKTUBUCTCKIN
TBOPYECKUIN aKT XyA0XHMKa-AeMunypra) 3To 6bis1 BO-
npoc 0 NpaBAe M XM UCKYCCTBa MO OTHOLIEHWIO K
«MNOLJIMHHON peasbHOCTU», CKPLITON 3a 060/104KON
«HeecTecTBEHHOCTU», 6e306pa3usi, 06blAeHHOCTH,
coumanbHoli HecnpaBeLIMBOCTY, UAEONOMYECcKOro
oTyyxneHus. OT XyLOXHUKa-TalHOBMOLA WU Xy-
LOXHVKa-pa306aaunTens X4aau oTKPOBEHWIA «no-
cnefdHeli npasabl», NapafokcabHbIM 06pa3oM He
3ameyast H1 WANO30PHOCTM CaMUX 3aLaud, Hu ninto-
30PHOCTY UX PEeLLEHNIA.

Bnocnenctsuu, nobyxnaemblii passepTbiBaHNEM J10-
KN MOLEPHUCTCKOrO CO3HAHWS, XyLOXeCTBEHHbI
aBaHrapf, nepeHec LieHTP KOHOANKTa Mexay Uito-
31eiN 1 peanbHOCTbIO B NPOCTPAHCTBO CaMoro uc-
kyccTa. OaHaKo 3prMo-MaTepuanbHas peanbHoCTb
camux Bellen, 6yab TO NepBble KOsaxu KybucToB
uwin peign-menapl [iowaHa, 3acTynuBlWNX MeCTo
UNI030PHON YCIOBHOCTN M306paxeHusi, ONsiTb-Taku
oKasanacb He YEM MHbIM, KaK OLHUM U3 3/1IEMEHTOB
obLwueii N3N — UANK3NUN NckyccTea. Bnpoyem,
He TOJIbKO Bellb — N060l XeCT, MbIC/b, UAES, TEKCT,
HakoHeL,, Aaxe nycTtoral — Bce npeBpalLanoch B uc-
KYCCTBO CMJI0ii ero KOHTEKCTYanbHOCTMN 1 BCe Hecno
B cebe mMaruio nulosuu.

KOHOAMKT n3o6pasuTenbHoii MANo3uM U peasnbHo-
CTW 6bln pafuKasbHbIM 06pa3oM nepeocMbiCieH
NOCTMOAEPHUCTCKUM CO3HaAHWUEM, NEPEMECTUBLLMM
npo6semMaTuky COBPEMEHHOro McKyccTBa B 06-
NacTb A3blKa: A3bIK KaK BCEOXBaTbIBalOLLas 3HAKOBas

| HAVE ALWAYS BEEN ASTONISHED BY THE FACT THAT YOU CAN DRAW
EVERYTHING IN ANY POSSIBLE WAY. HENCE MY INTEREST IN THE CLASH,
IN THE CONFLICT, IN THE CORRELATIONS BETWEEN VISUAL ILLUSION AND
REALITY, BETWEEN DIFFERENT VERSIONS OF THIS ILLUSION — DIFFER-
ENT WAYS OF DEPICTING. ESSENTIALLY IT IS AN ISSUE OF LANGUAGE (OF
VISUAL LANGUAGE IN THIS CASE). THE WORLD CAN ONLY EXIST FOR US IN
LANGUAGE: CHANGE THE LANGUAGE AND WE CHANGE THE WORLD.

Ivan Chuikov

This paragraph by Ivan Chuikov is one of the best
starting points for any interpretation of his oeu-
vre. The main principles of how we should interpret
his work are concentrated upon experience and
self-reflection, ideas that form the very subject
of contemporary art. His work is to do with the is-
sues of imitation and mimesis, and mimesis and
simulation.

Surely such a conflict between visual illusion and
reality, that which Chuikov talks of, cannot be called
a discovery of contemporary art. Contemporary art
merely re-conceptualised this conflict in the face
of what Jean Baudrillard has called ‘the agony of
the real’. Initially, (if you remember the quest for
a ‘true essence’ of existence, as sought by the
Enlightenment and during the Romantic periods —
of existence manifesting itself as something new,
through the subjective and creative act of the
artist-demiurge) truth and falsehood was the is-
sue of artin respect to representing a ‘true reality’,
that might otherwise be concealed by a shell of ar-
tificialness, ugliness, routine, social injustice or
ideological alienation. The artist-mystery-seer or
the artist-exposer had previously been expected to
produce ‘the ultimate truth’, failing paradoxically
to notice its illusory nature. Later, urged on by the
development of a Modernist logic of conscious-
ness, the visual avant-garde shifted their focus of
conflict from illusion and reality into the space of
art proper. The reality of found objects, be it in the
first Cubist collages or in Duchamp’s readymades,
which replaced the illusory convention of depic-
tion, still remained nothing more than just an ele-
ment of the general illusion — the illusion of art.
And yet it was not only material things (a gesture,
any thought, any idea, any text, even a vacuum!) —
everything was transformed into art by the power
of its context, and everything contained the magic
of illusion.

This conflict between visual illusion and reality was
radically reconsidered by postmodernism which
shifted the subject of modern art into the sphere of
language. As a comprehensive signifying structure
this lead to the discovery of the conventional na-
ture of former dichotomies. The unified, but multi-

CJTYHANHBIN BbIBOP, 1987 /
Random Selection, 1987

CTPYKTypa — TO €CTb CUCTEMA OTHOLIEHUIA dN1eMeH-
TOB — 06HapYXWJ1 YCNOBHbI XapakTep NpexHMX on-
nosuuui. EamHoe, Ho MHOrOCNIONHOE NPOCTPAHCTBO
A3blka OTKPbIO 6ECKOHEYHOCTb BCEBO3MOXHbIX
nepexofoB Mexay o6pa3ami 1 CMbICAaMU TOro, Y4TO
paHblle NPOTUBONOCTaBASNOCH B KAYeCTBE «WIO-
3UM» U «peanbHOCTU.

3HameHaTenbHo: B MockBe, oecaTuneTusmm 0To-
pBaHHOW He TOJbKO OT peanbHOCTW 3anafHoi
KYNbTypbl, HO faXe 0T CKOJIbKO-HWUEYAb NpaBaMBOii
MHOOpMaLMK o Hell, BaH YyiikoB «noBTOpMA» 3TN
BaxXHelilmne, NICTOPUYECKMN 1 ANaNeKTUYECKN conps-
XeHHble MeX co60ii 3Tanbl COBPEMEHHOIO UCKyC-
CTBa, ONUPasiCb UCKJIIOYNTESIbHO Ha COBCTBEHHbIN
XYLOXECTBEHHbIA onbIT. N HE TONbKO NOBTOPWA, HO
CO34a NPUTOM COBEPLIEHHO OPUrMHaNbHbIE, NHTES-
JIEeKTyanbHO YTOHYEHHbIE, 3apsIXEHHbIE aHepreTuye-
CKOW MoLLbio paboTbl.

YylikoB Ha4an caMocTosTeNIbHO paboTaTb ¢ 1962 rona;
0[IHaKO, Kak HepeKo 6biBasio B Te BpEMeHa, B TEYEHNE
MHOrVIX JIET OCTaBasICA B NOSHOI U30NALMMN, HUYETO He
3Has 0 ApYriX XyLOXHNKaX MOCKOBCKOrO NOAMNOJbS.
Ilna YyiikoBa 370 6bI10 BpEMS MyYUTENbHOMO U3XM-
BaHUs GPaHLy3CKON SCTETUKUN «KPaCMBOro» — Kax-
JO[HEBHbIN TPY. NPE0OIeHNs TUMHO3a U3O0LLPEHHON
xuBonucHocTn Ce3aHHa n MoaunbsiHu cpenctsamm
camoi XuBonucu. « Mor nucaTb He6oJblUyo Kap-
TUHY pa3mMepoMm B NosiMeTpa no ABa-Tpu Mecaua, —
BCNOMWUHAET XyLOXHUK, — NOTOMY YTO EANHCTBEHHbIV
KpUTEPUIA BbI1 3CTETUYECKNIA, U 4715 TOTO YTO6bI Y6e-
IUTbCS, YTO crieflyeT aenaTb UMEHHO Tak, a He UHa-
ye, 1 BONIXEH 6bl1 nepenpoboBaThb Bce BapuaHTbl. U s
Nno AecsTb pa3 nepenncbiBan KapTUHY, NokKa K KOHLY
1967 rona BCA 3Ta NPUTOPHOCTb He CTasla MHe nonepek
ropna».

Tonbko B KOHLe 60-x ronos — BO BpeMsi 3HaKOM-
CTBa C Haubosee paauvKanbHbIMU XYLOXHUKaMU
MOCKOBCKOI0 a/lbTepHaTMBHOMO UCKYCCTBa U 0fHO-
BpPEMEeHHO C OTKpbITUEM AJ1S cebs A3blka amepuKaH-
CKOro non-apTa — NPOW30LWeN pe3Kuii CNoM, 0CBO-
6oavBWKIA NyTb K npocToTe. MoAAMHHOCTb CBOMUX
XyAOXeCTBEHHbIX 3aay YylikoB yxe He nposepsieT
3CTETU3MOM  «XMBOMUCHOCTU» W «BbIPa3UTeNb-
HOCTU» — KOJIOPUTOM, HI0@HCaMu, TEKCTYpPOM no-
BEpXHOCTW, KpacoToli Ma3Ka; HanpoTuB, OTHbIHE OH
CTPEMUTCS K MPSIMbIM BbICKa3bIBaHUSM WK, KakK OH
cdopmynuposan B1979 rogy, K «<HeKOTOpbIM CO3Ha-
TEeJIbHbIM CaMOOrpaHNYEHNsIM — K OTCYTCTBUIO Ae-
dopMaLmK, yNpoLLEeHNO GaKTypbl, LLBETOBON 3aAaH-
HOCTU: He60 — roslyboe, pacTUTESIbHOCTb — 3eJ1eHas,
Teslo — po3oBoex. MpumepomM nocnenoBaTeNlbHOro
OCYLLEeCTBAEHUS 3TOW NPOrpamMmMbl caMoorpaHuye-
HWII MOXET CYXWUTb KapTHa «06HaxeHHas» (1973),
Heckobko HanomuHatowwas «American Nudes» Toma
BeccenbmaHa, X0Ts He CTOJIb X0N0AHas U TOTaJIbHO

YEVGENY BARABANOV

layered space of language revealed an infinity of all
sorts of transitions between images and the mean-
ing of what earlier was called ‘reality’ or ‘illusion’. It
is notable that in Moscow, which for decades was
separated not only from the reality of Western cul-
ture but also from any truthful information about
it, Ivan Chuikov managed to ‘repeat’ many of the
most crucial, historically and dialectically adjoined
milestones in the development of contemporary
art, whilst relying on nothing but personal experi-
ence. And not only did he ‘repeat’ them, but he also
created many completely original, sophisticated,
powerful and intellectually engaging artworks.

ET 1]

Chuikov’s independent creative work started in
1962 and, as it often happened at that time, he re-
mained in total isolation for many years, knowing
nothing about the other artists of the Moscow un-
derground. For the artist this was a time of torment
spent annihilating the French ‘aesthetic of beauty’.
Every day he would labor by means of painting to
overcome the hypnotic magic of Cézanne and
Modigliani. ‘I could work on a small painting half a
meter large for two or three months’, — the artist
recalls. — ‘Because aesthetics were the only crite-
ria, and | had to try every version in order to be sure
that | had to do it this way, and not any other. So,
| repainted the same painting a dozen times until
late 1967 by which time | had gotten sick and tired
of this mawkishness’'.

Only in the late 1960s, when the artist came into
the acquaintance of the most radical artists of
Moscow’s alternative art scene and simultaneously
discovered the language of American Pop Art, did he
encounter a radical turning point which freed the
road to simplicity. Chuikov was no longer testing
the authenticity of his artistic goals through picto-
rial aesthetics — through colour, nuances, surface
texture, the beauty of brushwork. On the contrary,
he was striving for straightforward statements or,
as he put it in 1979, for a ‘certain conscious self-
limitation: the absence of transformation — simpli-
fied texture or colour conventions: the sky is blue,
the foliage is green, and the flesh is pink’ .

The most significant thing in his paintings of this
period though (the late-1960s to early-1970s) is
not just their affinity with American Pop Art, but
their attempt to formulate such a conflict between
an illusion of depiction and real space, even as it
tangibly encroaches upon the surface of his paint-
ings through cut-out, three-dimensional inserts,
or hollow and protruding painted reliefs. These
paintings anticipated the future direction of Chu-
ikov's work.
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NAHOPAMA IV, 1976 / Panorama IV, 1976

LenHaMBNayanu3npoBaHHas. Bnpoyem, Ham6onee
npuMeYaTesibHoe B KapTuHax Toro nepuoaa (KoHew,
60-x — Hayano 70-x) He CTObKO OTKJIMKN Ha ame-
PUKaHCKMIA Nomn-apT, CKOJIbKO NpenBocxuuiamolne
6ynyuiee ycunus 0603Ha4YUTb OCHOBOMONOXEHNS:
pasnuunsa Mexay unnio3ueii 3obpaxeHus u «peanb-
HbIM» NPOCTPAHCTBOM, 0CS3aEMO BTOpratowumcs B
MA0CKOCTb KapTWH Bpe3Kamu-yray6neHusmm nméo,
HanpoTVB, CUIbHO BbICTYNaOWUMI LIBETHBIMU pe-
NbedamMmn-mynsxamu.

Ewe ocTpee, ¢ 60nbluel NOCNeA0BaTENbHOCTbIO TOT
Xe KOHOAUKT chopMyMpoBaH YyiikoBbIM B Cepusix
KapTuH-06bekToB («[laHopambl», «OkHa»), B cepum
BUPTyasbHbIX NPOeKTOB (MPOEKTbI ANIA Yr/I0B U CTEH
KOMHaT), B Cepun KOHLeNTyaNlbHbIX doTorpaduii.
30ecb CTOSMKHOBEHUE WIO30PHOMO 1 peasibHoro
OCYLLECTBJISIETCA Yepe3 HenocpencTBeHHoe coeamn-
HeHVe o6pa3a 1 MaTepuanbHO KOHCTPYKLMK, YepTe-
Xa 1 yCTONYMNBOIA MaTepuanbHO GOpMbI, XUBOMUCHON
NOBEPXHOCTYU 1 CaMOLOCTATOYHOW NPeaAMETHOCTH.

N «OkHa», n «llaHopambl» NpoJOAXaloT HaMeTuB-
Wwreca paHblue OBe JMHUK paboTbl C «peasibHbIM
npocTpaHcTBOM»: B «OKHax» — yray6neHue npo-
CTpaHCTBa, B «[laHopamax» — ero aKcTepuopusa-
LS WK, Kak roBopuT cam YyIikoB, «BblBOpaynBaHue
HausHaHky». [lo popme «llaHopambl» npeacTaBAAOT
co6011 4ocTaToOYHO 6osibluve Napannenenunembl, co
BCEX CTOPOH MOKpbITble M306paXeHnsMU nelisaxa
160 nHTepbepa. KoHGAMKT Mexay n3obpasntesb-
HOM MNEHKOW-UNMO3NEN U CKPLITOM MoA ee Mno-
BEPXHOCTbIO peasibHON B CBOeli BeLeCTBEHHOCTU
KOHCTpYKLMeli cryliaeTcs B NapafokC 3KCTEpUo-
pu3oBaHHoli ry6uHbl. Ho 3TOT napagokc, nepeso-
pauVBaloWMii TPAAULMIOHHYIO JIOTUKY BU3YaNlbHOro
BOCMpUATUS U ero Bepbanusauumn, He paspyliaet

Such a conflict was formulated with even greater
persistence and drama in Chuikov’s series of paint-
ing-objects (Panoramas, Windows), in his series of
virtual projects (projects for the corners and walls
of rooms), and in his series of conceptual photo-
graphs. Here the clash between the illusory and
the real is realized through direct assemblages
of image and material structure, draft and stable
material form, painted surface and self-sufficient
objectivity. Both Windows and Panoramas continue
the two-dimensional aspect of his work into ‘real
space’ as was outlined earlier: deepened space in
Windows and the exteriorization of space in Pano-
ramas, or, as Chuikov himself puts it, ‘turning in-
side out’.

Talking about form, Panoramas are large parallelepi-
peds covered with depictions of either landscapes
or interiors. The clash between the visual layer of
illusion and the surface of the real structure, as
material as can be, concealed by its surface, thick-
ens to form a paradox surrounding its exteriorized
depth. However, this paradox, turning upside down
the traditional logic of visual perception and its
visualization, does not destroy the foundations of
this logic — the dualism of subject vs. object, that
the Modernist consciousness grew up on. Chu-
ikov’s Panoramas indicate the borderlines of this
consciousness. But they do not suggest a meta-
language for the description of its content; rather,
this language appears later, in his series Variants
and Fragments.

Essentially, it is the same paradox as in his Win-
dows, and yet here it is based on the conventional-
ity of our perceptive process and a profound cul-
tural symbolism rooted in archaic darkness.

CaMOI OCHOBbI 3TOW JIOTMKN — Cy6bEKT-06beKTIB-
HOro Ayanuama, u3 KoToporo VCX0AUN0 MOLEPHUCT-
cKoe co3HaHue. «[laHopambl» YylikoBa yka3biBatoT
Ha rpaHuLLbl 3TOr0 CO3HaHWsl, HO eLLE He NpeasaraioT
CO6CTBEHHOr0 MeTasi3blka A1 ONcaHus ero coaep-
XaHWii; Takoii f3blK BO3HUKHET NO3Xe — B LMKIax
«BapuaHTbl» n «®parMeHTbI».

Mo cywecTsy, TOT Xe napagokc B ero «OkHax». Ho
30ecb OH ONMPAeTCsl HE TOJIbKO Ha YCNIOBHOCTb Ha-
Lero NepuenTUBHOrO ONbITa, a ELLUE 1 Ha MYBUHHYI0,
YKOPEHEHHYI0 B apXanyeckon TbMe KyNbTypHYO
CUMBOJINKY.

OKHO — OAMH M3 LeHTpasbHbIX apXeTUNMYecKnx
CUMBOJIOB Hallell KyNibTypbl: BU3yaNbHas U MeTa-
dn3nyeckas rpaHuLa Mexgy NpoCcTpaHCTBOM BHY-
TPEHHVUM 1 BHEWHUM, MEXZY «s» U MUPOM, Mexmy
BUOMMbIM 1 HeBUAUMBIM. «OKOWEYKo MaseHbKoe, a
B Hero BCe BUAHO» — HacTaBAsSET ceaas pycckas Mmy-
npocTb. B Poccumn kocmornoryeckuin xapaktep okHa
1 ceryac noavepkuBaeTCs pe3HbIMN HaIMYHUKaMK ¢
COJISIPHBIMW 3HaKaMmu JIM60 OpPHAaMEHTOM, YKa3blBa-
owum Ha MupoBsoe JlpeBo. 3TUMOSIOrMYecK «OKHO»
CBSI3aHO € «0KoM» (Cp.: 6onrapckoe Npo3opeL, = 0KHO
NpY pyccK. «30pKuiix»; opeBHe-aHr. Eagpyrel = okHo,
6yKB. «BnaavHa rnas», opeBHe-uncnanack. uindauga
= OKHO, BYKB. «BETPOBOI FNa3»), C «rna3oM» AoMa,
C BO3MOXHOCTbIO NPOHUKHOBEHMSI B MHOW MUP 1 06-
paTHO, C OMacHOCTbIO BTOPXEHUSI N3BHE BOBHYTPb.
Otciona — puTyasnbHble 3anpeTbl CMOTPETb B OKHO,
puUTyasbl KONINAOBaHNS y OKHa, BOCXOAsLLMe K 0bme-
Hy 6naramm mexay npeacTaBUTENIMU pa3HbIX MUPOB;
oTClofa Xe Bepa B Maruyeckyio cuiy BecTu, nosy-
YEHHOW Yepe3 0kHO. Yepes OKHO MpUXoauT CMepTb.
«CMepTb BXOAUT B HalWW OKHa», — FOBOPUT NPOPOK
Nepemus. U Tak Xe 4yBCTBYET COBPEMEHHbIIi NOIT:

A B HawWwwW AHW 1 BO3AYX AbIWNT CMEPTbIO:
OTKpbITb OKHO, YTO XMJ1bl OTBOPUTb....
(b.NactepHak)

B nome ymepluero okHa 3akpbiTbl; UX OTCYTCTBUE
ynopoénsetca rpoby. Ho okHa oTkpbiBaloTcs ons
TOro, 4YTo6bl Ayla yMepLEero Moria NokKUHyTb Xu-
nvwe nnéo, HaNpoTVB, NOCETUTb €ro B AeHb NMOMU-
HoBeHUs. OKHO — caKpasibHO: OHO MEeCTO 3NndaHWiA,
aBneHuii bora B cambix pa3Hbix 06pa3ax, B TOM Yucie
B o6pase Huwwero. Moatomy, cornacHo pycckoii no-
cnoBuLe: «B OKHO nopatb — bory nogatb». OkHom B
60Xuii MUp HasbiBanacb MKoHa. C OKHOM CBSi3blBa-
I0TCS HaAeXabl, XeNnaHusi, OCyLL,eCTBUMOCTb OXuaae-
Moro (MOTMB, LUMPOKO UCNOJb3YeMblil B 0GOPMIIEHNN
COBPEMEHHbIX OKOH-BUTPIH); Y OKHa n3obpaxanncb
Y3HUKM 1 BAO6NEHHbIE, K 06pa3y okHa o6pallatoTes
LpeBHYE COHHVIKU 11 COBPEMEHHDIN NcuxoaHanma. U yx
NoWUCTHe 6ECKOHEYHO UCMOJIb30BaHNe MOTUBA OKHa

YEVGENY BARABANOV

Windows form one of the central archetypal sym-
bols of our culture: the visual and metaphysical
borderline between the internal and the external
space, between ‘I’ and the world, between the vis-
ible and the invisible. As an old Russian saying puts
it, ‘The window is small, but through it everything
can be seen’. In Russia the cosmological nature of
the window is emphasized still by decorative win-
dow casings featuring solar signs or elements re-
ferring to the tree of life.

In Russian the window is etymologically linked to
the eye (cf. prozorets — ‘window’ in Bulgarian,
zorky — ‘sharp sighted’ in Russian; in Old English
eaqgpyrel was ‘window’, literally ‘eye hole’, in 0Old
Norse uindauga was ‘window’, literally ‘the eye of
wind’), through the phrase the ‘eye of the house’,
with its ability to penetrate another world and re-
turn, with the threat of invasion from the outside
posed to the inside. Hence the ritual taboos of
looking out of the window, the ritual singing under
the window that originated from the exchange of
benefits between the representatives of differ-
ent worlds; hence the belief in the magic power of
the message received through the window. Death
comes through the window: ‘death enters our win-
dows’, Jeremiah says.

And here is what a modern poet feels:

In our days air breathes with death:
A window opens like a vein.
(Boris Pasternak)

Windows are closed in the house of the deceased;
their absence resembles a coffin. But windows are
opened to let the soul of the deceased fly away
from the house or to visit it during remembrance
day. A window is sacred: it is the place for epipha-
nies where God visits in different incarnations, in-
cluding the incarnation of a beggar. So, according
to the Russian saying, ‘to give alms through the
window is to give it to God’. The icon was called
a window to the divine world. Hopes, wishes, the
realization of the expected was associated with
the window (this motif is extensively used in the
design of modern show-displays); prisoners and
lovers were represented near windows, ancient
dream-books and modern psychoanalysis both ad-
dress the image of the window. And the use of the
window motif is truly infinite in European art where
painting itself has been interpreted as a ‘window
into the world’ since the Renaissance period.

But what does this theme of the window mean in
Chuikov’s oeuvre? To start with, it is a dialogue with
the Renaissance idea of the ‘painting as a window
into the world’, but this dialogue immediately re-
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B eBpPONEickoM UCKYCCTBE, rie co BpemMeH PeHeccaH-
ca cama KapTuHa NOHUMAETCs Kak «OKHO B MUp».

Ho yTo o3HayaeT Tema okHa Y YyiikoBa? Ha nepBbiii
B3rSA — NPAMON AManor ¢ peHeccaHCHOW upeeii
«KapTUHa — OKHO B Mup». OfHaKo B 3TOM Auanore
cpasy Xe 06HapyXMBaeTCs Tasluid faneko uaylme
nocnencteus c6oi: YyiikoB BCcepbes NpUHUMAET pe-
HECCaHCHYl0 MeTadopy; OH TOJIKYET OKHO He TOJIbKO
KaK CUMBOJ1, 3HaK, 06pa3 uu NoHATIe, HO OQHOBpe-
MEeHHO 6yKBanbHO — Kak MaTepuasibHylo KOHCTPYK-
umio. Pama kapTuHbl — BrOJIHe peasibHasi OKOHHast
pama, C MpUBbIYHBIM YSIEHEHWEeM BHYTPEHHUX Ya-
cTeli. 3Ta pama 1 3aMeHsIeT XyLOXHUKY TPaAULIMOH=-
Hble X0NICT 1 noapaMHuK. 0fHaKo 3a penibeoM TaKoli
paMmbl Hall a3 cpa3y Xe ynpaeTcsi B N10CKOE «AHO»
YNPOLLEHHO PaCcKpaLLEHHOro TeaTpasibHOro 3agHu1Ka.
BmecTo nBuxeHus Bray6b, BMECTO WJIIO30PHOMO
NPOCTpaHCTBa 3pUTESTIo NPeACTOUT peflyLiMpoBaHHoe
n3obpaxeHue: rpybo nokpalleHHasi NoBepXHOCTb, Ha-
BA34MBO «06KsIenBatoLLas» coboii Bce 06beMbl pambl,
a nopoii pacnpocTpaHstoLLascs 1 3a ee npegebl. 31a
NOBEPXHOCTb, He A0MycKatoLLas HAKaKoro NorpyxeHus,
6naronaps s1erko orno3HaBaeMbIM 06pa3am AepeBbeB,
Heba, 061aK0B 03HA4aET IMB0 «Nen3ax», M60o Kakyio-
TO KapTUHy Apyroro mactepa (Hanpumep, neinisax
. AliBa3oBcKoro unu napagpas X1uBONUCH 0JHOro U3
OTLLOB pycckoro aBaHrapaa M. MaTiownHa).

«OKHO B MUp» OKa3blBaeTCs OKHOM B COBCEM [py-
roW, He HaHECEHHbIIi HW Ha KaKue KapTbl YHUBEPCYM —
Munp, 6anaHcupyoLLNI Ha NOABUXHON rpaH1LLe Mexay
unnio3veii 1 NPeaMeTHON peasnbHOCTbIO. YTBepXae-
HUE peanbHOCTV 3TOro AEKS1apaTUBHO-YCIOBHOMO
1 OOHOBPEMEHHO OTKPOBEHHO WIIO30PHOIO Mupa
CTaBMT NOJ COMHEHWe 1 cam auanor. Bee Tak 1 He Tak.
Ho — 0 yem cnopuTb, 0 Yem npenupatbes? Mapapok-
CasibHOCTb CUTYaLMKN YCyrybaseTcs ele 1 Tem, 4to
BMOJSIHE MaTepuasibHble KOHCTPYKLWWN OKOH HEpPeaKo
IlaHbl B NEPCNEKTUBHOM COKPALLEHUM, B eLLe OLHOM
YOBOEHUN He TOJIbKO 3CTETUYECKON, HO U YNCTO BU-
3yasibHON WIO30PHOCTH.

Mpn 9TOM HaMarHWYeHHas KynbTypHbIM Hacnemuv-
€M CMMBO/INYECKasl CEMaHTUKa OKHa He ocTaBnseT
CBOEli NpUTAraTesbHON Cuibl, NPOLONIXas BHYyLATb
Hallemy NuTepaTypHO-®UIO0CODCTBYIOLEMY BOO6-
paxeHuto 6eCKOHEYHO pa3BepTLIBAIOLLMECS CIOXETbI.
Ha atom nyTu «OkHa» YyiikoBa nerko npespalLaioTcs
B NPUTYM O HaLEN cyabbe 1 cynpbe Hawel KynbTypbl,
B 9K3UCTEHLMANNCTCKN 3apsiXeHHble MeTadopbl Co-
LManbHoli 3aKpbITOCTW, U3onauuu, Heceo6éoabl... Ho
YyikoB He OenaeT HUYero, YTobbl nopaepxartb Uam
pasovapoBaTb Hac Ha 3TuX nyTsx. OH LeHUT camy
BO3MOXHOCTb BapyaHTOB, BO3HMKaOWWMX U3 Tpyada
3pUTENbCKON MHTEepRpeTaLuu.

Bnpouem, 3aecb cnenyeTt BbIpa3nuTbCa onpeneneH-
Hee: YylikoB cam NocTyMpyeT Heo6X0AMMOCTb Ba-

veals a failure with far-reaching consequences:
Chuikov takes this Renaissance metaphor seri-
ously; he treats the window not only as a symbol, a
sign, an image or a notion — he interprets it liter-
ally as a material structure at the same time. The
frame of the painting is a quite real window frame,
with the familiar partitioning of internal sections.
This frame replaces the traditional canvas and
stretcher for the artist. Yet, behind the relief of
this frame the viewer’s eye immediately discovers
the flat ‘bottom’ of the stage scenery painted in a
simplified manner. Instead of any movement in the
direction of its depth, instead of illusory space, the
viewer is presented with a greatly reduced depic-
tion: a crudely painted surface insistently glued to
all reliefs of the frame, sometimes spreading be-
yond its limits. This surface, without allowing any
depth, designates either a landscape, or a painting
of some master (like an Aivazovsky landscape, for
instance, or a quote from a painting by Matyushin,
a founding father of the Russian avant-garde), due
to the easily recognizable images of trees, a sky,
some clouds.

This ‘window into the world’ proves to be a win-
dow into quite a different world, a world which is
absent from all maps, a world balancing on the
shifting borderline between reality and illusion.
But the confirmation of reality as a decorative,
conventional, and simultaneously openly illusory
world questions the dialogue itself. Everything is
s0, and everything is not so. Yet, what could be ar-
gued over, what is there to refute? Paradoxality of
the situation is aggravated by the fact that mate-
rial structures of windows are often shown through
the perspective of reduction, doubling again not
only aesthetic, but also purely visual illusion. Mag-
netized with our cultural heritage, the symbolic
semantics of the windows do not lose their appeal;
they continue to impose infinitely expanding sce-
narios upon our literary and philosophical imagina-
tion. Chuikov’s Windows are easily transformed into
parables about the fate of our culture, existentially
charged metaphors of social exclusion, isolation,
lack of freedom... but Chuikov does nothing to sup-
port or disappoint us on this journey. He values the
potential for variations that emerge from the view-
ers’ interpretation.

T

Here we should make a more definite statement:
Chuikov postulates the need of variants with the
cycle of his paintings bearing the same name. His
Variants (twelve paintings produced in 1978-1979)
combined photography and painting, being a new
play upon the theme of the opposition of illusion

BAH YYIAKOB W EBFEHI/ BAPABAHOB. MOCKBA /
Ivan Chuikov and Yevgeny Barabanov, Moscow

PVaHTOB OOHUM W3 LIMKI0B CBOUX KapTWH, UMEHHO
Tak UM 1 Ha3BaHHbIM. Ero «BapuaHTbl» (oBeHag-
LaTb KapTWH, co3naHHbIx B 1978-1979 rogbl) — co-
eOVHeHne GoTorpadunm N XMBOMUCKU — HA HOBbI
Naf pasbirpbiBaloT TEMY B3aMMOOTHOLLEHUI U0
30PHOCTW 1 peanbHOCTW, HO AenaloT 3T0 B Aesib-
Te MOCTMOAEPHUCTCKON 06palleHHOCTV K npexae
«HeakTyaNlbHbIM» BO3MOXHOCTIM si3blka. YyikoB 1
34ecb BEpeH 3afade NpefefibHON KOHLEeNTyannsa-
umn n3obpasutenbHoro matepuana. N «obpas», n
KOHBEHLMOHaNbHOE «3HAYeHMe», U XECT XYOAOXHU-
Ka, 1 CamMo UX CONpsIXeHNe — BCe NPeACTaBAEHO UM
KaK KOHTUHYYM 3KBUBANEHTHbIX eauHUL. JInwb npy
60s1ee BHMaTEIbHOM PaCCMOTPEHUI MOXHO 3aMe-
TUTb, YTO 3TN BYATO 6bl B3aUMOOBPaTHbIE eANHULbI
3HaMEeHYIOT pa3Hble YPOBHM CMbICHa.

Kaxzas n3 KapTuMH 9TOro «3o4uakafbHOro» Lukia
BepHa o6Lueil napagurmMe CepuitHoCTV U 0OHOBpe-
MEHHO 060cobneHa. Jlornka ux o6ocobneHns npo-
YMTbIBAETCS KakK «Tema U Bapuauum»: UCXOAHble
OCHOBHblE LBETa; CMOHTaHHbLIA XECT; ChneKTpasb-
Hasl packfiagka LBETOB B Nepexofe OT TEemsoro K
X0JI0OQHOMY; YepTexHo-rpaduyeckoe Hayano u Tak
Janee — [0 TaBTOJIOrUN YepHO-6es10ro Ha YepHo-
6en0M, [0 CUMOOHMYECKON KYSNbMUHALMM BCEX
ronocoB, HakoHel, A0 0BHaXeHWs WCXOAHOro Ma-
Tepuana: OrofeHHbIA KapToH, Bubpupyiowme LBe-
Ta, Tekywas kpacka... OgHako doTorpaduyeckas
CEPUITHOCTb 1 XnBONMCHas 060C06NEHHOCTb 34eChb
He NPOTUBOCTOAT APYr APYrY KaKk GUKLNS 1 AenCTBU-
TeNIbHOCTb, HO pa3oM obpallaloTcs K HaM Kak ABa
NoJIHONPaBHbIX cnocoba Bbicka3biBaHust. [lpn aTom

YEVGENY BARABANOV

and reality. But they follow a postmodernist appeal
to the formally ‘unimportant’ potential of language.
Here, Chuikov is also faithful to the task of the ulti-
mate conceptualization of visual material. Both the
‘image’ and the conventional ‘significance’, and
the gesture of an artist, and their junction — these
are all represented as a continuum of equivalent
units. However, closer examination makes it pos-
sible to see that all of these so-called mutually re-
versible units manifest different levels of meaning.
Each painting of the Zodiac cycle follows the com-
mon paradigm of the series and is at the same time
individual. The logic of their individualization is in-
terpreted as ‘the theme and its variations’: they
contain basic reference colours; spontaneous ges-
ture; spectral colour schemes that transition from
warm to cold; sketchy graphical elements, and so
on — including the tautology of black-and-white
on black-and-white; a symphonic culmination of
all voices, and, finally, the revealing of the primary
material: bare cardboard, vibrating colours, flow-
ing paint... The serial nature of photography and
the individualization of painting do not oppose one
another here like illusion and reality. They appeal
to us simultaneously as two fully-fledged methods
for making a statement. The different languages
of these statements are made equal in their con-
ventionality: the reality of the photographic sign
and the reality of the pictorial sign is as real as
it is illusory. They can equally be called both the
aesthetics of the hallucination of reality, and si-
multaneously of the representation of a bigger,
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pasnnyHble A3bKN BbiCKa3blBaHU ypaBHUBAOTCS B
CBOEN YCNOBHOCTU: peasbHOCTb GOTOrpaduyecko-
ro 3Haka U peafibHOCTb 3HaKa XWBOMUCHOrO CTOJb
Xe peanbHa, cKofb uano3opHa. lix B paBHol Mepe
MOXHO OTHECTM K 3CTETVKe rajitouHaLuii peanb-
HOCTM 1 OQHOBPEMEHHO — K penpeseHTauumn 6onee
obLuero, BCeOXBaTbIBAIOLWEro MoJs, UMEHYeMOro
CTPYKTYpOIi Unu cMCTEMON.

Ho 3pecb — yxe BHYTpW NOCTMOAEPHUCTCKOro Auc-
Kypca (a YyiikoB 6bli1 nepBbIM XynoxHukom B Mo-
CKBe, CO3HaTesIbHO 06paTUBLIMMCS K pobiemMaTuke
nocTmMofepHU3Ma) — BCTynaloT B CBOM NpaBa 1 apy-
rvie YpoBHYW 3Ha4eHUi. Ta « 0eiiCTBUTENbHOCTb NpU-
POAHOro MUpa», KOTOpas Ha NAaHLWeTax XyA0XHUKa
npeacTaBfieHa WCKYCCTBEHHbIM, 3aKpernjeHHbIM
TEXHWKOWN PenpoiyLypoBaHus 13b6IkoM YepHo-6enoi
doTorpadum, CUMBOAN3VNPYIOLLE NEPEXOA NPUPOALI
B Ky/bTypYy B Ka4ecTBe UMMaHEHTHOW CeMnoTnye-
CKOUi cUCTeMbl, KOHEYHO Xe, OCTaeTcs OfHUM U3
BapMaHTOB OJHOTO 13 BblCKa3blBaHUIA.

Ho Tonbko nn? [la, ata cemuoTtuyeckas cucrtema
NPUHLIMNNANbHO OTKPbITa 419 SIl06bIX 3HAKOB 1 Xe-
CTOB, 6yAb TO CMOHTaHHas XMBOMWUCb, YEPTEX UK
doTorpadus; na, OHa BKJIlOYaeT B cebs camble pas-
HOpoAHble dparmeHTbl, Jonyckas o6yl ruépu-
IM3aumio uuTaT, accoumauuin, o6pasos, NO3ULMIA;
Ila, oHa 671aroCckyioHHa K WPOHUW, Urpe, putyany,
Mudy, HaneBaHUIO Mackn Ha macky. OgHako aToT
BCENPUMUPSAIOLLMIA KapHaBa MMEET CMbICA JiNb B
TOM CJlyyae, eC/m Mbl He YTEpsiIu CNOCOBHOCTM pa3-
NNYaTb 03HavaroLee N 03HaYaeMoe, HOMUHALMIO 1
pedepeHT. Kak cBMIETENbCTBYIOT «BapuaHTbi»
YyiikoBa, NCMosib30BaHNE «rOTOBOro A3blka», Urpa
C HUM WAN CBELEHNE PasfINYHbIX A3bIKOB K HEKOEMY
«3NeMeHTapHOMY» YCJOBUIO BOBCE He OTMEHSIET,
HanpoTMB — 3aocTpseT npobnemy wno3un. 6o
WNNIO3US BO3HWKAET TaM, rae Hac oCTaBAsieT cno-
COBHOCTb BHOBb BOCCO3aBaTb CBOI MUP, y3HaBaTb,
NOHMMaTb, TBOPUTb 3aHOBO. Wnnto3un rocnoacTeyioT
Had HaMK He NOTOMY, YTO Mbl UAEM NPOTOPEHHLIMU
Joporamu, Ho NOTOMY, 4TO YyX0e MepTBO B Hac. Tam
Xe, FAe NPUCYTCTBYET AblXaHWe peanbHOCTH, TaM HeT
«CBOEro» U «4yX0ro»: peanbHOCTb OXUBASET MEPT-
Bble C/10Ba, MepTBble XeCTbl, MepTBble 06pasbl. OHU
CTaHOBATCS WHbIMW; Bellb XMBOE — CMOCOBHOCTb
6bITb MHBIM 1 NopoxaaTb MHoe. 1 Tak nponcxoanT ¢
No6bIM A36IKOM, 60 B MaryeckoM npocTpaHCcTBe
NCKYCCTBa UAI03US 1 peabHOCTb, CBOE U YyXoe He
€CTb YTO-TO ONpeAesIEHHO 04epYEHHOE, HO BCEraa —
UCMbITAHNE: BO3MOXHOCTb BbITb N He 6bITb UHBIM.
Oco3HaHue 3TO BO3MOXHOCTU, NOXanyn, apye Bce-
ro NposBUIOCH B 6OMbLWOM LMKIE KapTUH «®par-
MeHTbI» (1980-¢€), rae reposmu xusonucy YyinkoBsa
CTanm yrafbliBaemble 1 6e3BeCTHble LUTaThl Kyb-
Typbl: Npeo6paxeHne N3BECTHOrO B HOBYIO peasib-

generally comprehensive field called the structure,
or the system. Within postmodernist discourse
(and Chuikov was the first Moscow artist to con-
sciously address postmodernist issues) other lev-
els of meanings emerge to enjoy their rights. That
‘reality of the natural world’ which appears on the
drawing boards of the artist as represented by the
artificial language of black-and-white photogra-
phy, fastened by the language of reproduction and
symbolizing the transition of nature into culture
as an immanent semiotic system, surely remains
a variant of a statement. But is that all? Yes, on
principle, this semiotic system is open to any signs
and gestures, be it spontaneous painting, a draft,
or photography; yes, it includes diverse fragments
allowing any hybridization of quotations, associa-
tions, images, attitudes; yes, it favours irony, play,
ritual, myths, wearing masks over masks. But this
all-reconciling carnival is reasonable only if we
have not lost the ability to distinguish between the
signifier and the signified, the nomination and the
referent. Chuikov’s Variants testify that the use
of a ‘readymade language’, a play with it or the
reduction of different languages to a certain ‘el-
ementary’ condition in no way cancels the prob-
lems of illusion. It even makes it more dramatic for
the illusion emerges where we are left without the
ability to recreate our world, to recognize, under-
stand, to create it anew. lllusions have power over
us because the strange is dead in us, not because
we follow familiar roads. There is no ‘ours’ and ‘al-
ien” where the breath of reality is present for reality
breathes life into dead words, dead gestures, dead
images. They become different, for to live means
the ability to be different and to generate some-
thing different. And this happens to any language
for illusion and reality. ‘Ours’ and ‘alien’ are not
things clearly outlined in the magic space of art,
but it is always a trial, an opportunity to be or not
to be different.

LT

Awareness of this opportunity was, perhaps, espe-
cially clear in Fragments, a large cycle of paintings
(produced in the 1980s) whereby easily recognized
and unknown cultural quotations were the heroes
of Chuikov’s works — it was the transformation
of the familiar into the new reality; of paradoxical
meanings into the recollections of life; into provoc-
ative mystifications that arouse the imagination.
These mostly were fragments, ornaments, Renais-
sance paintings, black-and-white reproductions,
fragments of works by Matisse, Picasso, Gauguin,
Ingres, Cranach, Chuikov himself, fragments of
topographical maps, old Russian icons, official

CEPUS MAJIEHbKAS KOJIIEKLINS, 1993 /
Series The Little Collection, 1993

BbICTABKA LIBET, ®OPMA, TMPOCTPAHCTBO.
[OPKOM I'PA®IKOB. 1979 /

Exhibition Color, Form, Space. Gorkom

of Graphics. 1979

HOCTb NapafoKcanbHbIX CMbICNI0B, B BOCNOMUHAHUS
0 NepexuToMm, B NpoBoLyvpYytolwmne, Bo3byxaatowme
BOO6paxeHne MUCTUOMKaLN.

Yalwe Bcero aTo ®parmMeHTbl OPHaMEHTa, peHec-
CaHCHOI KapTuHbl, 4epHO-6es1oii  penpoayKuum,
dparmeHTbl nponsseneHuin MaTucca, lNukacco, lNo-
reHa, 3Hrpa, KpaHaxa, camoro Yyikosa, parmeHTbl
TOnorpaduyeckon KapTbl, LPEBHEPYCCKOW MKOHbI,
OGULMO3HOro N03yHra, rocyaapcTBeHHoOro repéa,
Ilocku noyeTa, 0610XKM NONYSPHOro XypHana, Ha-
KOHeLl, 060C06/1eHHO CTosLLNe dparMeHTbl BMOJSHE
«peasnbHoro», kak 6bl ¢ HaTypbl HaNUCaHHOro He6a
N CToNb Xe «peasibHoro» 3abopa (06e nocnenHue
KapTyHbI 6bisIM HA MOCKOBCKOM aykumoHe Sotheby’s
1988 ropa). Mopoli 370 TOJIbKO MHOrOKpaTHbIE YBe-
JINYeHns, rae UCXofHoe n3obpaxeHne TpaHchop-
MUPOBAaHO B abCTPaKTHbIN 9KCNPECCUBHbBIA Ma3oKk,
MHorna — o6befMHeHNe B OAHOI N0CKOCTU KapTu-
Hbl C/1elOB Pa3HbIX XYA0XECTBEHHbIX HanpaBaeHuIA:
KoHUenTyannama (Ha X0NicTe HakJIeeHa OTKpbITKa),
runeppeannama, abCTpakTHOro 3KCMPECCUOHN3Ma,
reoMeTpuyeckoi abeTpakuun; U TYT Xe — «Mnpo-
CTO XWBOMUCb» MONS,, OOHOLBETHO OKpaLIeHHOro.
N Bcerna — 6e3 kakon-n1160 nepapxuu 3Ha4eHWii n
LleHHoCTel, 6e3 NoaYNHEHNs Kakomy-n16o ynpas-
NFIoLeMy LieHTpy.

Kaxnas 13 kapTuH 06e30pyxmBaioLLe NpocTa, XoTs —
3MOLMOHaNbHO HacblIlLLeHa; Kaxaas HanncaHa nerko,
BMPTYO3HO, C 6e3ynpeyHbiM BKycoM. OpHako 3To
BOBCE HE TPUYMOAnUCTCKUIA NaMSTHUK LOCTUXe-
HUSIM KyNbTypbl. HanpoTus, B Kakoii-To MOMEHT Mbl
BOPYr 3aMeyYaeM, YTo LuuTaTa, 3aMKHyTas Ha uuTaTe,
KaK 6bl HEB3HaYal CTaBUT NOA COMHEHME NPOYHOCTb
LIEHHOCTHOW NpamMnibl TOr0, YTO MHUTCS «XM3HbIO
B Ky/IbType», a TO, YTO 30BETCS «ANaNeKTUKON YacTu
¥ Lienoro», Ha nosepky o6opaynsaeTcs abcypaom.

YEVGENY BARABANOV

slogans, the state emblem, the display of honour,
a cover of some popular periodical, and isolated
fragments of the quite ‘real’ sky as if painted from
nature, and of the fence as ‘real’ as the former.
Sometimes these were just multiplied blown-up
images where the initial picture was transformed
into an abstract expressive brushwork, sometimes
they combined paintings from various trends in
art — Conceptualism (a postcard glued to the
canvas), Hyperrealism, Abstract Expressionism,
Geometrical Abstraction — on one plane; and right
there was another plane, ‘just painting’, produced
in monochrome mode. And there was no hierar-
chy of meanings and values, no subordination to
any centre. Each painting was disarmingly simple
and emotionally full. Each was painted in an easy,
masterly manner, with impeccable taste. But it was
not a monument to the triumph of our culture. On
the contrary, at some moment you suddenly no-
ticed that the quotation enclosed on the quotation
casually questions the strength of the pyramid of
values designating everything we regard as our
‘life in culture’, and what you call the ‘dialectics of
the part and of the whole’ proves to be absurd. And
then, challenged by this absurdity, Chuikov’s ges-
ture proves to be a salutary gesture of reconcilia-
tion: his painting testifies that the creation of your
own world from any ‘strange’ material is in fact our
life-in-reality. And it is not only the artist who is to
live that way, it refers to each of us, of the viewers.
The fact that some of Chuikov’s paintings are sim-
ple does not imply any simplification. It is rather
marginality, the ‘territorial’ conjunction with unex-
pected planes of meaning. So, in some recent art-
works, for instance, fragments are integrated into
the module matrix to form an orderly structure. The
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OTKPbITKA, ®PATMEHT OTKPbITKW, ®PATMEHT
OPArMEHTA. 3 YACTW, 1984 /

Postcard, Fragment of the Postcard, Fragment of the
Fragment. 3 Parts, 1984

' BoT nepen BbI30BOM 3TOr0 abeypra XyAoXeCTBEH-
Hble XecTbl YynkoBa OKa3blBalOTCS CNacuTeNbHbIM
XecTamn NpUMUPEHUs: Kak CBUAETENbCTBYET ero
XMBOMUCb, OPWUIMHaNIbHOCTb, aKTbl BOCCO34aHUs!
CBOEro Mupa 13 Noboro «4yyxoro» martepuana u
€CTb Hawe 6biTne-B-peanbHocTu. W kK aToMy 6bITUIO
NpUYacTeH He TONIbKO XYAOXHUK, HO BCSKWIi N3 Hac,
3puTenen.

lMpocToTa HekoTopbIX KapTUH YyiikoBa HUKOUM 06-
pa3oM He 03HayaeT ynpouieHus. Ckopee — norpa-
HUYHOCTb, «TeppuUTOpUasIbHYlO»  COMPSIXEHHOCTb
C HEOXMIAHHBIMM NONSIMM CMbICNOB. Tak, Hanpumep,
Ha HeKOTOpbIX paboTax NOCAefHUX JIET GparmMeHTbl
06befnHeHbl MOAYIbHOW CETKOW B OpMasbHO yno-
pAOOYEHHYIO CTPYKTYpy. CoeamHeHwe ¢parmeHTa
1 CTPYKTYpbl OKa3blBaeTCs ele OAHUM CMbICSIOBbIM
NPOCTPAHCTBOM, MNO3BOJSSIOWMM MPUBAN3NTLCSH K
NPOSICHEHNIO COOTHOLIEHUA LETEPMUHUPOBAHHOMO
1 Henpeacka3yemoro. W 3necb, KOHEYHO Xe, UMeeT
3HaYeHNe 1 To, YTO NpU pa3MeLLeHN pparMeHToB
YyinkoB MHOrAa NoNb3yeTcs NpUeMoM aneaTopuku —
oT60poM no xpe6uio. lonyLieHne B KapTuUHy cnyyain-
HOro 3aCTaB/sSeT HEOXMAAHHBIM 06pa30M NPOSIBUTH-
€Sl TOMY, YTO 6bIJI0 CKPbITO IGO0 HE Pacno3HaHO fO
TBOPYECKOro akTa TpaHchopmaLni.

B nocnepHeini cepum «®parmeHtoB» («Colours»,
1988), cocToslen n3 ceMn c6opHbIX 610K0B, Noa-
YMHEHHbIX KaKOMY-/I60 OBHOMY OCHOBHOMY LIBETY,
Kaxmblli GparMeHT HajeneH OOHUM U TEM Xe pas-
MepoM 1 NOSHON aBTOHOMUEN BHYTpU Lenoro. Bce
GparMeHTbl MOXHO MeHSITb MecTamu, pasgBuraTb
paccTosiHne Mexay HUMK, BbiCTpanBaTb U3 HUX HO-
Bble KOMNO3MLMN C COBCEM APYrMMMU akLEeHTamu,
CUHTaKCUCOM, MeTPUKOIA. [Ipy 3TOM MaHWNyASLMOH-

combination of the fragment and of the structure
proves to be another space of meaning which al-
lows us to approach the clarification of the correla-
tion of the predetermined and of the unpredictable.
It is surely important that Chuikov sometimes re-
sorts to aleatoric methods, throwing dice to deter-
mine the layout of his fragments. Admission to the
paintings were hidden or unrecognized before the
creative act of transformation.

In the last series of Fragments (Colours, 1988)
made from seven unitized blocks, following some
reference colour, every fragment has the same size
and full autonomy inside the whole. All the frag-
ments can change places, the distances between
them can be altered, and you can construct new
compositions with different accentuation, syntax
and meter. This manipulation aspect is not limited
to the concept of art as a game, it also facilitates
the awareness and emotional experience of the
meaningful multiplicity of an artwork and the open
nature of the process where meaning is formed. In
this sense Chuiko’s attitude could be compared to
contemporary linguistics which distinguishes the
language (or langue, the language system) and
speech (parole, the speech act, the text, speech
activity, speech behaviour). But it is not the pri-
mary elements of the visual language Chuikov is
interested in (these are ‘structure elements’ of
linguistics: phonemes, morphemes, word forms
and morphology models, inflection and sentence
building structures which are the focus of minimal
art); he is preoccupied with language as an integral
system, that is, he is interested in the structure
of language, in its norm, its different levels (func-

Hblii aCNEKT TaKoli paboTbl HE OrpaHNYNBAETCS KOH-
LLenumen «MCKYCCTBO-Urpa»; OH TakXe HanpaBJ/ieH Ha
TO, YTOBbl 0CO3HaTb 1 NPOYYBCTBOBATb CMbICSIOBYIO
MHOXEeCTBEHHOCTb NMPOWN3BEAEHUs 1 OTKPbITbINA Xa-
pakTep npoLiecca opMuUpoBaHUs CMbICAa.

B aTom cmbicne nosnums YyiikoBa MOXeET 6bITb yno-
Lo6neHa coBpPEMEHHOI IMHIBUCTIKE, pa3nyatoLLei
a3blk (langue, cuctemy a3bika) u peyb (parole, pe-
4EBOW aKT, TEKCT, PEYEeBYI0 AeATEsIbHOCTb, pe4YeBoe
noseaeHne). 0gHaKo BU3yasbHbIil A3bIK UHTEpecyeT
YyiikoBa He B ero nepsoasnemeHTax (B qMHrBuMCTU-
Ke 3T0 «CTpoeBble eauHULbI»: GOHEMbl, MOpdEMbI,
CN0BOGOPMbI U MOLENN COBO06Pa30BaHNs, COBO-
M3MEHEeHS U NOCTPOEHMS NPeLIOXEHNIA), KOTOpbIMU
3aHATHl XyOOXHUKU MUHUMan-apTa; ero 3aHumaeT
AI3bIK KaK LieslocTHas cuMcTema, To eCTb U CTpOeHue
13blka, N ero HOpMaTUBHOCTb, U ero 3HaKoBOCTb, U
€ro passinyHble ypoBHU (PyHKLMOHaNbHbIA, MdONo-
3TUYECKUI, NOEONOrYecKUin), 1 HEMoCpeaCTBEHHas
«peyeBast AeATENbHOCTb» C ee pesySibTaTaMii B BUIE
«TeKCTOB» (= BM3yasibHbIX 06bEKTOB 1 06pa30B).
Mockonbky YyiikoB cam siBRseTcs aBTOpOM CO6-
CTBEHHbIX «TEKCTOB» (= KapTUH M 06beKTOB), OANH
13 Hanbosee OCTPbIX BONPOCOB AJ11 HEMO — BOMPOC
MeTas3blka, CNOCOBHOro 0XBaTUTb W NPEncTaBUTb
Ipyrue «a3blKu» N «TeKCTbI». TakuM «MeTas3blkoM»
CTan ans Hero MeTo KOHTaMuUHauuy — KoM6mHaTo-
PVKI OTAESbHbIX CTUANCTUYECKW Pa3HOPOAHbIX 31e-
MEHTOB BHYTPW €AMHOro nos KapTuHbl. 3TO nose,
CKOHLIEHTPMPOBaHHOE A0 CaMOopa3BUBaloLLENCs
CTPYKTYpbl, HE TOJIbKO OTMEHWI0 KOMMO3NLMIO KaK
TPaAMLUVOHHOE PUTOPUYECKOe MOHsTMe, HO OKa3a-
JIoCb CaMOA0CTaTOMHbIM CTUIE06pa3yolLM Hava-
nom. MoXHo cka3aTb, YTO «MeTas3blk», 0XBaTUBLLNNA
CO60I CTUANCTUYECKN Pa3HOPOAHbIe, Ka3anoch 6bl,
HECOBMECTMMble YacTu, UMEHHO B CONPUKOCHOBEHUN
C HUMU 1 OBHApPYXun CBON COBCTBEHHbIN Henpen-
HaMepeHHbI CTUIb — CBOK 0CO6YI0 CTPYKTYPHYIO
COBOKYMHOCTb Bblpa3nTesbHbIX CpencTB, Cnocob-
HbIX 6€3 HacuMsa 1 NopaxeHys BCTynaTb B Ananor ¢
JpYruMu Bblpa3nuTesibHbIMU CpeacTBamu.
Bo3MoxHOCTb Takoro ananora npefonpeneneHa eue
1 TeMm, 4To ona YyiikoBa «06pasbl KyNbTypbl» — He
3aCTbIBLIMIA NPOAYKT MNPOLLAOro, HO NO6YAMTESNbHbIE
UMY /bCbl GOPMMPOBaHMS HOBbIX CMbIC/IOB, NPeano-
Narawmx akTyanusaumio pyrux «Kofos», ApYrix
«TEKCTOB» N «KOHTEKCTOBY.

B aTom noanums Yyiikosa, nocpeAcTBOM LMTaT OTChI-
NaloLLero 3puTenst K MEXTEKCTOBbIM accoLmalvsam,
napaaokcasbHbiM 06pa3om 61a13ka naesm CTpykTyp-
HOW AMHrBOCTUANCTUKM. (BCMOMHUM nporpamMmHyto
Te3y PonaHa bapta: «OcHoBY TekcTa cocTaBAsSeT He
ero BHYTPEHHSA, 3aKpbiTas CTPYKTypa, noagaioLuas-
Csl 06bEKTMBHOMY M3YYEHWIO, @ Er0 BbIXOL, B Apyrue
TeKCTbl, ApYyrue Koapl, Apyrue 3Haku; MHaye rosops,

YEVGENY BARABANOV

tional, mythological, ideological) and in the imme-
diate ‘speech activity’ with its results in the form
of texts (and its equivalent in visual objects and
images).

Ty

Since Chuikov is the author of his own ‘texts’ (read
paintings or objects), the issue of the metalan-
guage which is able to cover other languages and
texts is a crucial problem for him. He found such
a metalanguage in the method of contamination,
of combining individual stylistically heterogeneous
elements within the integral plane of painting. This
plane, condensed to form a self-developing struc-
ture, did not only cancel composition as the tradi-
tional notion of rhetoric, it also proved to be a self-
sufficient style-forming element. One could say
that the metalanguage covering stylistically het-
erogeneous and seemingly incompatible parts re-
vealed its own artless style, its own structural set
of expressive means capable to start the dialogue
with other expressive means without violence and
defeat in conjunction with them.

The potential for such a dialogue was also prede-
termined by the fact that ‘images of culture’ are
not a frozen product of the past for Chuikov, they
are impulses encouraging the formation of new
images that presuppose the activation of other
‘codes’, other ‘texts’ and ‘contexts’. And here
Chuikov’s attitude, through his use of quotations
to refer the viewer to intertextual associations, is
paradoxically close to the ideas of structural lin-
guostylistics (take the thesis of Roland Barthes: ‘It
is not the inner, closed structure, which can be ob-
jectively studied, that forms the basis of the text,
it is its incursions into other texts, other codes,
other signs; in other words, the essence of the text
is not in the text proper, it is in its intertextuality.
We are increasingly aware that it is necessary to
combine two ideas which were believed to mutu-
ally exclude each other in the practice of scientific
research; it is the idea of structure and the idea of
combinatorial infinity’).

Surely, comparing Chuikov’s Fragments to the
structural linguostylistics is nothing but an ex-
planatory analogy. Chuikov is not making scientific
research, he is an artist, first and foremost, who
follows his own logic of art in everything. And it is
precisely this gravitational logic that indestructibly
ties together the artist, the artwork and the viewer.
The viewer is not an optional attachment to his
artworks. For Chuikoy, it is a mode of existence for
his artworks; it is the interpreting eye of the viewer
that produces what has existed as an inactivated
potential in the artwork. Here we, viewers, resem-
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CYLLECTBO TEKCTa He B TEKCTE Kak TakOBOM, a B €ro
MEeXTeKCTOBOM xapakTepe. Mbl HaunHaem Bce 60J1b-
e 0CO3HaBaTb, YTO B MPaKTUKE Hay4HbIX MCCNeno-
BaHUN HEO6X0AMMO coyeTaTb OBe upaeu, KoTopble
CYMTaNNCh B3aMMOUCKIIIOYAIOLWMMUI: NAEI0 CTPYKTY-
pbl 1 NAE0 KOMBUHATOPHON BECKOHEYHOCTU®).
KoHeuHo, conocTaBneHne «®parMeHToOB» CO CTPYK-
TYPHON IMHrBOCTUAUCTUKON — He Bosiee YeM NosiCHsI-
lowas aHanorus. YyiikoB He 3aHUMaETCs HayYHbIMU
nccnenosaHuaMU. OH — XyLOXHVK, Npexae Bcero xy-
LOXHVK, BO BCEM CrlefytolLnii COBCTBEHHO Jlornke
nckycctsa. I UMeHHO B cusly 3TON 3aTaruBatoLeli
NOMUKU XyLOXHVK, NPOU3BEAEHE U 3pUTESb OKa3bl-
BalOTCS 1S HEro CBA3aHHbIMU MexXay CO601 caMbiM
HepacTopXumbiM 06pa3om. Benb 3putenb ons Yyii-
KOBa He «daKyNbTaTUBHOE JOMNONHEHME» K Ero Npo-
N3BEOEHUSM, HO CNOCO6 VX CyLLeCTBOBaHMS: NLb
6naronaps IHTEPNPETUPYIOLLEMY B3rismy 3putens u
BO3HMKAET TO, YTO B NPOU3BEAEHUN CYLLECTBOBANO
TOJIbKO KaK HeakTyann3upoBaHHasi BO3MOXHOCTb.
3necb Mbl, 3pUTENN, CXOXM C My3blKaHTaMU-1CMOS-
HUTENsMU, NpeBpaLLaloWMMI HEMble 3HAKU HOTHOMO
nncTa B XmBble 3BYKW. OfHAKO B CBOEM UCMOSIHEHUN
Mbl He TOJIbKO ClleflyeM 3a TEKCTOM aBTopa, Mbl Takxe
VHTEpNpeTUpyeM ero; 1 rny6uHa aToro UCTONKOBa-
HUS COOTBETCTBYET Hallell COTBOPYECKON ry6uHe.
HeuTo cxomHoe 0 3pnTENIbCKOM COABTOPCTBE rOBO-
puT 1 cam YyiikoB: «Jlaxe camoe pauyoHanbHoe U
paLMOHaNNCTUYECKN NOCTPOEHHOE NpPOM3BEAeHNe
CKYCCTBA, BbIXOASl B KOHTEKCT W BCTynas B auanor
CO 3puTeneMm, TepsieT 1 NpuobpeTaeT 3HaYeHNe ca-
MbIM HenpeackasyembiM 06pa3oM, a CyLLecTBEeHHas!
cepaLeBuHa ero, ero CyTb, Kak pa3 W BblkpucTan-
Nn30BbIBaETCS, POPMUPYETCS B KOHTEKCTE U B NPO-
Lecce Takoro guanora... [lockosbky, ¢ 0gHol CTo-
POHbl, MO paboTbl He a6CTPaKTHbI, @ BCErna 4to-To
n306paxatoT, 1 BbIBOP KOHKPETHOro M306paxeHns
NPOUCXOAUT UHTYUTUBHO, 6€3 BONIEBOro ycunus, a, ¢ ”
LpPYroii CTOPOHbI, HEKWii NPeAMEeT CTaHOBUTCS KapTh- WW’
HOI NULWLb B pe3ysbTaTe B3aMMOAENCTBUS CO 3puTe-
neM, NOCTOJIbKY UHTEpnpeTaLus 3puTens HUYyTb He
NyyLle U He XyXe aBTOPCKOMN».

03HayvaloT NI 3TN COBA, YTO KOHGMKT WAIIO3UN 1
peanbHOCTU UCYEpnbIBAETCS aKTamu 3pUTeNIbCKOol
nHTepnpeTauun? Wnn — KOHGAMKT npoponxaeTcs U
3a YepToli TONIKOBaHMIA, 3a YepToii amckypca? U uto,
HaKoHeL, 03Ha4yaeT 3ToT KOHOAWKT? Urpy? Meton?
HoBoe 3HaH1e? Bo3MOXHOCTb fanbHeiiwero avanora
C WNI030PHOI PeanbHOCTbIO UCKyccTBa?

WBaH YyiikoB HiYero He roBopuT 06 3TOM; OH n36e-
raet no6omn npuHyauTenbHocTu. OTBET NpU3BaH JaTb
Kaxmblil U3 Hac, He onacasicb YNpeKoB B BO3MOXHOI
€ro WN30pHOCTY.

OPATMEHT PYCCKOW FA3ETBI 1, 1996 /

1988
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OPATMEHT HEMELIKOV FA3ETB, 1996 /
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OPATMEHT HEMELIKOI FA3ETbI, 1996 / Fragment of German Newspaper, 1996 OPATMEHT HEMELIKOI FASETbI 4, 1996 / Fragment of German Newspaper 4, 1996
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OPATMEHT HEMELIKOW FASETbI 5, 1996 / OPATMEHT HEMELIKOW TASETbI 7, 1996 /
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®PATMEHT PYCCKOW TA3ETbI 2, 1996 / ®PATMEHT PYCCKOW TA3ETbI 3, 1996 /
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®PATMEHT PYCCKOW TA3ETbI 4, 1996 / Fragment of Russian Newspaper 4, 1996 OPATMEHT PYCCKOW FA3ETbI 5, 1996 / Fragment of Russian Newspaper 5, 1996
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OPATMEHT PYCCKOW FA3ETI 6, 1996 / Fragment of Russian Newspaper 6, 1996 ®PATMEHT PYCCKOW TA3ETbI 7, 2002 / Fragment of Russian Newspaper 7, 2002
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®PATMEHT UTAJIbAHCKOV FASETbI, 2008 /
OPATMEHT HEMELIKOW TA3ETbI, 2008 /
®PATMEHT PYCCKOW FA3ETbI, 2008 /
OPATMEHT ®PAHLIY3CKOIi FASETHI, 2008 /
OPATMEHT W ICTIAHCKO FA3ETbI, 2008 /
OPATMEHT AHTJINIACKOIA FASETBI, 2008 /
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Toyka 3peHnda npeannonaraet BapnaHTbl, BapuaHTbl — CBOGO.I].y, cBobona — Bbl60p, B TOM 4Yucie ToveK 3peHus... . .
EBIEHWU BAPABAHOB

A point of view suggests variatns, variatns suggest freedom, freedom suggests choice, including a choice of points of view.
YEVGENY BARABANOV
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TOYKA 3PEHUA 1,1990 /
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TOYKA 3PEHUSA 11,1990 / Point of View II, 1990 TOYKA 3PEHUSA 1ll, 1990 / Point of View lIl, 1990
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TOYKA 3PEHUA IV, 1990 / Point of View IV, 1990 TOYKA 3PEHUA V, 1990 / Point of View V, 1990
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TOYKA 3PEHWSA VI, 1990 / Point of View VI, 1990 TOYKA 3PEHUA VIII, 1990 / Point of View VIIl, 1990
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TOYKA 3PEHUA IX, 1990 / Point of View IX, 1990 TOYKA 3PEHUSA X, 1990 / Point of View X, 1990
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TOYKA 3PEHUS XI, 1990 / Point of View XI, 1990 TOYKA 3PEHUSA XV, 1994 / Point of View XV, 1994
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TOYKA 3PEH U4 X1V, 1994 / TOYKA 3PEHUA XVI, 1994 /
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YyinkoB LEHOHCUPYeT MUCTUKY OKHa: OHO TOXe eCTb W3/yyalolWwMuin 3KpaH, a BOBCe He BWA Bhanb. BmecTo npocTpaHCTBa,
B KoTopoM bynaTos, Bacunbes u naxe KabakoB xoTenu 6bl y3peTb OHTONOMAYECKYIO ONOPY U MOpasibHYI LEeHHOCTb, 3Ti OKHa
MOryT NPeaSIoXMTb pa3Be YTO TaBTosoruio («OKHO eCTb OKHO») U 3TUKY Urpbl («a Bce e He coBcem»). Cepusi «[laHopambi»
1970-X rofoB — 06bEKTOB-«KOPOBOK» C HApUCOBaHHBIMMN Ha CTEHKaX BUAAMMN — TOXe NpeBpalLaeT NPOCTPaHCTBO B MJIOCKOCTb,
a MeTadu3nKy — B Bellub NoBcegHEBHOro oéuxona. N «okHa», U «naHopambl» Y YyiikoBa — Hekue pean-mMeingbl, roToBble

npeaMEeTbl, KynieHHble Ha PbIHKE «AyXOBHbIX LLeHHOCTeli», eAMHCTBEHHOM, KoTopbii npouseTan B CCCP...
EKATEPWHA LETOTb

Chuikov denounces the mysticism of the window — it is also a screen emanating light, not a view into the distance. Instead of
space where Bulatov, Vasilyev and even Kabakov were prone to see an ontological base and moral value, these windows could
offer nothing but a tautology (‘a window is a window’) and game ethics (‘yet it’s not quite that’). The Panorama series of 1970s
with the objects-boxes featuring views painted on their walls also transforms space into the plane and metaphysics — into
household objects. Chuikov’s ‘windows’ and ‘panoramas’ are a sort of ready-mades, ready-made objects purchased in the
market of ‘spiritual values’, the only market that prospered in the USSR...

EKATERINA DYOGOT
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NMAHOPAMA 11,1976 / Panorama II, 1976 MAHOPAMA IIl, 1976 / Panorama lIl, 1976
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NAHOPAMA 1, 1976 / Panorama |, 1976 NMAHOPAMA V, 1976 / Panorama V, 1976
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B cBOe Bpems rnaBHbIM OJ19 XYOAOXHWKA CYMTANOCh YBUAETb KpacoTy B npupoge. Ho YyiikoB coenan B CBOEW CEpUM HEYTO
ropasgo 6osbluee — OH yBUAEN kKpacoTy B UckyccTee. Y YyiikoBa BoobLie ecTb yaNBUTENbHOE AapOBaHWe BUOETb KpacoTy —
BECbMa PeikOCTHOE B HalM BpeMeHa. B Hale Bpems ntoau UlLyT eanHCTBa U rapMOHIUM MUpa 06bIYHO NYTEM YTBEPXAEHNS: BCE

roBHo. YyiikoB MLLET ee YTBEpXAEHNEM: BCe npekpacHo. OH yTBepXaaeT Mup, pagyeTcsl U NPUMUPSIET C HUAM. —

Once it was considered the most important thing for an artist to see beauty in nature. But Chuikov has done something much
greater in his series — he has seen beauty in art. Indeed, Chuikov has a remarkable gift for seeing beauty, something extremely
rare in our time. People nowadays usually seek unity and harmony in the world by affirming that everything is shit. Chuikov
seeks it through the affirmation that everything is beautiful. He affirms the world, feels the joy and makes peace with it.

BOPUC reonc

CEPW$ BCE NPEKPACHbIE LIBETA. BAPUAHTbI OPTAHWU3ALI, 1988 / Series All Beautiful Colours. Variants of Organization, 1988
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CEPWS BCE NPEKPACHbIE LIBETA. 9 YACTEN, 1988 / Series All Beautiful Colours. 9 Pieces, 1988 CEPVS BCE MPEKPACHbIE LIBETA. 9 YACTEN, 1988 / Series All Beautiful Colours. 9 Pieces, 1988




CEPW BCE NPEKPACHBIE LIBETA. 9 YACTEI, 1988 / Series All Beautiful Colours. 9 Pieces, 1988 CEPWA BCE NPEKPACHBIE LIBETA. 9 YACTEIA, 1988 / Series All Beautiful Colours. 9 Pieces, 1988
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CEPYS BCE NPEKPACHbIE LIBETA. 9 YACTEIA, 1988 / CEPUS BCE NPEKPACHbIE LIBETA. 9 YACTEW, 1988 /




CEPYS BCE MPEKPACHbIE LIBETA. 9 YACTEN, 1988 / Series All Beautiful Colours. 9 Pieces, 1988 CEPW$ BCE NPEKPACHbIE LIBETA. BAPUAHTbI OPTAHWU3ALLU, 1988 / Series All Beautiful Colours. Variants of Organization, 1988
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CEPW$ OTKPbITKW Ne 21, 1990 / CEPWS OTKPbITKW Ne 10, 1992 /




MENSAX Ill COTKPLITKA), 1987 / Landscape Il (Postcard), 1987 OPATMEHT MEA3AXA Il (OTKPBITKA), 1987 / Fragment of Landscape Il (Postcard), 1987
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CEPUA OTKPbITKN Ne 7,1992 / Series Postcards # 7, 1992 CEPWS OTKPbITKW Ne 8,1992 / Series Postcards # 8, 1992




CEPW$ OTKPbITKW Ne 9, 1992 / CEPUS OTKPbITKW Ne 12,1992 /
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IIBE OTKPbITKK, 1993 / YEPHAS HOYb 11,1989 /




CEPUS OTKPbITKW Ne 14,1992 / Series Postcards # 14,1992 CEPUSA OTKPbITKW N2 19, 2004 / Series Postcards # 19, 2004




OPArMEHTbI, 1988 / Fragments, 1988
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...Joraa 6biTb YeCTHbIM XYOO0XHWUKOM O3Ha4daJsio He nncatb NopTpeTbl BO)KJJ,eIﬁ, NnOTOMY 4YTO B MOCXOBCKOM cpege, rge 6bl1 MoK
poautenn, 3TO CHMUTanNOCb 3ananyo, a BOT eCTb HacToslee NCKYCCTBO, BbiCOKOE... Ka3an00b, haxe Torga, 4to B npuHuune

MOXHO 3aHUMaTbCA HAaCTOALWNM UCKYCCTBOM. Ilnga meHs aTa npo6nema BO3HWUKJ1Q, KOrga a4 oco3Hal cebs XYAOXHWUKOM, T.€. Korpa

CTan genatb 4YTO-TO NHaue... .
I1BAH YYilkOB

At that point in time to be an honest artist meant not painting portraits of leaders, because the milieu of the Moscow Union
of Artists, to which my parents belonged, viewed that as something unbefitting... and then there was the true, fine kind of art.
In principle, even then it seemed that one had an opportunity to pursue the creation of real art. However for me a problem

emerged when | became aware of myself as an artist, i.e. when | started to do something differently... I

OOUUMANIBHBIV MOPTPET, 1990 / State Portrait, 1990
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NIOCKA MOYETA, 1983 — 1993 / Board of Fame, 1983 — 1993 NOCBSILUAETCS Al.A. IPUTOBY, 1983 / D.A. Prigov Gewidmet, 1983
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AJIEET BOCTOK, 1989 / East is Glowing, 1989 NMWUTALINS, 1989 / Fake, 1989
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«AHanuTuyeckoe ApeBO» CKopee MOXHO Ha3BaTb ApeBOM NO3HaHUA no6pa 1 3J1a NCTOPUN NCKYCCTB — B Y1y pa3BelleHbl X0J1CTbl
pa3HbIX dOpMaToB, OTCblNaOlUNE K pa3yiIndHbIM 3Tanam B OCHOBHOM aMepMKaHCKOVI Xxunsonucu BTOpOI7I nonosuHbl XX Beka, —
GGCTpaKTHbIVI 9KCNnpecCnoHn3m PoTko, nMXTEHLUTEVIH, Ty0M6J'IV|. OnHako Bce 3Tn KapTUHbI ABNAIOTCA BCEro Jinb yBeJIN4YEHHbIMU
dparMeHTamMu LLleHTpasIbHOro 3JleMeHTa KoMno3nunun — COBETCKOW OTKPbITOYKM B paMe C LBeTo4kamMmu, nopoxageHnem MOHCTpa
coBeTCKoro ausaiiHa. B enmHoe uenoe ApeBo coﬁmpaemﬂ elwle 6onee aKCnanumnpoBaHHbIM MeHTaJIbHbIM yCUnem — nytem
HymMmepauunm scex KOMNOHEHTOB.

XAUM COKOJ1

The Analytical Tree is rather the Tree of Knowledge of Good and Evil of art history — canvases of various sizes are hanging in the
corner referring to different stages in the basically American painting of the second half of the 20th century with its Abstract
Expressionism of Rothko, Lichtenstein, Twombly. But all these paintings are just blown-up fragments of the central element
of composition, of the Soviet period postcard in a frame with flowers, the monstrous creation of Soviet design. The tree is as-
sembled by a more explicit mental effort, by the enumeration of all fragments.

KHAIM SOKOL

VIBAH YY1KOB HA ®OHE UHCTANIALIMI AHANIMTUYECKOE LEPEBO, 1994 /
Ivan Chuikov in front of the installation Analytical Tree, 1994
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...Heckonbko usAWHbIX © OOCTOBEepHbIX HaqepTaHvuZ npnoarnT nomMelweHN CcTaTyCc Hepa3pywumoro cosepuaemoro, He
OTCbUAWNA HA K KakomMy cTepeoTtuny, n B 3TOM CMbICJ/ie npeopfosieBaloT WJJIIO3O0PHOCTb, YKOpPEHAA ee B NOAJIMHHOM
nepexmBaHunn. Co6CcTBEHHbIE CBOWCTBA 3TUX Ha‘-lepTaHI/lﬁ (nx nrpa npn apmnxeHmn 3putena n T.0.) HE CTOJIb YX BaXHbl 1, CTpOro
roeops, U3JINWHA. BaxHo T0, 4TO OTKa3aB NCKYCCTBY B NnpaBe Ha UCTUHHOE co3epLlaHue, NBaH l'|YI7IKOB npamMo npoaonxun 3gecb
Ty Tpaauuuto 3akiiMHaLero xecta n pblLl.GpCTBGHHOVI 3allunTbl, KOTOPYIO OH Bblaenna U 0COo3Haj KakK 0gHYy U3 BO3MOXHOCTEN
OCMbICJIeHHOro genaHua UCKycCTBa B Halwe BpeMA — UCKYCCTBa, MOHATOrO Kak HenpeogosinMad, HO NOAJINHHO NnepexuTaa
nnn3ng...

BOPWC IPOIAC

...A few elegant and reliable tracings confer to the room the status of an indestructable object of contemplation, unrelated to
any stereotype; its illusory character is thereby transcended and it becomes rooted in authentic emotional experience. The
characteristics of these tracings (the effect of play when the viewer moves, for instance) are not very important and in fact
superfluous. What is important is that Ivan Chuikov, in denying to art the right of true contemplation, is directly continuing the
tradition of incantatory gesture and chivalrous defense which he singled out and perceived as one possibility for intelligent

artistic activity in our time — for art understood as insurmountable yet genuinely experienced illusion...
BORIS GROYS
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Progetto: “Sculture virtuali™ 1977
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3CKMN3 NPOEKTA BUPTYAJIbHbIE CKYJIbMTYPbI, 1972 / Sketch of the Project Virtual Sculptures, 1972 3CKM3 NPOEKTA BUPTYAJIbHbIE CKYJIbMTYPbI, 1972 / Sketch of the Project Virtual Sculptures, 1972

276 277



B «Teopun oTpaxeHusi» MOXHO yBUAETb Napadpa3s KJIOYEBOro NponM3BedeHNs yxe He MOCKOBCKOrro, a CaMoro YTo HU Ha ecTb
KJTaCCUYECKOro KOHLeNTyannm3mMa, a UMeHHO 3HaMeHuUTon paboTbl Ixo3eda KowyTta «0auH 1 Tpu cTyna», npeacTaBasiowwen
c0601 HAaCTOALWMIA CTYA, ero poTorpaduto B HaTypasibHYyI0 BEIMYNHY U CloBapHYto cTaTbto «CTyn». Bnpoyem, MockoBckas Bepcus
oKasblBaeTcs M Bnpasay 6onee poMaHTUYeckou. [lpeameThbl 1 X NOA06MS pasbirpbiBaOT LiEY0 GaHTacMaroputo ¢ ABONHMKaMu
1 ncyesHoseHusiMu. 1 TpyaHo B ouepeaHON pa3 He BCMOMHUTb HerlacHble KOPHU MOCKOBCKOrO KOHLeNnTyann3Ma — a UMeHHO
ctoppeanu3m. «Teopusi oTpaxeHusi» iBaHa YynkoBa kaxetcsa kyaa 6aunxe He K KowyTy, a kK PeHe MarpuTTy ¢ ero nio6umbiMu

co4yeTaHMAMU KapTUH, OKOH 1 3epkaJl...
WNPUHA KYIIUK

It is not just Moscow Conceptualism, in the Theory of Reflection you can descry the periphrasis of a crucial work of classical
Conceptualism, of the famous One and Three Chairs by Joseph Kosuth, representing a real chair, its life-size photo and a dic-
tionary entry describing the chair. But the Moscow version is actually more romantic. Objects and their resemblances put on
a phantasmagoric performance with their doubles and disappearances, and it is hard not to be reminded of the hidden roots
of the Moscow Conceptualism again, | mean Surrealism. The Theory of Reflection by Ivan Chuikov seems to be closer to René

Magritte and his favorite combinations of paintings, windows and mirrors, rather than to Kosuth... UL

WHCTAJIIALUA TEOPUA OTPAXEHUA 1, 1992 / Installation Theory of Reflection |, 1992
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Theory of Reflection. Exhibition by Ivan Chuikov.

Vernissage in Regina Gallery. 1992
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...JLIS MOCKOBCKOIi apTUCTUYECKON cLeHbl MBaH YyiikoB — durypa yHukanbHas. To, 4eM OH 3aHUMascs 1 3aHUMaeTcs, B TON Uan
WHOW CTENEeHN HAaXOAWO0 TOYKU CONPUKOCHOBEHWS C MECTHON XyLOXECTBEHHOMN NPaKTUKON (KOHL,eNnTyanm3mom, CoL-apTU3MoM,
CTpaHHbIM OTEYECTBEHHbIM AECTPYKTMBU3MOM). Bnpoyem, Xy JOXHMK HUCKOJIbKO He LIeS Ha ee NOBOoAY, METOANYHO aHaNn3npys
OQHO M3 dYHAAMEHTaNbHbIX AN UCKYCCTBa NOHATMIA «eikon» (To ecTb, B NepeBofe C rpeyeckoro, «n3obpaxeHus»). N B atom
cMbicne OH 6bin Bceraa BHATEH U NOTOMY MHTEpEceH U ANs 3apy6exHblX KpUTUKOB, WU As ranepuctoB. MpuxoanTcs Tonbko
yOUBAATBCA, MOYEMY OH HE pa3fenun NaBpbl UCCNefoBaTeNs ONTUKM UCKYCCTBA «BCEX CTpaH W HapoOB» NnGepanbHOro

aKkageMuka-matematuka PayweH6axa...
MWUXAWN BOLE

...lvan Chuikov is a unique figure for the Moscow art scene. Everything he was engaged in and is engaged in has always found
echoes in the local art practice to a certain extent (in Conceptualism, Sots Art, bizarre Russian Deconstructivism). But the art-
ist has never followed in the wake of this practice thoroughly analyzing the ‘eikon’ (i. e. ‘depiction’ in Greek), a fundamental
notion in art. And in this sense he has always been comprehensible and, therefore, interesting both for foreign critics, and
for gallerists. It is astonishing that he did not share the throne of the explorer of art optics ‘for all countries and nations’ with

Rauschenbach, the liberal mathematician and academician...
MIKHAIL BODE
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3CKMN3 NHCTAJIALIN PACLLENNEHWE, 1992 — 2009 / Project of the Installation Split Identity, 1992 — 2009 9CKN3 NHCTANNALMN PACLLENNEHWE, 1992 — 2009 / Project of the Installation Split Identity, 1992 — 2009
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TBOpyecTBO YyiikoBa [LOMaNOrMYyHO U OEKOHCTPYKTUBHO. 3TW CBOWCTBa SIBCTBEHHO MPUCYTCTBYIOT B €ro WHCTaasuuu
«PacwenneHune», npeacTasneHHon Ha 3 MockoBckol 6ueHHane. XyooXHUK BOCNPOM3BOAMT 06blUHYI0O MOCKOBCKYHO KBapTuUpYy,
dOKyCMpysacb Ha CBOEI U3N06IEHHOI TEMe COOTHOLIEHMS peasibHOCTK U cuMynskpa. CTeHa, pasaensioulas HaaBoe KOMHaTy W
BCe, YTO B Hell HaxoauTcs, 3aaeT ToH paboTe. HazBaHMe no6yxaaeT Hac yBUAETb B 3TOM YacTHOM, JOMaLUHEM NpPOCTpaHCcTBe
MecTo, rie YesoBek o6peTaeT NOANMHHYI MAEHTUYHOCTb M ByKBanbHO, U MeTadopuyecku. 3necb Takxe NpUCyTCTByeT HamMmek
Ha KOMNIEKTMBHOE, [axXe HalMOHaNbHOe CO3HaHWe: KOMHATy yXe Hesb3f Ha3BaTb «JIUYHOI», MOCKOJIbKY OHa BbiCTaBJIeHa
Ha ny6an4yHoe 0603peHne Kak XyOOXeCcTBEHHas WHcTamiauma. CxoAcTBO Mexay ABYMS MOJIOBUHAMU KOMHATbl YMEHbLIEHO
OKpalleHHbIM OCBelleHNeM — MSArKMM KpacHbIM U MArKUM CUHUM COOTBETCTBEHHO. Ho, YTo BaxHee, ocBelleHNe paboTaeT
Ha rnaBHylo maeto YyinkoBa 0 LBOWCTBEHHOI Npupode SIMYHOCTU. B camom pene, cBA3b Mexny Hacnenmem KOMMYHU3Ma W
COBETCKOW KYNbTYPOIi, C 0QHON CTOPOHbI, 1 3aNaHbIMU XY40XECTBEHHbIMU N 3KOHOMUYECKUMMN BAUSHUSIMU, C ApYroi, o6pena
B 3TON paboTe BU3yanbHOe BblpaxeHue. 3Ta cBsA3b, No YyiikoBy, 6€3yCN0BHO, HENPOCTAa, NoJIHa NPo6aeM, HO Takxe ANanornyHa,
KaK 1 ero UcKyccTBo.

XAH-HOBEP MAPTEH

That Chuikov’s art is dialogic and deconstructive in nature is evident in his installation Split Identity for the Moscow Biennale.
He replicates an average Moscow apartment, immediately drawing into focus his ongoing concern with reality and simulacra.
The meaning of the piece pivots on the wall that invades the room and severses its furniture in two. The title 'Split Identity’ -
cues us to read this private, domestic space as that in which identity is actually and metaphorically established. This also has
implications for collective, even national identity, in the sense that the room is not private, but has been made public as an
art installation. The verisimilitude of the room’s two segments is further undercut by stylised lighting, which is softly red and
blue, respectively; but more importantly, the lighting emphasises Chuikov’s manifest concern with the dual nature of identity.
Indeed, the relationship between the legacy of communism and contemporary Soviet culture, and the influence of Western
artistic and economic forces, is visually depicted here. The nature of this relationship, for Chuikov, is undeniably fraught and

problematical, but also dialogic in nature - like his art in a broader sense.
JEAN-HUBERT MARTIN

WHCTAJINALNSA PACLLENJIEHWE, 20089. Il MOCKOBCKASI BUEHHAJIE COBPEMEHHOIO UCKYCCTBA, LICK TAPAX /
Split identity, 2009. Il Moscow Biennale of Contemporary Art, CCC Garage
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WHCTANNAUNSA YENOBEK B JIAHAWA®TE, 1979 — 1993 / Installation Person in a Landscape, 1979 — 1993
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...Korna nosBunucb nepBble ycnexu, Koroa MeHs roe-To y3Hanu, Npu3Hany, Toraa nosBuaoch 1 yectonobue (M 4o cux nop He
NPONIET, K COXaNeHUto, MelaeT XuTb). lo4eMy-To 3aNOMHWIICS pa3roBop Npyi NEpBOM WS BTOPOM CBUAAHUMN C MOEN by nyLueil
XeHOW, Koraa s el u3naran ceoto Teopuio: «Jla, 1 3Hato, 4To 51 He Mukacco (camoyHUYMxXeHne-To Kakoe!), Ho XyLOXHUKMN pa3Hble

6biBaloT, BaXHO CO3AaTb CBON MUP...» )
VBAH 4YYWKOB

YEPHbIi! KBALIPAT, 1996 /
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BEJIblV KBALPAT, 1996 / White Square, 1996 KPACHbIII KBALPAT, 1996 / Red Square, 1996




XENTHIA KBALPAT, 1996 / Vellow Square, 1996 CUHII KBALPAT, 1996 / Blue Square, 1996




YURI ALBERT

WE WERE PLACED IN A METAPOSITION
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YACTb MHCTAJINALIAN HA BbICTABKE MPUTJTALLEHWE HA KASHb

B FAJIEPEE LUKONMNEHTAYEP, KEJIbH, 2004 /

Part of the installation at the exhibition Invitation to the Execution,
Schueppenhauer Galerie, Cologne, 2004

MHe oyeHb HpaButcs y MBaHa Yyikosa TO, 4TO
Mpuros Ha3biBan Ky/bTypHO/ BMEHSEMOCTbIO. Ye-
N0BEK MOHUMAEeT, YeM OH 3aHUMAaeTcsi, No3ToMy
ero pa6oTtbl BbI3biBalOT goBepue. 310, K coxane-
HUWIO, HE CAINLLKOM YacToe Ka4yecTBO Y XYAOXHUKOB.
BOMbWMHCTBO XYAOXHNKOB Y4EM-TO, KOHEYHO, 3a-
HUMAaIOTCSl, HO 06bIYHO CaMUN He MOHMMAIOT — YeM.
A ecnn XyBOXHWK OCO3HAET CBOW NpobiemMaTuky,
TO ee 0CO3HaEeT 1 3pUTESb, @ 3TO O4EHb BaXHO.

fl NOMHI0 0AHY M3 NEPBbIX MOWX BCTPEY € ero pabo-
Tamu. 370 6bina BbicTaBKa B KoHLLe 70-X B ropkome,
S laxe He NOMHIO, NepcoHanbHas UAK rpynnosas.
Tam BWCENO HECKONbKO MOPCKUX Nen3axeii, co-
BMeLLeHne goTorpadumn ¢ pasHbIMU CTUASMU XW-
Bonucu. 1, HaBepHoe, 6bif WKOJbHUKOM, HE NOM-
Hio. Ho MHe kak-To cpasy cTaso iCHO, YTO YesIoBeK
Jenaet. fIcHo, YTO 3TO COBPEMEHHOe WCKYCCTBO,
TO ecTb aHa/JUTU4YecKoe, caMopediekCUBHOe, He
MHOAHTWIbHOE, HO N HE MopoYallee JIloAsM rono-
BY. Xy[OXHVKW BEAb NO6ST MOPOYUTL FOS10BY 3pu-
TENIM  BbICOKOAYXOBHLIMU PacCyXAeHUsMK, 4TO
06bI4HO 3HAYMT: He NpUCTaBaliTe KO MHe C BONpo-
camu, s 3aHMMatocb BbicoKM nckyccTsom! A Uea-
HY BMoJIHe MOXHO 3ajaBaTb BOMPOCHI, ero pa6o-
Tbl KaK pa3 npeanofiaraloT pasroBop XyLOXHKKa
co 3puTesnieM. 3Ty ceputo, Haao ckasaTb, 9 [0 CUX
nop 0610, 0aHa U3 camblx JO6UMBIX. A coBcem
nepBbili pas g yBuaen BaHuHbl paboTbl, Korna no-
6biBan Ha rpynnoBoii BoicTaBke B MacTepckoil Co-
koBa B 1976 roay. Hackosibko g 3Hato, 370 6bina ans
iBaHa nepBas BbicTaBKa B Kpyry HeoduuuasbHbIX
XYOOXHUKOB, @ A9 MeHs — nepBas KBapTUpHasi
BbiCTaBKa, Ha koTopyto a1 nonan. Jlo aToro s Bu-
LleNl, KOHEYHO, «Maorpy3uHCKWIA cloppeannam» ¢
YYLOBULWHLIMUA «LyXOBHbIMU» NPETeH3UsAMU, a TyT
6bIs10 ACHO, KaK YCTPOEHbl paboTbl U YTO OHW pe-
3yNbTaT PasMbIWAEHUA XYLOXHUKOB O TOM, WTO
TaKoe 1CKyccTBO. [Lnsi MEHsi 3TO B KAKOM-TO CMbIC-
ne o6paseL, KynbTypHoii BMeHsemocTu. Ecam He
owwnbalch, N3 YYNKOBCKUX paboT Tam 6biaun «[a-
HOpaMbl» U, MOXeT 6biTb, Yrosl Nof MNOTONKOM W3
«BupTyanbHbIX CKySIbNTYp», HO HE YBEPEH, MOXET,
1 ero Buaen rae-To ewe. «flaHopama» To4HO 6bina,
rony6osaTto-po3osaTas. Mbl Toraa He 6b1i1 3HaKo-
Mbl, §l NPULLEN B WIKOJIbHON GOPME, CO 3Ha4KOM, Ha-
BEpHOe, KOMCOMOJIbCKUM, C KaKUX-TO 3K3aMeHOB.
N BbIWAM XYyOOXHUKM — BCe Takue Kpacusble, B
IXWHCOBbIX KocTiomax — MBaH Yyiikos, Calwa HOnu-
koB, CokoB — npocTo koB6ou Manb6opo. Ha meHs
3TO CUIbHOE BrevaT/ieHne NPoM3Beso, NOTOMy YTO
3TO0 BbIN KAaKNe-TO He Hallu oA, NPSIMO CKaXeM.
MpusTHoe BoCNOMUHaHKE...

1 nymato, ponb YyiikoBa B HaleM UCKYCCTBE 04EHb
BaXHasl, HeJOOLUEHeHHas 1 Hefo0COo3HaHHas. ToT
aHann3 XuBonucy, KapTuHbI, KOTOPbI/ OH NpoBEN,

In lvan Chuikov’s work | am fond of what Prigov
called cultural sanity. This man is aware of what he
is engaged in, so his artworks evoke trust. This is,
unfortunately, quite a rare quality in artists. Most
artists are, of course, engaged in something, but
often they are unsure of what they are actually
saying. It is only when an artist is fully aware of
their subject that the viewer can be too. This is a
key dimension in visual art and one which Chuikov
fully appreciates.

| remember one of my first encounters with Chu-
ikov’s artwork. It was a show at the exhibition hall
of the Municipal Committee of Graphic Artists in
the late 1970’s, | don’t even remember if it was a
solo or a group show. There were several seascapes
and combinations of photography with different
styles of painting. | may have still been a school-
boy, | don’t remember. But somehow it became
immediately clear to me what this man was doing.
Clearly, he was a contemporary artist — that is, he
was analytical, self-reflective and non-infantile,
but at the same time it didn't mess with people’s
heads. And you have to admit — artists are often
very fond of messing with viewers heads through
exalted spiritual statements which usually mean:
don’t ask any questions — | am engaged in high
art! With Chuikov’s artworks, meanwhile, you can
ask questions because his works actually favours a
dialogue between the artist and the viewer. | must
say | still like this series, and to this day it remains
one of my favourite works.

| saw Vanya’s works for the first time when | vis-
ited a group exhibition at Sokov’s studio in 1976.
As far as | know, for Ivan, it was his first show in
the circle of unofficial artists, and for me, it was
the first apartment show | ever visited. Of course,
before this | have seen the ‘surrealism’ that artists
from Malaya Gruzinskaya Street were creating,
with its monstrous ‘spiritual’ pretence. In con-
trast, here it was clear how these artworks were
structured, and you could see that they were the
result of the artist’s contemplation on the subject
of art. For me, in a sense, it was an example of cul-
tural sanity. If | am not mistaken, from Chuikov’s
works there were Panoramas and maybe, the cor-
ner under the ceiling from Virtual Sculptures, but
I'm not sure, | could have seen it elsewhere. The
Panorama surely was there, the bluish-pink one.
We didn’t know each other then, and | came wear-
ing my school uniform and a Komsomol member-
ship badge, after taking exams. Then the artists
came out, and they were so handsome, wearing
denim suits — lvan Chuikov, Sasha Yulikov, Sokov —
they looked like Marlborough cowboys. | was so
impressed back then, they didn’t look like people

ouYeHb BaxeH. Jlaxe He KapTUHbl — KapTUHY aHa-
nunsmposan Jpuk bynatoB, — HO aHanu3 unso-
6paxeHusi, TOro, YTo MOXeT 6biTb N306paxeHo Ha
KapTWUHE, YTO 3HAYUT «BbITb N306paXeHHbIM», YTO
Mbl 3a U306paxeHWemM BUAKMM, KaK COOTHOCATCS
Mexgy coboii pasHble crnocobbl n3obpaxeHus —
3TO BCe 04YeHb BaxHble Belwn. Takux XyLOXHUKOB
Boo6LLEe 6bi710 Mano U B napansenbHoli HaMm Mu-
pOBOI WUCTOpUM UcKyccTBa. fl BOT MOry HasBaTb
Tonbko Puyapna MamunbToHa u Mepxapaa Puxtepa
13 Tex, 4To paboTanu c NOXOXUMU ANXOTOMUAMN:
abcTpakTHoe — K306pasuTesibHoe, GparMeHT —
Lesioe, pasHble N306pa3nTeNbHble A3bIKW B 0HO
KapTUHKE UAK B cepuu 1 Tak panee. A aTo BaxHasi
pa6oTta, KoTopasi MOAroTOBMAA MOCTMOAEPHUCT-
CKY0 XMBOMUCb M NepeBepHyna NpeacTaBfieHne o
xusonucu. Mpousowno pazobnayeHne XuBonucu n
0JHOBPEMEHHO ee yTBepXAeHue yepe3 pa3obna-
yeHue, ambuBaNeHTHas npouenypa, KoTopas fana
Hayano pasHbIM TEHLEHUMSM B HalleM UCKYCCTBE.
Mpryem XyoOXHVKM, UCNONb3YIOLLMe 3T OTKPbITUS,
MOXET 6bITb, U HE 3HAIOT, KTO NepBbI NoKa3an Ta-
K1€ BO3MOXHOCTMW.

A 6e3 3TUX BO3MOXHOCTEN HE MOTJI0 6biTb HU «Xy-
JIraHckux» Belen — Tuna Toro, 4to genaet Kocts
3BesnoueToB wnm fy6ocapckuii/BuHorpagoB, Hu
TOro, YTO AeNaloT HaLW HoBble GOPMaNUCTbl — TUNa
Anumnuesa...

06 ankupHoii amanu: s cablwan u ot WBaHa, n ot
lnBoBapoBa, 1 elle OT KOro-To, YTO BCE OHU UCKa-
N1 MaTepuan, KoTopblii He 6bi1 Bbl «XYL0XECTBEH-
HbIM», 1 BbIWAW — B 3MoXy Aeduumuta Boi6op 6bii
HEBENIK — Ha aNKWIHYl0 3Manb, KOTOPOW BCE Ha-
yanu nonb3oBaTbesl, 0T KabakoBa A0 XYLOXHUKOB
Moero nokosieHus. l[poaasanacb 6enas amasnb, elue
Kakas-To, B obLieM, Tpex LLBETOB, HO B HEE MOXHO
6b110 NoAMeLwWwnBaTh MachsHble kpacku. Monyyancs
TaKoW CTpaHHbIii, HepyKoLeNbHbIl 3¢deKkT. 3anag-
Hble XyLOXHUKU B TO BpeMmsl, CyOs Mo XypHanam,
paboTanu KakKuM-TO TaUHCTBEHHbIM aKpuiaoMm, Ko-
TOPOro HWKTO U3 Hac B XuU3Hu He Bugen. Wl notom,
Mbl Xe X paboTbl BUAEAN Ha MNAHLEBbLIX PENPOLyK-
LMSIX, NO3TOMY 3MaJfib HanoMMWHana 3TOT 3anagHblii
6neck... C opyroil CTOpoHbl, aBTOMO6UAN HanoMu-
Hana, CTaHKM KpalueHble, YTo-To TexHuyeckoe. Ho,
KaK BbIICHWIOCb, 3MaJslb XeNTeeT 1 OT 3Toro cra-
HOBUTCS «poJHee», BO BCAKOM Cllyyae, pyMbIHCKast
1 ragaaposckas. Ha 6enbix nosepxHocTax y Kaba-
KOBa 3aMeTHO, YTO OHa CJierka noxesTesluas, Te-
nnas crana. A 6bina abconoTHO 6enas, HaCKobKo
S MOMHIO TO, YeM CaM NoJsib3oBascs.

YTo kacaeTcsa Bonpoca, koHuenTyanuct au WeaH
YyiikoB. 1 He AyMalo, YTO 3TO TaK YX BaxHo, 3TO Xe
He MoyeTHoe 3BaHue. fl YacTo CTaskuMBatCh ¢ 06-
CYXAeHuem 3Tol npobaemaTMkm M C BOMPOCOM,

YURI ALBERT

from our country, to put it mildly. It's a wonderful
memory...

| think Chuikov’s role in Russian art is very impor-
tant, but it is underestimated and under-valued.
The analysis of a painting that he carried out is
very important. Actually, it wasn’t even the paint-
ing analysis that he realized — that was rather
done by Eric Bulatov — it was more the analysis
of the image itself, of something that can be pre-
sented in a painting. He analyzed what it meant
‘to be painted’, what we see behind the image,
and how different methods of representation cor-
relate — all these issues are of great importance.
There are few artists even in the global history of
art, which run parallel to our lives. | can only name
Richard Hamilton and Gerhard Richter among those
who worked with similar dichotomies of abstract
vs. figurative, fragments vs. whole, analyzing vari-
ous visual languages in one picture or in the se-
ries, and so on. It was an important job that led
the way for postmodernist painting and turned the
whole notion of painting on its head. It was Chu-
ikov’s simultaneous exposure of painting and its
establishment through this exposure, an ambiva-
lent procedure that gave rise to different trends in
Russian art. Those artists who make use of these
discoveries may never know who was the first to
demonstrate their potential.

Without that potential there could be neither the
‘hooligan’ artworks like those produced by Kon-
stantin Zvezdochetov or Dubosarsky and Vinogra-
dov, nor the works produced by our ‘New Formal-
ists’ like Alimpiev...

On the subject of enamel paint, | heard from Ivan
and Pivovarov, and perhaps from somebody else,
that they were looking for a media that was not
‘aesthetical’, and they came across the alkyd
enamel in that time of deficit when there was prac-
tically no other choice, everybody started to use it,
including Kabakov and other artists of my genera-
tion. White enamel and enamel of two other col-
ours was all that was sold back then, but you could
mix oil paints into them. As a result, bizarre effects
of something not made by hand were created.
Judging by magazines at the time, artists in the
West used some mysterious acrylic which none
of us ever got to see because we only saw their
artworks on glossy reproductions. This enamel re-
sembled that Western glitter for us... and on the
other hand, it reminded us of cars, painted ma-
chine tools, and technology. But it turned out that
this enamel yellows with time, which made it even
more intimate — at least that was the case with
the Romanian and GDR enamel. Kabakov’s white
surfaces have noticeably become yellowish, warm
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IBAH YYIKOB 11 OPUI ANbBEPT. 1979 /
Ivan Chuikov and Yuri Albert. 1979

ABASAIOTCS JIN MOCKOBCKME KOHLENTYanucTbl KOH-
uenTyanuctamu Boobuwe. B 70-e rogbl MockoB-
CKWUIA KOHUeNnTyanuaMm 6bin CKOpee CUHOHUMOM
caMopedeKCUpyHoLLEero COBPEMEHHOI0 NCKYCCTBa
B UesioM. Ecnm 6paTb XyAOXHUKOB N0 OTAE/bHO-
CTW, TO y Kaxmoro 6bina co6CTBEHHAsA pedniekcus.
XoTs1, mAymalo, pa3 BCe cOrflacuianucb HasbliBaTbCs
KOHLenTyanncTamu, aTo HecnpocTa. He Bce 6binn
KOHLIeNTyanncTamMu, Ho HUKTO He BO3paxasn Tak Ha-
3blBaTbcs. He noTomy 4To 3TO 6bIsI0 NOYETHO, B T
BpPeMeHa 9T0 6bl10 He NoYeTHee, YeM Ha3blBaTbCs
CIOppeanncToM, HO BUAENN KaKyl-TO OB6LHOCTb,
CKaxeM Tak.

PenykumoHU3m, CBOWCTBEHHbIN KJlacCUY4ECKOMY
KOHLLenTyann3my, pycckomy WCKYCCTBY He OYeHb
CBOWCTBEHEH. [leso B TOM, YTO aHrno0-amepukaH-
CKWIA KOHLENTYyann3m BO3HWK MOcfie yxe npose-
LeHHO 60MblON peayKUMOHUCTCKOW paboTbl —
nocne abCTpakTHOro aKCNpeccMoHM3ma, non-apTa,
MUHUManm3ma. To ecTb, CO6CTBEHHO, B KaKy'0 Bbl-
CTaBOYHYIO CUTyaUMIO BHOCUAU KOHLENTYanucThl
cBoun paboTbl? Ckopee Bcero, B non-apTUCTCKYO
WA MUHUManucTekylo. Hawm xe mbicaunm cebs
Ha ®OHe COBETCKOW XWBOMUCW B AnanasoHe oT
lepacumoBa pno nesoro MOCXa v ogHOBpeMEHHO
Ha ®OHe mAoeanbHOro 3anagHoro McKyccrea, Ko-
TOPOro HWKOrAa B peasbHOCTU He BUAENN, TObKO
penponykuuu u TekcTbl. U ewwe Ha doHe Tpaauumn
HeodULManbHOro MCKyccTBa, HOHKOHGOpPMU3MA.
370 co3paBano NCcUXonaTosormyeckylo atmocoe-
pY,  UMeIo B BUAY He INYHOCTMN XYAOXHUKOB, a UX
pa6oTy. [puxoamnocb OpUEHTMpPOBaTbCA Ha Tpwu
B3aMOUCKJIIOYAOWMX WM MAO0X0 COBMECTUMbIX
KOHTEKCTa, TO ecTb 3afaya peaykuum 6bina HavaTa
C COBEepLUEHHO APYroro YpOoBHsl, 40 3TOr0 HUKaKoN
pefykuun He 6bino. 3To Bo-nepBbix. Bo-BTOPbBIX,
KOHLIeNTyanu3m npennosiaraet HeKOTOpPbI aHann3
NCKYCCTBa, €ro nepeonpenesieHne, MeTano3numio.
A mMeTano3mumio MOXHO 3aHATb TOJIbKO MO OTHOLEe-
HUIO K YeMy-TO onpeneneHHoMy. [loaTomy, KoHey-
Ho, ntoamn Tuna Yyinkosa wnu bynatoBa sBasioTCS
KOHLEeNTyanucTaMy — OHW 3aHSIM MeTano3unumio
Mo OTHOLWIEHWIO K TOMY HaIMYHOMY UCKYCCTBY, KO-
TOpoe 6bl10 BOKPYr HUX. A 6b110 COBCEM HE TO, YTO
y KowyTa n komnaHuu.

Bot ewe xopowwii npumep — 34 Pywa. Pywa ectb
BO BCEX KHUXKax Mpo KOHLenTyannsm u Bo BCEX
KHUXKax, CKaxeMm, Npo HOBYIO X1BONUCH Un GOTO-
peanuam. 34 Pywa wan Puxtep — npumep Takux
OKOJIOKOHLLeNTyaslbHbIX XUBONMUCLEB.
MpuHapnexHocTb K KakoMy-TO HanpaBfieHWo —
BCEr0 NNLWb TO, YTO Y XyLOXHUKOB 06HapyXnBaeTcs
061Wwero, Ho y BCAKOrO XyAOXHNKA eCTb elle U He-
o6uwee. Ckaxem, Mbl cyntaem Jlera UMNpeccuoHu-
CTOM, HO OH HUKOTAa B XW3HW He MHTepecoBasncs

with time. Originally it was absolutely white, as far
as | remember the one that | used myself.

As for the question of whether Ivan Chuikov is a
Conceptualist or not, | don't think that it is really
that important, it’s not an honorary title or some-
thing. | often come across discussions on whether
Moscow Conceptualists were Conceptualists after
all. During the 1970s Moscow Conceptualism was
rather a synonym for self-reflective contemporary
art as a whole. If you take individual artists, each
of them had his or her own contemplation. | think
since they agreed to be called Conceptualists, it
was not without a purpose. Not all of them were
actually Conceptualists, but none of them objected
to being called Conceptualists. It wasn’t that they
saw honour in it, at the time it was no more hon-
ourable to be called a Surrealist, but they saw some
common ground in it, so to speak.

The reductionist quality of classic Conceptualism is
not so characteristic of Russian art. As a matter of
fact, Anglo-American Conceptualism emerged af-
ter substantial reductionist work — after Abstract
Expressionism, Pop Art, and Minimalism. What was
the situation like for Conceptual artists in the West
who took their artworks to exhibitions? It was most-
ly Pop Art or Minimalism that dominated art shows
there. Russian artists, on the contrary, conceptual-
ized themselves against the background of Soviet
painting ranging from Gerasimov to the left wing of
the Moscow Union of Artists, and simultaneously
against the background of idealized Western art
that they never saw in reality, except in reproduc-
tions and texts about it. Besides, there was also a
tradition of unofficial art, of non-conformism. All
this created a psychopathologic atmosphere, and
by atmosphere | mean the atmosphere of the artists
work, not of their personalities. As bearing points
they had to use three mutually exclusive or hardly
compatible contexts. What | mean is the task of re-
duction had to be resolved from an absolutely dif-
ferent level, as there had been no reductionist work
in soviet art before then. The second challenge was
that Conceptualism presupposes a certain analysis
of art, its redefinition, a meta-position of the artist.
And this meta-position can only be taken in respect
to something definite. For this reason people like
Chuikov or Bulatov are, of course, Conceptualists,
for they took a meta-position in respect to the art
present around them, and it had nothing in com-
mon with Kosuth and his circle.

Ed Ruscha is another good example here; his works
can be found in every book about Conceptualism
and in all the books about, say, new painting or
Photorealism. Ed Ruscha or Richter are examples of
such near-Conceptual painters.

tOPUIN ANIbBEPT. ICKYCCTBO HE 191 TOTO, YTOBbI
HA HEF0 CMOTPETb, A 111 TOrO, YTOBbI 0 HEM
JIYMATb. STELLA ART FOUNDATION, MOCKBA,

2009 /

Yuri Albert. Art is not for looking at, but for think-
ing about. Stella Art Foundation, Moscow, 2009

HckyceeTBo He juist Toro,
4TOObLI HA HCTO CMOTPETh,
a Juisi Toro, 4ToOLI O HEM JIyMaTh

10. Aavoepm, 2009

Art is not for looking at,
but for thinking about

Y. Albert, 2009

YURI ALBERT
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BbICTABKA 0[IHOW PABOTbI. AHTOHUTEH KUPXE,
KEJIbH, 1996 /

One Artwork Exhibition.

Antonien Kierhe, Cologne, 1996

npo6semMaMn COJIHEYHOrO OCBELLeHUs, NAEeH3pa,
OH Ha HaType-TO HUKOrZa He nucan, BO BCAKOM
cnydae, Cyasi No TEM BOCMOMUHAHUAM, KOTOpbIE §i
yutan. Ho Tem He MeHee OH BbICTaBASNCA C UM-
NpeccuoHNcTamm, kakas-To obLias npobiemaTiika
1 CTUANCTVKA €CTb, U Mbl 3TO BUAKM, XOTS BPOAE U
He UMNPECCUOHNCT OH.

370 BaxXHO, C KEM XYLOXHUKW CTaBsAT ce6s B 0fHY
KOMNaHWio, BaxHee, YeM CTpOroe COOTBETCTBUE
«M3MaM», UCKYCCTBO BCE-Taku He Hayka. Camo-
Ha3BaHWsa BaxXHbl UIMEHHO NOTOMY, YTO OHU Camo-
Ha3BaHusl, HO HEeT YNCTOro 3TasoHa, Mo KOTOPOMY
Mbl MOXEM cKa3aTb: 3TOT UMNPECCUOHUCT, a TOT He
MMNPECCUOHUCT, 3TOT KOHLIENTYanCT, a TOT — HeT.
Ta xe npo6nema u ¢ cou-aptoM. liBaH kakum-To 60-
KOM 1 B col-apT 3ane3aerT. [ae ero rpaHnubi? TyT,
MHE KaXeTcsl, eCTb BaXHbIl MOMEHT — XYL40XHUKOB
B TO Bpemsi 6bis10 MEHbLLE, YeM OTKPbIBLUNXCS BO3-
MOXHOCTEN, TEYEHNI, NOSTOMY Kaxablil 0OTBEYas 3a
LWMPOKNIA GPOHT paboT. ITO AENCTBUTENbHO BaXHO,
NOTOMY YTO B 3anafHOMN cucTeMe XyLOXHUK Aena-
€T Kakme-Hubynb nepdopMaHChl, 1 eMy He HYXHO
LymaTb 0 npo6neme nepdopmaHca Booblie, 3a
370 TeopeTuku oTBevatoT. OH He JONXEH AymaTb
rno6anbHO, NOTOMY YTO Ha 9TO reHepanbl ecTb, a
OH MPOCTOIA cepXaHT. A y Hac Bce 6blnu Kak 6bl re-
Hepanamu, 1 Kaxablii oTBeYan 3a 60MblON GPOHT
paboT oT non-apTa L0 KOHLEeNTyann3ma, CKaxeMm.
Xy#oXHMKOB-TO 6bUIO YenoBek ABaguatb. [loato-
My Kaxablil LWMPOKO MbICAWA, U FaBHOE — KaXabli
BbIHYXAeH 6bla 0606laTb, aHaNN3NpoBaTb CUTY-
aumo. W cama cutyauus atomy cnoco6cTBoBana.
Co6cTBEHHO, YeM Mbl 3aHWManucb? Jlio6on ye-
noBek Mor ckasaTb: «4To 370, pebata? 3To xe He
nckyccTtso». [oaToMy Bce BpemMs NpUXOAWMIOCH
LymaTb, YTO Takoe WCKYCCTBO, MOLENN CTPOUTb,
noTomy 4TO He 6bl10 Mofeseli B Hanuyun. Ha 3a-
nage, ¢ ero pa3BuTON MHOPACTPYKTYpoOil, Moaenun
C BbICOKMX YHUBEPCUTETCKMX BbICOT CBaJMBanuCh.
Kakoii-Hu6yap MpuH6epr Hanuwer... A y Hac [puH-
6eproB He 6bl10, NO3TOMY NMPUXOAWUIOCH CaMUM
LymaTtb. A Takoe NOCTpPOeHMe Mogenei UcKyccTsa
HenocpencTBEHHO B CBOWX paboTax U ecTb, co6-
CTBEHHO, KOHLLeNTyanan3m.

0TAMYMe «MOCKOBCKOrO KOHLENTyanuama» oT 3a-
nagHoro, Ha Mo B3rasg, ele U B TOM, 4TO nep-
BOHaYaslbHbI  aHr10-aMepuKaHCKUA  KOHLeNTy-
anu3aM — noclefHee BENKOE MOLEPHUCTCKOE
TeyeHNe, 3aBepluialollee MOLEPHUCTCKYIO 3MoXy.
Korna KowyT BbicTynan 3gech ¢ siekuuneil, XopoLuo
6bin BUAEH ero MooepHUCTCKMi nagoc. OH Hawen
pelweHne — 1 nonpo6yi emy Bo3pa3u. Kak korga-
TO Hawnm peweHvre Manesuy nnn MoHapuaH. A Mbl,
B CUJTY TOrO YTO 6blIN OTLENEeHbl OT MUPOBOIE CUTY -
auumu, CMOTPesn Ha Hee n3ganeka, 6blin 3aBefoMo

An affiliation with some artistic trend means that
some artists discover a lot of common ground, but
each artist always has something that is not com-
mon for his or her milieu. For example, we view De-
gas as an Impressionist, but in fact, he had no in-
terest in the sunlight effects or open air work — he
never even worked on location, at least judging by
the memoirs that I've read. Nevertheless, his works
were displayed side by side with Impressionists,
and there is some common subject ground and
stylistics there, and we see it, although he doesn’t
seem to be an Impressionist.

The question of what company artists prefer to
place themselves in is very important; it is more
important than the strict accordance with various
‘-isms’, for art is not a science. Self-nomination
is also important due to the fact that it is self-
nomination, but there is no clear cut standard here
which could allow us to determine that one is an
Impressionist, and that one is not; that one is a
Conceptualist, and that one is not.

The same problem refers to Sots Art. lvan margin-
ally encroaches upon Sots Art. Where are its lim-
its? There is one important point to be made here
| think; artists were less numerous then than the
number of new opportunities and trends, so each
of them was responsible for a wide front of work.
This really is important, because in the Western
system an artist would do some performances,
and he or she does not need to think of an overall
subject of performance, there are art theory ex-
perts who are responsible for it. He does not have
to think globally because there are generals for it,
while he is a sergeant. Whereas here everybody
was a general, and everybody was responsible for
a tremendous area of work, ranging from Pop Art
to Conceptualism, for instance. There were about
twenty artists all in all. So everybody had to pur-
sue a wide range of thinking and, pursue what was
important, they had to conceptualize and analyse
the situation, and the situation was quite favour-
able. What were we actually engaged in? Everybody
could say: ‘What’s that, guys? That’s not art’. So
you had to keep thinking of what art was, you had
to generate models, for no models were available.
In the West, with its extensive infrastructure, mod-
els of art cascaded from university summits upon
high. A figure called ‘Greenberg’ used to write cer-
tain things... but we had no Greenbergs around; we
had to think for ourselves. And the creation of such
artistic models within our own work was, essen-
tially, conceptualism.

The difference between ‘Moscow Conceptualism’
and that in the West was also, from my point of
view, in the fact that the initial Anglo-American

VIBAH YYVKOB 1 HOPUIA ATIbBEPT /
Ivan Chuikov and Yuri Albert

nocTas/ieHbl B METano3unumio, HECKOJIbKO ncuxona-
Tonornyeckyt. Peakums Ha Tpu HecoBmMeCTUMble
Tpaguuum: coupeannaM, TPamuuuilo HOHKOH®OP-
MU3Ma U COBpPEMEHHOEe 3anajHoe MCKYCcCTBO, —
faBana NocTMOLEpHUCTCKWIA oTBeT. N Haw KoH-
LlenTyannsm 6bii nocTMoaepHUCTCKUM. Kak BepHO
ckasan [lpuros, rnaBHoe B MOCTMOAEPHU3ME —
COBCEM He O9KJeKTWKa, He BCEAO03BOJIEHHOCTb,
He LWYTOYKM, 8 COMHEHNe, BCTPOEHHOE B XyOoXe-
CTBEHHOE BbiCKa3blBaHWe, COMHEHWE B ero BO3-
MOXHOCTU. XYAOXHWK OTKa3blBaeTcs OT NpsSMoro
BbICKa3blBaHWA U INYHOrO A3blka. 3aecb ecTb ca-
MOOTpeYeHNe, acKeTM3M Mpu Kaxylueiics BCEAO3-
BOJIEHHOCTW. B MoaepHM3Me XyLOXHUK y4uT 3pu-
Tenia: BOT BaM, TOBapuiwy, «YepHblii KBagpaT» — 1
60sblLe yXe Hu4ero He 6yaet. B 6yayuiee Bo3bmyT
He Bcex. llocTMoAepHN3M AeMOoKpaTNyHel, XyA0X-
HUK He 6beT 3puTens UCTUHOW No rosose. B aTom
CMbICJIE HaLW XyLOXHUKM 1 WBaH YyiikoB, KOHEYHO,
noctmogepHucTbl. Ul s, HaBepHo, X0Ts 3TO He Tak
3aMETHO...

W, Hapno cka3aTb, yAMBUTENbHO, YTO XOTS B Hawy
NOCTMOAEPHUCTCKYIO 3MOXY JINYHOCTb XYAOXHMKA,
Ka3anocb 6bl, HKaK He CBsi3aHa C ero npousBse-
IeHusmu, cam iBaH Bbi3biBaeT Takoe xe AoBepue,
Kak 1 ero pabotbl. Wl 370 o4eHb npusTHO.

Maii 2010

YURI ALBERT

Conceptualism was the last great Modernist trend
that concluded the Modernist époque. When Kosuth
delivered a lecture here, you sense his old Modern-
ist pathos, he found a solution and there was no
way to refute it; just like Malevich or Mondrian who
found their solutions in their time. Since we were
separated from the global situation we looked at it
from a distance, and therefore we were in a meta-
position bearing traces of psychopathology. Our
simultaneous reaction to three incompatible tradi-
tions — Socialist Realism, the tradition of noncon-
formism, and Modern Art in the West — produced a
postmodernist response. So our conceptualism was
postmodernist. Prigov was right to say that the most
important thing in postmodernism was not eclecti-
cism, permissiveness or anecdotalism but the doubt
inherent in the aesthetic statement, the doubt of its
potential.

The artist rejects a straightforward statement and
the use of personal language. There is self-rejection
and asceticism in this seeming permissiveness. The
Modernist artist teaches his viewer: here is the Black
Square for you, comrades, and there will never be
anything else. Not everyone will be taken into the
future. Postmodernism is a bit more democratic,
the artist does not club the viewer on the head with
his truth. In this sense our artists and Chuikov, of
course, are postmodernists and myself too, per-
haps, although it is not so noticeable...

Yet it is surprising, | must say, that in our postmod-
ernist times, when the personality of an artist seems
to be in no way connected with his or her artworks,
Ivan evokes as much trust as do his works, which is
a real pleasure.

May 2010
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YOU CANNOT GIVE AN ACCOUNT OF IVAN CHUIKOV’S ART OVER THE PHONE
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BnucTtaTenbHblli XyLOXHUK, OfHa U3 CaMblX MOLL-
HbIX W BAUATENbHBIX GUIYp PYcCKOro MCKyccTBa
BTOpPOUi NoNoBuHbI XX Beka. PeBoMOLMOHHbIE Ons
Halero nckycctea Bewu oH cgenan B 70-80-e
roabl. OH He NMcan MaHNECTOB — ero MmaHudecTa-
MK Bcerga 6bian ero paboTbl. Maeun ero cuntbiBa-
JIMCb MFHOBEHHO 1 Cpasy yBAeKaau.

B Hauane 70-x, Koraa MHOrme U3 Hac UCMbITbIBaAN
KpU3NC B CBA3N C NEPENPON3BOACTBOM «LyXOBHO-
CTW», UcKanu Bbixof, /iBaH B 0AMHOYKY Aenaet no-
NbITKY NPOpbIBa N3 «3K3UCTEHLWANbHOIO OKpYyXe-
Husi». Kaxetcs, rogy B 1973-M g BnepBble ychblwan
aTo ums ot Anapes pocuukoro. Torgna s ysuaen B
MacTepckoli [pocuLKoro ceputo ero 60bLUMX Kap-
TWUH, N306paxalolmx ¢ LOCKOHabHOW TOYHOCTBIO
BCEro 0JMH npeamMeT U3 6biToBoro o6uxona. OueHb
XOPOLIO 3aMOMHWJT SIEKTPUYECKNIA CHETYNK U Be-
LpO C NON0BOV TPANKOIA. 3TO NPMBENO MEHS B BOC-
TOpr, 1 9 cTan 6ypHo no3anpasnsaTb AHopes. «Het-
HeT, — 3acMyLiancsi oH. — 3T0 yxe Hayan Ao MeHs
PoruHckui, a BOoT ecTb B MockBe yauBUTENbHbIN
XYLOXHUK, WBaH YyiikoB. BoT oH nenaet Heuto!» U
noaHsin 6posu.

Mocne aToro 9 Ha4yan uckaTtb cay4van 3aiTu K Yyiiko-
BY, W BOT Kak-To 3umoii 1973-1974 ropa mbl ¢ MNpu-
roBbIM HaBECTW/IN €ro B MacTepckoli Ha MacnoBke.
To, 4To Mbl yBUAENU — «Bonbluyto KynanbLiuuy», —
6bi10  AencTBUTENbHO HOBO. lHcueHupoBanocb
CTOJIKHOBEHME pasHbiX BUAOB uckyccTBa. Kaptu-
Ha npeBpallanacb B 06bEKT, WIIO30pHOE CTan-
KMBanacb C KOHKPETVKOW. YXe 3paecb 3aTeBanacb
6osibluasi NPOCTPAHCTBEHHaN Urpa uBeta, obbema,
JINHUKM, TBEPAOCTU, MArKOCTA U MHOFO Yero elle.
WBaH ymen MuHMManbHbIMU CpeacTBamu 4OCTUYb
MaKCUMaJbHOli Bblpa3uTefibHOCTU. Kpacku OH Bbl-
6upan camble npocTble W LelWweBble, U3 X03Mmara,
COBCEM HE TOHKOTEpTble, B HAPOYMTO HULLEHCKOIA
nanutpe, a BbIXOAMNO deepuyHo, Tak YTO 3axBa-
TbiBano gyx. 3To 6biAn He KapTWHbI, HE 06bEKTHI,
a Hekne CLeHbl MNacTU4eCKUX CTONIKHOBEHWIA. Xy-
IOXHUK 6bin cueHorpadoM. B yrny macTepckoit
B BOJIHaX njeckanacb naosymxa. U aTo 66110 HeyTo!
3necb poxaanacb NOAUGOHUS, TO, 4em U Mbl ¢ Mpu-
roBbIM 6blM yXe 6epeMeHHbl U FOTOBUANCH Pa3po-
autbest. C Toro AHa Mbl 061aNNCh JOBOJIBHO YacTo
1, Lymato, Kak-To BAUSAW Apyr Ha apyra. Tak ckna-
LbIBanCa Hal Kpyr.

YyiikoB MHe Ka3ancs YUCTbIM (OpManncToM,
¢ 6051bWON 6YKBbI, OLHAM U3 HEMHOIMMX CPeaun Hac
XYAOXHVKOB 3anagHoro Tuna. PopmanbHble 3agaun
JOMUHNPYIOT Haf BCEM MPOYUM B €ro UCKyccTBe.
CnekTp ero MHTEpecoB o4eHb Wwupok. Ero yetkue,
1 6bl cKkasas, NpefesibHo OYMLLEHHbIE HaMEPEHUS
(4To NprBNEKaNo K HEMY TaK Ha3blBaEMbIX MOCKOB-
CKUX KOHLIeNTyanmcToB) Bcerna obpetany ToYHble

Chuikov is a brilliant artist, one of the most power-
ful and influential figures of the Russian art of the
second half of the 20t century. He produced art-
works that were revolutionary in Russian art during
the 1970s and 1980s. He did not write any manifes-
tos, because his artworks were his manifestos. The
viewers picked up his ideas immediately, and were
carried away by them.

In the early 1970s, when many of us experienced a
crisis associated with the excess of ‘spiritual’ pro-
duction and were looking for a way out, Ivan was
the only person to try to breakthrough from this
‘existential environment’. | think it was 1973 when |
heard his name for the first time from Andrey Gros-
itsky. That was when | saw the series of large paint-
ings meticulously representing just one everyday
object in Grositsky’s studio. | remember very well
the electricity counter and a bucket with a mop,
| really loved them, and started congratulating
Andrey. ‘No, no’, — he responded in confusion, —
‘Roginsky started this thing before me, and there is
this amazing artist, Ivan Chuikov, in Moscow. Well,
his works are really something!” And he raised his
eyebrows.

| was looking for a chance to visit Chuikov after
that, so Prigov and | came to his studio in Mas-
lovka Street in the winter of 1973-74. What we saw
there, the Big Bather, was something really new, it
staged a clash of several genres of art. The paint-
ing turned into an object, the illusory clashed with
the concrete; a powerful spatial interplay of colour,
volume, lines, hardness, softness, and many other
things has already begun there. lvan knew how to
achieve ultimate expressiveness through mini-
mal means. He always chose the cheapest paints
from hardware stores, not finely grounded ones,
and his palette was conspicuously beggarly, but
the final product was so fantastic that it took your
breath away. These were neither paintings, nor ob-
jects, these were scenes of plasticity clashes of
sorts. This artist was a scenographer. A swimmer
splashed in rushing waves in the corner of his stu-
dio, and that was something else!

Polyphony was born here, something Prigov and |
had already been pregnant with and were about to
deliver. Since that day we saw a lot of each other
and influenced each other somehow, | think. That’s
how our circle was formed.

| regarded Chuikov as a pure formalist, a formalist
with capital ‘F’, an artist of the western sort which
were few among us. Formal goals dominate eve-
rything else in his art. His range of interests is ex-
tensive. His clear and, | would even say, ultimately
purified intentions (that’s what drew the so-called
Moscow Conceptualists to him) always took pre-

BU3YyaJibHble 06pa3bl (4TO OYEHb LEEHWSIOCh 1 Hamu,
XyZLOXHUKamu ¢ ynuubl Porosa). BcnomuHato, kak B
cBoe Bpems Butanuk Komap ckasan, 4to HacTos-
Lee KOHLENTyaNbHOe NCKYCCTBO He LOJMXHO 6biTb
BU3yasibHbIM, Ero JIErko pacckasaTb Mo TeNeQOoHY.
N yem npole pacckasaTb, TEM OHO KOHLENTyab-
Hee. BoT MBaHa YyiikoBa no TenedoHy He paccka-
xewb. Ero Hago BuaeThb.

Ero 3anucoeiBanu B cBOW psaabl BCe, KTO Tak WM UHa-
ye dopMynMpoBan cBOW AOKTPUHbI, HO WBaH BCer-
Ia — KaK 6bl CO BCemMn 1 HK C Kem, cam no cebe,
oAMHouka. W aTo xopoLwo kak ansg Hero, Tak u ons
uckycctsa. lBaH YyiikoB — Takoii NOCTOSIHHO CO-
BEpLIEHCTBYIOLMNINCSA XYAOXECTBEHHbIA OpraHn3Mm.

Ha moii B3rnsa, BEPLWWHO ero UckyccTsa cranu
cepun pa6ot 80-x rogos, yTBepxgalowme npuH-
LMNbl NOANS3bIKa, TO, YTO ONATb-TaKN POLHUT ero ¢
HaMu, XyA0oXHUKamm ¢ ynuubl Porosa (Opnos, Mpu-
ros, Jle6enes).

Kak 0603HaunTb, KyLa OTHECTU TBOpPYECTBO Myii-
koBa? OH u To, u opyroe, u TpeTbe. Ckopen Bcero
OH 6bl1 NpeaWecTBEHHNKOM NOCTMOLEPHA, HEKMiA
npotomonepH. Ho nyywe He onpepensatb. Becakoe
Joxe Ans 60sblIOro XyA0XHNKA OKaXeTcs NPoKpy-
CTOBbIM, @ YyiiKoB — 601bLLOV XYAOKHUK.

WioHb 2010

BORIS ORLOV

cise visual images (both us, and the Rogov Street
artists valued that very highly). | remember Vitaly
Komar saying once that true conceptual art should
not be visual; one should be able to describe it over
the telephone. And the easier the description, the
greater its conceptuality. However, you cannot de-
scribe lvan Chuikov over the phone. You must see
it for yourself.

Everybody who in one way or another formulated
their own doctrines listed lvan among their follow-
ers, but Ivan has always been with everybody and
yet remained alone. This is good both for him and
for his art. Ivan Chuikov is a sort of artistic organ-
ism in a state of continuous self-perfection.

From my point of view, his 1980s series of artworks
that established the principles of the poly-language
are a peak of his oeuvre, and these works bring him
closer to us, the artists from Rogov Street (Orlov,
Prigov, Lebedev).

How could one designate Chuikov’s oeuvre? It is
this, and that, and the other all at once. He must
have been a sort of a predecessor of postmodern,
being a kind of Proto-Modernist. However, it is bet-
ter to avoid any definitions. For a big artist, every
bed is the Procrustean bed, and Ivan Chuikov is a
big artist.

June 2010
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CEMEH OAWBICOBMY. OKHO CTY.AUU

HA YJIULIE YANJIBITUHA (TPUMTUX), 1993 /
Semyon Faibisovich. Window of the Studio
on Chaplygina Street (Triptych), 1993

ViBaH oTHOCMTCS K TOW 4aCTV KOHLENTYancToB, KOTOPbIE
anensMpyoT K rn1a3am Kak K opraHam YyBCTB, a He UH-
CTPYMeHTaM CHUTbIBaHUA MHOOPMALIAK, 1 B 3TOM acnekTe
OH «TpaauumoHeH». To ecTb ecnm 6bl liBaH YyiikoB He
6bl1 KOHLIENTYanUCTOM WA 3TO Kak-TO No-ApYromy Ha-
3bIBasIoCh 6bl — OH BCE paBHO 0CTaBascs 6bl 60M1bLLMM
XYAOXHMKOM, 11 B YaCTHOCTM XnBonucLeM. Ewe ang mexs
BaXHO, YTO ero YeI0BEYECKUI 1 TBOPYECKWIA MacLTabbl
COMOCTaBMMbl — 3Ta FapMOHIS HE YacTO BCTPeYaeTes 1
MMMoOHMpYeT cama no cebe. OcobeHHO ecnn fo6aBuTb
CtoJ}a OpraHNYHOCTb, ECTECTBEHHOCTb BaHu. OH He Ho-
CUT HUKaKNX MaCcoK 1 He MEHSIET 11X MO COOB6paxeHnsaM
LiesecoobpasHoCcTU.

Halue coBpeMeHHOe UCKYCCTBO BbIPOC/IO 13 aHAErpayHaa,
TaK 4To He 3amevaTb lIBaHa YyiikoBa — 04HOrO 3 NAE0-
JI0roB 1 IMAEPOB XyAOXECTBEHHOr0 HOHKOHDOPMU3Ma
COBETCKOI NOpbl — caMo Mo cebe 3aTpyaHUTebHO. Tem
6onee 4To ceityac B apTe NOy4uo, HakoHeLl, NpaBo
Ha CyLLeCcTBOBaHIE MIacTUYecKoe BbiCKa3biBaHIe, Ha
KOTOPOM OH BCeraa HacTamsa. 0TyacTy 3To npousoLuio
6narofaps oKpenwemy UHCTUTYTY KOSIEKLMOHNPOBaHMS,
KOTOPbIii CTas MHTErpasbHOli YacTblo 3AellHero apT-
npoLiecca, Ho He TobKo. Korfia 6e3BpemeHbe CMeHsieTes
BPEMEHEM, BPeMsl HAYMHAET AT U MasiTHUK packayu-
BaeTcsl, aKLEHTUPYs!, N0 MEPE CMEHbl MOA, U TEYEHUH,
pasfnyHble rpaHu1, COCTaBASIOWMNE XyOOXECTBEHHOE
JlapoBaHue, aBTopckuii Meccegx. A llBaH Bcerga Hec
B cebe coeaMHeHNe AeoNorun ¢ YyBCTBEHHOCTHIO 1
KOHLLeMNLMN — C XMBOMMCHBIM, N1aCTU4ECKMM Ka4eCTBOM:
370 1 NO3BOSISIET €0 UCKYCCTBY 3By4aTb COBPEMEHHO,
He CTaHOBSICb MCTOPUEl NCKYCCTBA.

MHe oyeHb 6a130K AaBHULWHWMIA X0 NBaHa — blow-up.
0OnHoBpeMmeHHo 370 paboTa Ha rpaHu abCTpakTHOro U
peanbHOro — 13 peasibHol KapTUHKM 3a CYeT runepyse-
JINYEeHNs N3BNIeKaeTes ee rineppeasnbHoe abeTpakTHoe
Havano. B 90-e s apyrum cnocob6om nccnegosan aToT

Ivan is one of those Conceptualists who appeal to
the eye as an organ of senses, and not as an infor-
mation reading device, and he is ‘traditional’ in this
aspect. That is, if Ivan Chuikov were not a Concep-
tualist, or if it had some other name, he would still
have been a big artist, and painter, in particular. It
is also important for me that his human and crea-
tive skills are comparable, and this harmony is rare
and attractive on its own, especially if you add the
fact that Vanya is organic, natural. He never wears
any masks and does not change them for any pur-
poses.

Our contemporary art emerged from the under-
ground art, so it is difficult to ignore lvan Chuikov,
one of the ideologists and leaders of the aestheti-
cal non-conformism of the Soviet period, especial-
ly since the plastic statement he always insisted
upon has won recognition in art at last. This was
partially due to the well-established institution of
collecting that became an integral part of the Rus-
sian art process. When hard times pass and things
are on the move, then time starts to flow and the
pendulum rocks, accentuating various sides of
the artistic talent and the authors’ message in
the change of fashions and trends. And Vanya has
always carried a particular combination of ideol-
ogy and sensuousness, of concept and pictorial,
plastic qualities in himself, and that makes his art
sound modern, instead of becoming art history.

| strongly identify with his use of the blow-up, an
old method of Ivan. It is simultaneously about work
on the borderline of abstract and real, when the
hyper real abstract element is extracted from the
real picture by the ‘hyper-blow-up’. In the 1990s |
studied this transition albeit slightly differently in
the Ochevidnost [Evidence] project, working on the

nepexof B NpoekTe «04eBUAHOCTb», 3aHUMAsICh ONTUKOI
4eNI0BEYECKOr0 3peHus, B YaCTHOCTM TEM, YTO BUAWT YeSI0BEK
C 3aKpbITbIMY rnasamu. liccnenoBan npocTpaHCTBo, rae
peanbHOCTb NepeTeKaeT B CBOIO NPOTUBONOSIOXHOCTb;
rhe Ha YpOoBHE YMCTO GU3NONOrMYECKOro BOCTIPUSITUS —
Ha ceTyaTke — NpeaMeTHOCTb TO Pe3KO, TO NOCTENEHHO
o6opaymBaeTca 6ecnpeMEeTHOCTbIO: 3TakUI peanncTii-
yeckuii abcTpakumoHuam. Y iBaHa oTnpaBHOM TOYKON
TaKXe ABNSIETCS peasbHOCTb, HO OH €€ MHaYe TpaHCcHop-
MUpYET, BpYyriiM CNoco60M NposiBAsieT ee abCTPaKTHY0
cocTasnsioLLyto. [loaTomy BCe, YTO OH Lefan 1 fienaet B
3TOM HanpaB/IeHNN, MHE UHTEPECHO BABOWNHE.

Korpa s 3aHMMancs «04eBUEHOCTbIO», MHE NPULLIO B
roJIoBY, 4TO, NOXOXE, OMbIT BUAEHUS C 3aKPbITbIMM F1a3amut
YXe UCMOoMb30Bascs HEKOTOPbIMY XyAOXHMKaMU (CaMblid
SpKUIA npumep PoTKo), HO He apTUKyNpoBarncs, a CKo-
pee, He 0CO3HaBasICs MU Kak OMbIT N0J06HOro poaa.
HecnyyaiHo MHble YacT MOUX AUNTUXOB-TPUNTUXOB
TOro NpOeKTa Bbi3blBanu y 3pUTeNeil accoumaumnm ¢
PoTko. Ho pockoluHoe cympayHoe MepLiaHue X1usonm-
cu PoTko BOCMpUHMMAETCS Kak YucTas abeTpakuvs, a B
Moux paboTax 3adUKCUPOBaHbl KOHKPETHbIE BUAEHUS
Ha NPOCBEYMBAIOLMX KPOBbIO 3KPaHaX 3aKpbiTbiX BEK.
fl xouy cka3aTb, 4TO B HalueM ¢ BaHeil cnyyae peyb naoet
0 peanusme, KOTOPbIA BbIMNSAUT Kak abCTPaKLMOHN3M.
VIHbIMY ClOBaMu, He UCKITIOYEHO, YTO Mbl Ha CO3HATE/IbHOM
YPOBHe OTKPbUIN 1 YaCTUYHO OCBOWAY NOJIE NOTPaHNYHBIX
TpaHchopMaLmii Tuna peanbHoe-abeTpakTHoe (Npea-
MeTHoe-6ecnpeaMeTHoe).

MoaToMy He TaK yX YAMBUTENbHO — HO NPUMEYATENbHO —
4TO NOYTM BCE ranepucTbl y Hac ¢ YyikoBbIM «obLuen»:
8 npowsiom dunnuc Kaiina B Helo-Mopke, UHra Bekkep
B KesibHe 1 yxe noyTy ABaguaTth IeT COBMECTHOIO CO-
TpyAHuyecTBa ¢ Bnagummupom OByapeHko. Kak-To B Havane
9 ropa, Koraa s rotoun BbicTasky Y Hru bekkep, Mbl ¢
BaHel ¢ Hepenbky 3ameyaTenbHO NPOBOAVIN Bevepa B
TOM pofie 06LLEeHNs, KOTOPbII B COBETCKIE BpeMeHa Ha-
3bIBasICs «KYXOHHbIM». / XOTb C TeX Nop Mbl BCTpeYaemcst
3NN30AMYECKN N HEHALONTO — HA BEpHUCAXaX U T.M. —
HaLUW BCTPeYM HeM3MEHHO HOCSIT BPYXECKMIA XapakTep
11 NPOHVKHYTbI B3aUMHOI (Hafetocb) cumMnaTuei: kak
4eNoBEYeCKON, Tak U NpodeccroHanbHon. MiBaH 13 Tex
XyLOXHUWKOB, Y KOTOPbIX €CTb CBOW NyTb, U OHU NPOCTO
UIYT UM, a He FOHSIOTCS 3a YCNexom 1 Mogoii. [lo oTHo-
LUEHMIO K TAKOMY MacTepy MHe KaXeTcsi HEKOPPEKTHbIM
NpUNNCbIBaTb ero Kak KPenocTHOro K KOHLENTyann3my,
coLapT3my, potopeannsmy... C 04HON CTOPOHbI, 3TOT
SPAbIK MaJsIo YTO FOBOPUT O KOHKPETHOM XYAOXHUKE 1
4acTo YBOAMT OT CYTU CLEeNaHHOro UM; C Apyroii, 3a
YNpOLLEHHbIM, CXEMaTUYECKUM MOAXOA0M CJILIKOM
4acTo CTOSIT CNENOTA U MHTEJJIEKTYasbHas JieHb, ecin
He npodeccroHasnbHas He,06pOCOBECTHOCTb PePepeHTOB.
(eHoMeHOI0rNYeCKMIA NOAX0S, K TaKUM XyLOXHMKaM, Kak
ViBaH YyiikoB, NpeacTaBAseTcs eAMHCTBEHHO KOPPEKTHBIM
1 NPOAYKTUBHBIM.

WioHb 2010

optics of human sight, in particular concentrat-
ing on what the human being sees through closed
eyes. Through studying the optics of human eye-
sight and what human beings see when their eyes
are closed, | was exploring the space where reality
floats into its antagonist; where objectivity now
dramatically, then gradually turns into abstraction
on the retina, on the level of purely physiological
perception — it was a certain realistic Abstraction-
ism. Reality is the starting point for Ivan too, but
he transforms it in a different way, exposing its
abstract component differently. That is why eve-
rything he has done and does in this respect is of
double interest to me.

While | was preoccupied with ‘Evidence’, | real-
ized that the experience of seeing through closed
eyes seems to have been already used by some
artists — Rothko is the most significant example
of it — but was not articulated or, rather, concep-
tualized by them as an experience of that sort. It
was not accidental that certain viewers saw links
with Rothko in some parts of my diptychs-triptychs
from that project. Yet, the luxurious dusky glimmer
of Rothko’s paintings is perceived as pure abstrac-
tion, while my works register concrete views seen
through the screens of closed eyelids shining with
blood. I'd like to say that in Vanya’s case we rather
deal with Realism that looks like Abstractionism. In
other words, it might be that, at the level of con-
sciousness, we discovered and partially mastered
the sphere of marginal transformations of the
real — abstract (figurative — non-figurative) type.
Thus itis not that surprising — though significant —
that Chuikov and | ‘share’ almost all our gallerists:
in the past Phyllis Kind in New York, Inga Becker in
Cologne (in the past for me), and for almost twenty
years now both of us have been cooperating with
Vladimir Ovcharenko. Some time in the early 1991,
when | was preparing an exhibition at Inga Becker
Gallery, Vanya and | spent wonderful nights hav-
ing the sort of conversation that was known as
‘kitchen talk’ during the Soviet period. Although
our meetings have been occasional and short since
that time — we met at opening ceremonies, etc. —
our meetings have always been friendly and filled
with mutual (I hope) sympathy: both human and
professional. lvan is one of those artists who follow
their own path, and just follow it, without chasing
success or fashion. | believe that it is improper to
chain such a master with the labels of any Con-
ceptualism, Sots Art or Photorealism... On the one
hand, a label doesn’t say much about a concrete
artist, it often takes us away from the essence
of his oeuvre; on the other hand, this simplified,
schematic approach often conceals blindness and

SEMYON FAIBISOVICH

intellectual laziness, if not lack of professionalism
and negligence on the part of reviewers. It seems
to me that phenomenological approach to such art-
ists as Ilvan Chuikov is the only proper and produc-
tive way to approach them.

June 2010
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OJIET KYJIUK. LWEPLIEHb, 1989 /
Oleg Kulik. Hornet, 1989

3abaBHO, YTO y MeHs 6bian ABe 6onblune cepun
NPOHYMepoBaHHbIX «®parmeHToB» (B KOHLe 80-X 1
B 2004 rogy), 6bina cepust «OKOH», HO Sl HAA, 3TUM He
3a0yMblBaCsi U He COOTHOCWIT UX C «dparMeHTaMu»
n «OkHamu» NBaHa YyikoBa...

Mou cTekna c oTpaxeHWsIMK OKpyxatollell cpenpl
BO3HUKJIN U3 NOMbITOK Y0BUTb peasbHOCTb — npsi-
MbIM B3rI900M Yepe3 «KapTuHy». Yem 6onblue
BUOMWbL peanbHOCTU, TEM MeHblle ocTaeTcsl uc-
kycctBa. Ul HaobopoT. OTpaxeHue Ha cTekne Toro,
4TO C3aAM, Heba, — 3TO elle peaNbHOCTb WM yXe
nckyccTBo? Bo3HMKaeT MOMEHT UX HepasnnyeHus
1 BONPOC, CKOJIbKO UCKYCCTBa BOObLLE AOMNYCTUMO,
€C/IN MHTepecyelbcs peanbHocTbio. OTpaxeHne B
cTekfie — 3To GparmMeHT uckycctea (namsTu, Tpa-
Onunmn), pasMeLleHHbIli HenocpeacTBEHHO B pe-
anbHocTW. PeanbHocTb MHe, B oTanymne oT WBaHa,
Kasanacb BeJIMYNHON 6e3yYCNOBHOIA, 1 NO3TOMY MOS
«Teopusi OTpPaxeHusi» cBogmunacb K 6ykBanbHOMY
OTpaxeHuto Heb6a UM MalmnHbl Ha cTekne. Celvac
MHe Tak He Kkaxetcs. PeanbHOCTb MHOromepHa,
cnoucta, He 6e3ycnoBHa. [paHuLbl ee cyllecTBy-
I0T, HO OHW OTHOCWTEJIbHbI, XOTS Pa3pbiBOB MeXay
MHOXeCTBOM NPOCTPAHCTB, €€ COCTaBJAIOLLNX, HET.
MocnepHne mon «®parmeHTbI», YepHble, 6blIN Ha
caMoM feJie 3cKu3amu kK paboTe ¢ NpoCcTPaHCTBOM
1 06beMamm — s XoTen y6paTb BCe KyJbTypHbIE Ha-
cnoexus (ooexmy, cnopT) U NOCMOTPETb, YTO ocTa-
HeTcs. OcTanmeb KyCcKky XMBOro Tesla B MeTaduanye-
cKoli YyepHoTe. CUMBOAIMYECKN 3Ta YepHOTa BNOJIHE
CPOAHW MpO3payHocTU. PeasnbHOCTb No3HaBaema,
KOHEYHO, HO He JINHEHO 1 He B0 KoHua. MHe 6bino
WHTEpPecHo, Kak @parmMeHTbl Tesla HaMeKalT Ha
uenoe — Tena, NPOCTPaHCTBa 1 CO6CTBEHHO peasib-
HoOCTK, 3acenstoT ee. MHe kaxeTcs, 6bIToBbIE, FyX0
3aKpallieHHble pambl iBaHa Aenanu To xe camoe —
BTOprasncb B MeTadu3nKy peanbHOCTH 1 06XmBann
ee, HacKoJ1bKO 3T0 BO3MOXHO. 5l BeAb noyemy nepe-
CTasn 3aHMMaTbCs KaTeropuen npo3payHoctu? 3Ta
npo6semMa He pellaeTcs, OHa U3 XWU3HU MeTadop.
Mpo3payHOCTb HE MOXET 6biTb GU3NYECKN ABSIEHA B
aToM mupe. Ecnm Tbl ee BuaMLLb, 3TO yXe He oHa.
MoaTomy Hap1coBan cxemy, NPOCTYIO NN COXHYIO,
npopa6oTtan ee — CTeks0, 3a CTEKSIOM, Ha CTeKe,
nepen cTeksnom, c6oky — 1 Bce. 3Ta urpa He nony-
YaeTcs No-HacTosWeMy 3axBaTbiBaloWen, ecu He
BHecellUb B Hee Bcero cebsl, Co BCEMU BHYTPEHHUMU
TpaHchopMaLmaMu.

Mowu «OkHa» Toxe Henpo3payHbl — 3a HUMU peanb-
HOCTb ()O0TO060€B, Ha KOTOPYIO HAIOXEH elle OANH
noslynpo3payHblii cnoli oTpaxeHuid. Cenvac 1 910
BOCMPUHUMAIO KaK NaMATHUK COBCTBEHHBIM NOMbIT-
KaM BCTYNUTb C peasibHOCTbIO B NpsiMble, YyBCTBEH-
Hble OTHOLWeHWS. B 3ToM cMbichie 1 6bi1 3HauUTENb-
HO 6A1Xe K Lenu, Koraa npokycun JIMHKBUCTY Hory.

Wionb 2010

It is funny, but | also did two series of numbered
Fragments (in the late 1980s and again in 2004),
and series of Windows too, but | never mused upon
it, and never tried to find the correlation between
my work and the Fragments and Windows of Ivan
Chuikov.

My glass panes with reflections of their environ-
ment were triggered by attempts to capture reality,
to achieve a direct view through the ‘picture’. The
more reality you see, the less art you are left with,
and vice versa. The reflection of the sky or some-
thing behind you in the glass — is that reality, or is
that already art? There is an issue of differentiating
them, an issue of how much art is acceptable if you
are interested in reality. A reflection in the glass is
a fragment of art (of memory, tradition), placed in
reality. Unlike Ivan, | regarded reality as an absolute
constant, and therefore my theory of refiection was
reduced to a literal reflection of the sky or a car in
the glass. | don't agree with it now: reality is mul-
tidimensional, it is layered, and it is not absolute.
It has limits, but they are relative, although there
are no gaps between the multitude of universes it
consists of.

My last Fragments, the black ones, were, in fact,
studies used later in my work with space and
volume — | wanted to remove all cultural layers
(clothes, sports) and see what remains: pieces of a
living body in metaphysical darkness. Symbolically
this darkness is quite akin to transparency. Reality
can be cognised, but this cognition is not linear or
ultimate. | was interested in how fragments of the
body hint at the whole, at the body, space and reali-
ty, and how they populate the latter. | believe that in
a similar way, the domestic solidly painted window
frames of Ivan had the same effect: they invaded
the metaphysics of reality and settled in it, as well
as they could. Why did | drop my preoccupation with
the category of transparency? Because it has no
solution, it is from the life of metaphors. Transpar-
ency cannot be physically manifested in this world.
It is not transparency if you see it. So you sketch a
scheme, be it simple or complex, you work on it —
on the glass, behind the glass, on the surface of
the glass, in front of the glass, to the side of it, and
that’s all there is to it. This game will never become
truly captivating if you do not bring your entire self
into it, with your internal transformations.

My Windows are not transparent either — there is
that reality of photographic wallpaper behind them,
with a semi-transparent layer of reflections layered
upon them. Today | perceive them as a monument
to my own attempts to establish direct, sensu-
ous relations with reality. In this sense | was much
closer to my goal when | bit Mr. Lindquist’s leg.

July 2010

OJIET KYJIUK. OKHA (XI1PA®), 2001. 49 BEHELIMAHCKASA BUEHHANE, NABWJIbOH HOrOCJIABUK, 2001 /
Oleg Kulik. Windows (Giraffe), 2001. 49 Venice Biennale, Yugoslavian Pavillion, 2001
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BblBalOT XyLOXHUKM, UHCIIPUPYIOLLE KpacHOpeyne,
a 6bIBaloT Takme, 0 KOTOPbIX BCE Kak 6bl yXe 3apaHee
cka3saHo. / Te n opyrue MoryT 6biTb BblaoLWMMmMcst
1 NBUMBIMU.

Korpa s nbiTatocb pa3mbllwnsTb 0 TBopyecTse MBaHa
YyiikoBa, 1 06HapyxuBalo CO6CTBEHHbIE MbICAN KakK
6yATO yXe COOPMYNNPOBaHHbIMUA B CTYAEHYECKOM
pedepate. MHe Heuero ckasaTb «C Xapom». YyiikoB
Kak 6yATo BNUCLIBAETCS «NATbIM 6UTIOM» B TPOULY
KabakoB-bynatoB-BacunbeB. Y kaxaoro npuHocs-
LLero Aapbl CBOVi NPUHOCUMBIN fap: 6ekkeToBcKas
60xecTBeHHast Mu3aHTponus — y Kabakosa, coBeT-
ckuii kocmoc — y bynaToBa, nevanb v namsTb — y Ba-
cunbeBa. Yto y YyiikoBa? Te xe onTuyeckme npecy-
LLECTBJIEHNS U HUKaKoW nevanu (pagocTu, Tpe3BocTH,
nbsiHocTK). CnokoicTeue. Yy o npeBpalleHus BoLbl B
BoAy. BoT 370 owuyLieHe nokost MHe NpeacTaBseTcs
WHTEpEeCHbIM.

«3maneBble onbiTbl» KabakoBa, YyiikoBa, Opnosa
W Opyrux XymoxHukoB 70-x 6biavm cnocob6om ynuTu
OT HEHaBWCTHOIO KyJibTa «XWBOMUCHOCTU». 3Marb
LaeT 3QPeKT MrHOBEHHOW CAENaHHOCTM, TaK Kak
OHa camopacTekaeTcs, Nof06HO crylueHke, 06pasys
POBHYIO NOBEPXHOCTb, JINLIEHHYIO CNEefOB KUCTN —
cnenoB Tpyna. Takas KapTMHa caMoycTpaHsieTcs oT
BO3MOXHOCTH 6bITb pa3rnaabiBaeMoi 1 yTBEpXaaeT-
Csl4yepe3 CKPOMHOCTb «3KpaHa» (haBopCcKOCBETHOrO,
KYJIbTYpHOro 1 T. A.) — MrHOBEHHOE N306paxeHne
L1 MTHOBEHHOT O B3rnsiga.

K cnoBy, 06pa3 «MrHOBEHHOMO 306paXeHNsi» BAOX-
HOBNAET U MO0 paboTy. [N MeHs LBET UMeeT 3Ha-
YeHMe, ecn MOXHO TaK alIeropuyecKm BblpasuTbes,
«LIBETa 3[,0POBOI KOXU». [IOHATHO, YTO Y UTaNbSHLEB
OH [ApYroii, YeM Y WBeJOB, HO OH BCErAa OY4EBULEH.
OnpepneneHHas c6anxeHHas nannTpa 3gecb — ocTa-
TOYHOE SIBJIEHWE Ha NYTU K TakKol 04eBMAHOCTY; TaK
cKasaTb, «Moka He 3acBeTuTca» (a akpunosas kpacka
LlaeT BO3MOXHOCTb CKOJlb YTrOJHO JLOSIT0 KOPPEKTMPO-
BaTb CYMMYy LBETOB, He «yTpyXAas» NOBEPXHOCTb).
LiBeTa dopmbl 1 GOHa AN MeHsl Kak ABa OTTEeHKa
OQHOMo W TOro Xe, Kak, CKaxeM, NlaloHb Ha nieye
y OHrpa. 370 rosoBOKpyXuTesnbHOe pasnuyue, 1
€ro — MrHOBEHHbIIi — 3OdEKT NPOCTNpaeTCs OT o4a-
poBaHHOCTY L0 ApaMbl (Hanpumep, cTapuku y Kop-
XeBa ¢ 6e/1biM1 TenamMu 1 3aKON4YEHHbIMM MLamm), u
BCera 3amepiseT B3rnsaa. A Takxe namsaTb — yepes
3QPEKT pUPMbI...

OCHOBHbIM «MHCTPYMEHTasIbHbIM» 06pa30M Npon3-
BefeHui ViBaHa YyiikoBa MHe npefcTaBaseTcs — no
aHasorum C «XOopowO TeMNepupoBaHHbIM KiaBu-
POM» — XOPOLIO HAaCTPOEHHbIN NpoeLypyIoLWmMin an-
napar, yCTPOICTBO AiS NOCTPOEHMUsi NepCNEKTUBHOMO
n3o6paxerus. OkHo, BysibrapHas maTepuanm3aums
KapTUHHOI NAOCKOCTM, NPOEKTbI GUIbMOB C NPOeLy-
poBaHNEM CbeMKY Ha 06EKT CbeMKM, «pparMeHTbI»

There are artists who inspire eloquence and there
are artists about whom everything seems to have
already been said; both groups can be said to be
outstanding and loved.

When | try to think about the oeuvre of Ivan Chu-
ikov, my own thoughts seem to have already been
formulated in some student’s paper. Nothing |
could say would be with ardor. Chuikov seems to
fit in the trinity of Kabakov-Bulatov-Vasilyev like a
‘fifth Beatle’. And everybody bearing gifts has his
own gift: Kabakov has the divine misanthropy of
Becket, Bulatov has his Soviet Cosmos and Vasilyev
has his sorrow and memory. What about Chuikov?
He has his optical Eucharist and no sorrow (or joy,
sobriety, inebriation). Tranquility. The miracle of
transforming water into water. It is this feeling of
peace which | believe to be interesting.

The enamel experiments of Kabakov, Chuikov, Orlov
and other artists of 1970s led the way to escaping
from the hateful cult of the ‘picturesque’. Enamel
produces the effect of immediate readiness as it
flows on its own, like condensed milk, forming a
smooth surface and leaving behind no traces of
brush or traces of labor. Painting of this kind re-
moves itself from potential examination and es-
tablishes itself through the humility of the ‘screen’
(transfiguration, the cultural light, etc.), an in-
stantaneous depiction for an instantaneous stare.
By the way, it is the image of the ‘instantaneous
depiction’ that inspires my work too. For me, col-
our has the same value as ‘the colour of healthy
skin’, to put it allegorically. It is clear that it is dif-
ferent for Italians than for Swedes, but it is always
obvious. Here a certain narrowed colour scale is a
relic, remaining on the way to this obviousness; it
can be worked upon until it shines (whereas acrylic
paint makes it possible to change the sum of col-
ours for as long as you want without bothering the
surface). Colours of the form and background are
two hues of the same thing, like an Ingres’ painting
of a hand on a shoulder. This stunning difference
and its instantaneous effect stretch from charm
to drama (take, for instance, Korzhev’s old people
with white bodies and soot-covered faces), and it
always makes your stare slow down, and memories
too, through the effect of repetition and rhyming...
The basic image ‘tool’ of Ivan Chuikov’s work is, |
think, a well tuned projection device, some gadget
to form the image in perspective — something like a
well-tempered clavier. The window is a ‘vulgar ma-
terialization’ of the picture plane; film projects with
the projections of shooting on the object of shoot-
ing, ‘fragments’ and ‘fragments of fragments’, text
works where events from different temporal planes
are projected to the same place — all these events

BUKTOP AJIMMNMEB. KOHELL N0A4 4, 2007 /
Victor Alimpiev. The Edge Of Field 4, 2007

U «pparMeHTbl GparMeHToB», TEKCTOBble PaboThl,
B KOTOPbIX pa3HOBPEMEHHbIe CO6bITUS «MPOELMpy-
loTCSI» HA OJHO M TO Xe MEecTo — BCe 3TO CO6bITUs
«4y[ecHOro» COBMELLEHUS MPUHLMUNUANBHO pa3-
HOYZOaNeHHbIX SBJEHUIA. «POMaHTMYECKN Aaneko»
pasHoyaaneHHbIX. PagocTb 3Toro coBMeLLLeHus oYe-
BUOHa. TaMHCTBEHHbIM Xe 19 MeHs AiBifeTcs paboTa
NpoeLMpyloLLero annapaTa 1 ero TO4YHOCTb B chepe
XviBonucu.

Hanpumep: «3on0Toii 3akaT» B KapTuHe «30510TON
3aKkaT» paBHOyAaneH Kak oT 06Liero MecTa, XMBo-
NICyIOLLEro IUTEpaTypHO-N306pasnTesibHoe Kne
«30/10TOV 3aKaT», Tak W OT TOro, BCeraa npegle-
cTBYoLLero oblemMy MecTy, BCerga nepcoHanbHoro
YOVBAEHUS — OeiiCTBUTESIbHO, CBET ry60Koro Heba
CTpaHHbIM 06pa30M MOXOX Ha CBET, OTPaXeHHbIl
NAOCKUM MeTaoM... 06a 3TuX B3aMOHanpaB/eH-
HbIX 30/10TbIX 3aKaTa aHHUMMANPYIOTCS B KAaPTUHHON
MOCKOCTM X BCTPEYU 11 OCTABJISIIOT CYXOMN OCTATOK —
YnCTY0 MaTepUanbHOCTb X1BONUCHOCTU. He xuBonu-
€U, @ UMEHHO XmBonucHocTu. XuBonuch — napagokce,
TO camoe yavBJeHNe UM pa3oyapoBaHie, Toraa Kak
XWBOMUCHOCTb — YNCTO MaTepUanbHOe, aBBTOHOMHOE
3CTeTNYecKoe CBONCTBO. PaccmaTpuBaHue «MpoHu-
Yeckoli» KapTuHbl «30/10TOI 3aKaT» AMOLMOHANbHO
1 N0 CYTU He OTAINYaeTCs OT pacCCMaTPUBaHIS XUBO-
NUCHOW KapTUHbI, XUBONWCYIOLLEN «30/10TOI 3aKaT»...
B 3TOM ecTb MHTpuryiowee GuIOCOGCKOe paBHO-
Jylwue, TOYHO HalifeHHblii 6anaHc. He aHTponus,
HO CTPaHHbIA NOKOIA. XOpOWO HaCTPOEHHbIA Npo-
euupyowwniA annapart.

Asryct 2010

VICTOR ALIMPIEV

are ‘miraculous’ coincidences of radically, equally
distant phenomena. It is the romantic distance of
thoughts divided by such different distances and
the joy of this coincidence that is obvious to me.
The function of the projection device and its ac-
curacy in the sphere of painting is still a mystery.
Take, for instance, the ‘gold sunset’ in his paint-
ing of the same name, which is equally distant both
from the triviality, which materializes the spectac-
ular pictorial and literature cliché of the gold sun-
set, and from that amazement, always personal,
which always proceeds the triviality. Here, the col-
our of the deep sky strangely resembles light re-
flected by flat metal... Both of these gold sunsets
aimed at each other are annihilated on the sur-
face of the painting where they meet leaving dry
residue — the pure materiality of the picturesque.
Of the picturesque, not the painting. Painting is a
paradox, that very amazement or disappointment,
while the picturesque has a material, autonomous
aesthetic quality. The contemplation of the ‘ironic’
painting titled The Gold Sunset does not emotion-
ally and essentially differ from the contemplation
of a spectacular picture vividly presenting the ‘gold
sunset’...

There is some intriguing, philosophical indiffer-
ence, an exact balance discovered in it. It is not
entropy, but an odd peace — a well-tuned projec-
tion device.

August 2010
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30/10TOV JIAHOLWAO®T, 1993 / Golden Landscape, 1993
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KAMEHHbIE OCTPOBA. CEPUA UMUTALLIW, 1990 / Stone Islands. Series Fakes, 1990 MPAMOPHbI JIEC. CEPUS UIMUTALIW, 1989 / Marble Forest. Series Fakes, 1989




KPACHOE MOPE. CEPUS UMUTALLAW, 1989 / CAll OBOEB. CEPUSt UMUTALIWWA, 1989 /
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YEPHASI HOYb. CEPUSI UMUTALIAN, 1989 /
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CEPEBPAHAA 3UMA. CEPUA UMUTALIIAK, 1989 /
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30J10TON 3AKAT. CEPUS UMUTALLIW, 1989 / Golden Sunset. Series Fakes, 1989 KAMEHHbIE OTPAXEHWA. CEPUSA UMUTALIWW, 1989 / Stone Reflections. Series Fakes, 1989




CyliecTByeT Jiu MUp NO Ty CTOPOHY OKHa? CyluecTByeMm Jin Mbl N0 3Ty CTOPOHY? BoT rnaBHble Bonpochkl, KoTopble 3agaeT Yyiikos

BO BCeX CBOUX Npon3BeneHndx. B atom n BblpaxaeTca ero Metadu3nyHoCTb.
XAUM COKON

®OTOCEPUS OKHA, C 1992 /
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CEPUSA ®PATMEHTbI OTKPbITOK Ne 25, 2008 / Series Fragments of Postcards # 25, 2008 CEPWA ®PATMEHTbI OTKPbITOK Ne 18, 2004 / Series Fragments of Postcards # 18, 2004
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CEPWUA ®PATMEHTbI OTKPbITOK Ne 17, 2004 / CEPUA ®PATMEHTbI OTKPbITOK Ne 15, 2004 /
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IGOR SHELKOVSKY

ON IVAN CHUIKOV. SOME FRAGMENTS
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NIOPOXHBbIA 3HAK 11, 1973 /
Road Sign II, 1973

LY

Kaxnblii N3 Hac CMOTPUT Ha MUP CBOMMMU rnasamu,
HO, MHOrAa, No6bIBaB Ha BbICTaBKe PKOro 1 3Ha4n-
TENIbHOr0 XYAOXHWKA, HauyMHaelb BOCMPUHUMATb
oKpyxatolee ero rnasamu. Mup pencTBUTENbHO
COCTOWUT M3 QparmMeHToB, AeTanen, n Kaxnas ne-
Tafb JOCTONHA BCMaTpuUBaHNs. Heckosbko Ma3koB
6esmn no CMHeMy WM HaobopoT — obnako. 3y6ya-
Tas 3esieHb 3a60pHON 3esIeHON Kpackn — nec U T.4.
N3o6peTaTtenbHoe nckyccTBo YyiikoBa oborawaeT
Hawe BuAaeHue, denaet ero 60see N3OLWPEHHbBIM,
Tpe6oBaTesibHbIM, Jaxe kanpuaHbiM. WckyccTBo —
Bellb C/IOXHasl, 1 O HeM MOXHO (a8 TO U HyXHO)
nucaTb TPYOHOMOCTUraeMblMU CJIOBaMK, Bpone
«ONCKYPC», «NapagurMa», «aM6uBaneHTHOCTb»,
«mpeonorndeckue kogbl» (4to ato?). Unu TpyaHo
NPOU3HOCKUMbIMU, BPOAE «MUHCTUTYLMOHAMbHbIN».
A moxHo npocTo, kak l'epTpyaa CraiiH. Korgpa ee
CNpocuAn, YeMm eii HpaBsaTCs KapTuHb llnkacco, oHa
oTBeTuna: «MHe HpaBUTCA Ha HUX CMOTPETbY.

vas

Pa6oTbl BaHa YyiikoBa CTpoSTCA Ha WHTENNEKTY-
anbHON OCHOBE, UM CBONCTBEHEH TOYHbIN pacyeT,
MeTof, XyOOXHWKa nocnenosaTeneH. Ho passe
TONbKO B 3TOM feno? Tonbko in xopoLas Teopus
CO3[aeT Xopollee MPOu3BELEHNE, HE HyXAaeTcs
Jn oHo B YyeM-To cBepx Hee? Kak y JloctoeBcko-
ro: «Ecnn MHe npepckaxyT, YTO Takoro-To AHsi
B TaKOM-TO 4acy f JOJIXEH TaKkoMy-TO YesioBeKy
nokasaTtb ¢ury, To, MOXeT 6biTb, MHEe U He 3axo-
yeTcs ee nokasbiBaTb». ITO K BOnNpocy o cBobone
BOJIEU3bABJIEHUS YeoBeKa BOObLLE U XYAOXHMKA B
yacTHocTu. CBo60Ja XyLOXHMKA OKPYXeHa MHOXe-
CTBOM HEN3BECTHbIX MOMEHTOB, U KaK 6bl TOYHO HU
6bina coopMynMpoBaHa nepBoHavanbHas 3agava,
OKOHYaTesIbHbIA pe3ynbTaT TPYLHO NpencKasyem.
Kak MHorune xynoxHuvku, NBaH Yyiikos rosopuT, 4To
HacTosIlLLee OCMbIC/IEHNEe NPOU3BEAEHNS NPONCX0-
[T nocne ero cospaHus, a He go. fla, He6o rony-
60e, TpaBa 3efeHas, Teno pososoe. Ho moxeT nn
no aTomy peLenTy nio6oii coenaTb KapTUHy W no-
YyeMy UMeHHo B paboTax YyikoBa 3T0 Tak Kpacuso?
Ero pa6oTbl, HECMOTPSA Ha Kaxyluylocs NpocToTy,
KpacuBbl, eC/I MOXHO TaK CKa3aTb, BOMPEKMN Xena-
HUWIO aBTOpa.

sas

Korpa-To, yxe gaBHo, B 70-e Hac cBsi3biBaJsia 06-
was abpamueBckas reorpadus. Yyiikos xun B Mo-
cesnke XynoxHukos, a Mbl — bopuc Opnos, Poctuc-
naB JlebeneB 1 aBTOP 3TUX CTPOK — MO Pa3HbIM
yrnam B lNocenke Komnoautopos. [lopora ans 06-
LLeHNs nponerana yepes JOAWHY peku Bops, Tpo-
NHKa BUNacb cpeaw 6yiiHON TpaBbl U KyCTapHUKa,
1 3To abpamMLeBCcKoe NMPLIECTBO NPUPOAbl 0Tpas-
nnocb Bo MHOrMX paboTax, cenaHHbix YyikosbiM
(«JlopoxHbln 3Hak», «OkHO [V» 1 WwWeneBp, KOTOPbIN

LT L]

Everyone of us sees the world through his or her
own eyes, but sometimes after a visit to an exhibi-
tion of a brilliant artist, you start to perceive sur-
roundings through artist’s eyes. Actually the world
is made of fragments, details, and every detail
deserves examination. Just a few brush strokes of
white over blue or vice versa, and you have a cloud.
The dented green of a painted fence is a forest, and
so on. The inventive art of Chuikov enriches our
vision, making it more sophisticated, demanding,
even capricious. Art is a complicated thing and it
can (and sometimes must) be described with cer-
tain words that are hard to comprehend, like ‘dis-
course’, ‘paradigm’, ‘ambivalence’, ‘ideological
codes’ (what could that be?). Or you have to use
unpronouncables like ‘institutional’. Or you can
speak simply like Gertrude Stein — when she was
asked what she liked in Picasso paintings, she said:
‘| like looking at them’.

Ivan Chuikov’s works are built on an intellectual
base, they are characterized with accurate calcu-
lation; the artist’s method is consistent through-
out. Is that the only thing that matters? Is it just
a good theory that makes a good artwork? Doesn’t
it need something above? Just as Dostoyevsky has
it: ‘If | predicted to stick a finger up at some person
on a certain day and at a certain time, | may never
feel like doing it'. It is about the freedom in the ex-
pression of will for an individual in general and for
an artist in particular. Artist’s freedom has many
unknown implications, and no matter how accu-
rately the initial goal was defined, the final result
is hard to predict. Like many artists, Ivan Chuikov
says that the true conceptualization of an artwork
takes place after its creation, and not before. Yes,
the sky is blue, the grass is green and the flesh is
pink. Could anyone who follows this recipe pro-
duce a painting, and why are Chuikov’s artworks
so beautiful? Despite their seeming simplicity, his
artworks are beautiful against the author’s will, if |
may say so.

Once, quite a long time ago, in the 1970s, the com-
mon geography of Abramtsevo bound us together.
Chuikov lived in the Artists’ Colony, whereas Bo-
ris Orlov, Rostislav Lebedev and myself stayed in
various corners at the Composers’ Settlement. Our
road of communication ran across the valley of the
Vorya River, it was a path that meandered through
lush grass and bushes, and this Abramtsevo feast
of nature was reflected in many artworks by Chuikov
(Road Sign, Window IV and Window VI, a masterpiece
that always stayed in the collection of A.Sidorov).
Also the panoramas, featuring Crimean landscapes

Bcerpa xpaHuincs B konnekuum A. Cugoposa, «OkHo
VI» ). U Torna yxe 6binn BbiIBEpHYTbIE NAaHOPaMbl C
KpbIMCKUMW nNeii3axaMu, nopaxaBlie BCEX, KTO
BWAEN UX BNepBble.

k%

Mano kTo 3HaeT, 4To MBaH YyiikoB 6bl1 0AHUM U3
MHMLMATOPOB XypHana «A-fl». OT 3apoxaeHus
NIen 3Toro XypHana Ao ee BOMJIOWEHNS 1 BbIXOAa
NepBbIX HOMEPOB JieXas CJIOXHbIA 1 AOArWiA NyTb.
Hapo 6bino npoaenatb Tpy.aHYlo 1 HyLHYO paboTy
no cbopy W opraHu3auun matepuasnos, BLOXHOB-
NTb aBTOPOB NWCaTb Ha HENCCNeLoBaHHbIE TEMbI,
npeogosieBaTb CKENTULMU3M W HEBepue Kosner —
3Ty 3afavy MBaH Yyiikos n Anmk CngopoB, MOCKOB-
ckuin pepnaktop «A-fl», B3anu Ha cebs. OTaenbHas
LETeKTUBHAas UCTOpPWUS — Mepechliika NosTyYeHHbIX
MaTepuanoB U GpoTorpaduii, KOrga HUYero Henb3ss
nocnatb no moyTe, a APYrnX KaHasioB MOYTW HeT.
K Tomy xe, Bce 3T0 6bl10 CBSA3aHO C PUCKOM «3a-
cBeTuTbea» (KoHOAukT ¢ KIb, koHeyHo, npouso-
wen, Ho No3xe, Nocse BbIXO4A NepBOro HOMepa).
*Ek

Mbl Xxunu B HeHopMaJsibHOE BPEMS B HEHOpMasib-
HOW CTpaHe 1 Aenanu 4To MOraun, 4Tobbl 3Ta CTpaHa
cTana HopMasbHoii. XoTs 6bl N0 YacTW UCKYCCTBaA...

VIBAH YYIIKOB 11 UrOPb LUESIKOBCKUIA /
Ivan Chuikov and Igor Shelkovsky

IGOR SHELKOVSKY

pulled inside out had already been there, amazing
everybody who saw them for the first time.

Few people know that lvan Chuikov was one of the
initiators of A-Ya magazine. There was difficult
and long road led from the moment the idea of a
magazine was born to the day when its first issue
was published. Hard and tiresome work needed to
be undertaken to collect and arrange materials, to
encourage authors to write on under-researched
topics, to overcome skepticism and the mistrust
of colleagues — that was the task Ivan Chuikov
and Alik Sidorov, the Moscow editor of A-Ya, took
upon themselves. Sending the materials and pho-
tographs was a separate story and a true thriller,
for nothing could be sent by mail, and there were
almost no other communication channels at the
time. They also ran the risk of being spotted (there
was a clash with KGB, of course, but it was later,
when the first issue came out).

1Ty

We lived in abnormal times and in an abnormal
country, and we took every possible effort to make
this country normal. As far as the art was con-
cerned, at least...
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VADIM ZAKHARQV

SOLITUDE. SITTING BY THE WINDOW*

* “SITTING BY THE WINDOW — The attitude preventing the world from going mad.”
V. Zakharov’s term from the Dictionary of the Terms of the Moscow Conceptual School
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AKLMA TPYNNbl KOJINEKTUBHBIE AENCTBUSA. CNEBA
HAMPABO: C. POMALLKO, H. KO3J10B, (0. AJIbBEPT,

B. CKEPCUC, 1. TAJIOYKMH, W. YYVIKOB, 1. NNBOBAPOBA,
0. BACWIbEB, 1. KABAKOB, A. MOHACTbIPCKWIA. 1981 /
Performance of group Collective Actions. On photo from
left to right: S. Romashko, N. Kozlov, Y. Albert,

V. Skersis, D. Talochkin, I. Chuikov, I. Pivovarova,

0. Vasilyev, . Kabakov, A. Monastyrsky. 1981

06 WBaHe Yyikose nucatb cnoxHo. EcTb ctepeo-
TWNbl, KOTOPbleé HEBO3MOXHO npeogonetb. O0auH
13 HUX: «YyliKoB — OTKPbITbIN, OBWUTENbHbIN Ye-
noBek...». Bropon: «TBopyecTBo YyiikoBa — ¢op-
MasibHO, 3CTETUYHO, NPAMOUHENHO». [laxe MHe,
yenoseky, 3Hawowemy lBaHa neTt Tpuauatb, 3TU
CTepeoTunbl BCeraa 3akpbiBaau KapTuHy npaBAbl.
BoamoxHo, smwb nocnenHue aecATb et 3Ta ne-
NleHa cTana cnagaTtb ¢ Moux rnas. §l ctan BuaeTb
XYLOXHMKa 1 yenoseka WBaHa Yyikosa B Apyrom
pakypce noHumaHus. Ho ponyckalo, 4To W 3Ta
«npaBna» ABNAETCA 04epedHbIM UCKaxeHnem nemn-
CTBWUTENIbHOCTM, HO TOr4a 3TO TOJIbKO MOE, U3BU-
HUTe, 3abnyxaeHue.

3Tn pgBa cTepeoTMna COXHO pasbeAuHUTb, OHU
KaK 6yAnTO WANIOCTPUPYIOT AaBHUI ¢uaonoruye-
CKWIA CNop O TOM, Kak NpaBWIbHO ONMCbIBaTb aB-
Topa: 6uorpaduyeckn UM Ucxods U3 pesynbraTa
TBOPYECKOW AeATeNbHOCTN, OTEPOCUB  JINYHYHO
XWU3Hb KaK BpefHbli, 3aTeMHSIOWNIA NCTUHY 6an-
nacT. HaBepHO 3TOT crop AaBHO yXe paspelleH,
HO Sl He MOTY W He XO4Y AeNUTb Ha YacTyh JIMYHOCTb
XyLOXHMKa.

Writing about Ivan Chuikov is complicated; it is im-
possible to overcome certain stereotypes. One of
them is that ‘Chuikov is an open, sociable person’.
The second is that Chuikov’s oeuvre is ‘formal, aes-
thetic, straightforward’. These stereotypes have
concealed the true picture of Chuikov even from
myself, although | have known Ivan for some thirty
years. During the last decade perhaps, this curtain
started to lift before my eyes and | began to see
Ivan Chuikov, a man and an artist, from a differ-
ent perspective. However, | admit that this ‘truth’
may prove to be yet another distortion of reality,
and then it will be my own delusion for which | will
have to apologise.

It is difficult to disentangle these two stereotypes;
they seem to illustrate an old philological discus-
sion concerning the correct way of describing
the author — through his or her biography, for in-
stance, or through their creations, rejecting his or
her personal life as a harmful, obscuring burden.
This debate might have been settled already, but |
still cannot and do not want to divide the personal-
ity of the artist into two different sectors.

1 Mmory y6enutenbHo ckasaTb, YTO BCE TBOPYECTBO
BaHa MOXHO NOHATb ToNbKO Yepe3 0oMHOYeCTBO,
KaK ero Xvu3sHeHHyo nosuuuio. lymato, 4to 06 aTOM
HUKTO HUKOrAa He nNucan 1 NoTomy, YTo 9TO Npea-
NOJIOXEHNe 3aTparnBaeT JIMYHOCTHYIO, NMPUBATHYIO
cdepy XynoxXHuKa. §l Jaxe ponyckato, YTo cam aB-
TOp, BHYTpPeHHe 60sicb, OTTajskuBan OT cebs 37O
HenpusTHOE HaBaxAeHne — TBOPYECTBO OLMHOYKU.
OH Bceraa y6eran gaxe oT Hameka Ha BO3MOXHOCTb
TaKoro MPOYTEHUS €ro XU3HeHHoro nyTu. Xots,
€C/IN NoJyMaTh, 4YTO B 3TOM YAMBUTENIbHOMO — BCE
aBTopbl 0AMHOKM. Ho TosbKo MBaH BClo CBOIO XM3Hb
NOCBSATWA NOHUMaHWIO 3TOl GUrypbl TBOpPYECTBA.

Ilna meHs oamHoyecTBo MBaHa — o4yeBUAHas, pac-
TSIHyTasi BO BPEMEHW peanbHocTb. OHa nposBnsi-
nacb Bcerga. [locmMoTpuTe 0CHOBHYIO JINHUIO TBOP-
yectBa YyiikoBa — umkn «OkHa». Mepsoe «OkHO»
HanucaHo B 1967 rony, koraa Wsany 6bino 32 roga.
370 Havano ogmHouyecTBa. Yy#KoB CTaHOBUTCS
afenTom 3aMKHYTOro NPOCTpaHCTBa. W oH yxe Hu-
Korga He BbIXOAMT Hapyxy. OH 3amypoBan cebs B
HeM, Kak MOHax B KeJibe. Tosbko B 0TANYKE 0T MOo-
Haxa, KOTOpbI OTTankuBaeT Mup, YyiikoB nbiTaeT-
cs onucbiBaTb Mup, ctos, cuasa y OkHa. BoT yxe 53
rofa aToT NpOLLEeCC ONUCaHNS NPOAOAXAETCA NOYTH
6e3 n3meHeHus. Bce ero OkHa — B3risa 0ANHOKOro
MYX4UHbl, 06POBOSILHO B3SBLUEr0 Ha Cebsl TakKylo
ackesy. B uukne «OkHa» Mbl Takxe MOXeM BULETb
COCTOSIHMS camoro aBTopa. Buabl 13 okHa pasHo-
06pa3Hbl — ONTUMWUCTUYECKWE, PafOCTHble, 3pO-
TWYeckue, AenpeccusHble, CYMBYpHble, MU3aHpOo-
nuyeckue, oTpaxaiowme, bonesHeHHble... Bce atn
OkHa — 1 aBTOMOPTPETHI XyLoXHuKa. KapTuHbl 3a
OKHOM OTPaxatoTcs Ha JMLe XyAOXHVKa, OOHOBpe-
MEHHO 3TN KapTWHbl UCKaXaloTCs AMOLMOHaNbHBIM
HacTpoem cmoTpsLero. Horaa XyfoXHUK MeHseT
pakypc, OH He CMOTPUT CKBO3b CTEKJ10, OH paboTaeT
TOJbKO C caMmoli Neperopoakon — pamoii, nepeHo-
CSl Ha Hee YBUAEHHOE CHapyXu AHEM, Befb HOYbiO
HUYEero He BMIOHO 3a OKHOM. TOfbKO B nocsiegHeii
cepun «OkoH» 2009 roga aBTOp KapAvHanNbHO OT-
Ka3blBaeTcs OT J060ro BUAESHNS, BHELHErO U BHY-
TpeHHero. Tam ucyesaet tobas nano3ns. Xynox-
HUK BOPYr yBUAEN, YTO BCIO XW3Hb CTOS1 TOJIbKO
nepen okHom. OH BAPYr 0CO3HaN 0ANHOYECTBO KakK
CO6CTBEHHYIO peasibHOCTb. Jlymato, 3T0 MOCTynok
reposi. [oHsTb CBOI0 peasnibHOCTb AaHO HE KaXaoMmy.
NBaH — oAMHOKMIA XyOOXHUK, XOTS Masio KTO B 9TO
nosepuT. MHorve ero cepun — 310 BCE TO X€ OMNU-
caHue KapTWUH XuU3HU 13 Kenbu. Bce uuknbl «dpar-
MEHTOB» TOJIbKO 06 3ToM. Koraa HacTynaeT Houb
CHapyxu, HacTynaeT LeHb BHYTpU Keflbl — U Xy-
JOXHVK NMbITAaeTCS COEANHUTD Pa3pO3HEHHbIE KYCKM
peanbHOCTU B HEKylo efnHylo KapTuHy. Ockosiku
NOeoNorMn 34ecb eCTECTBEHHO JIoXaTcs PAAoM

VADIM ZAKHARQOV

| can assure you that Ivan’s oeuvre can only be un-
derstood through his position in life as being one of
solitude. | think no one ever wrote about this sug-
gestion as it refers to the artist’s personal and pri-
vate sphere. | might even assume that the author
rejected the unpleasant phantom of loner art and
had an internal fear of it. He always avoided any
hint at the possibility of interpreting his life in that
way. But, if you think about it, it’s no surprise, be-
cause authors are loners. And yet, Ivan is the only
person who devoted his life to the understanding of
this creative force.

For me Ivan’s solitude is an obvious reality
stretched through time. It always manifested itself.
Have a look at the main thread in Chuikov’s oeuvre,
his Windows cycle: the first Window was painted in
1967. Ivan was thirty two and it was the starting
point of his solitude. Chuikov turned into an adept
of the enclosed space and he would never get out-
side it again. He emerged himself in it, like a monk
in his cell. Yet, unlike the monk who repels the
world, Chuikov tries to describe this world, stand-
ing or sitting by the window. This process of de-
scription has been going on almost unchanged for
fifty three years. All of his Windows are the glances
of a lonely man who has voluntarily accepted such
asceticism. In the Windows cycle we can see the
various states of the author; correspondingly, the
views from the window are different: optimistic,
joyful, erotic, depressive, confusing, misanthrop-
ic, reflective, morbid... All these Windows are self-
portraits of the artist. Images behind the window
are reflected on the artist’s face, and at the same
time they are simultaneously distorted by the emo-
tional mood of the observer. Sometimes the artist
changes his point of view; he doesn’t look through
the glass, he manipulates it with the partition (a
frame), transferring to it everything he had seen in
the daylight because at night he cannot see any-
thing behind the window. Only in the latest window
series, from 2009, does the author radically reject
any vision, be it external or internal. Every illusion
disappears there. The artist suddenly realizes that
he has been standing in front of his window all his
life. He is suddenly aware of solitude as his person-
al reality. | think it is a heroic deed. Not everyone
could become aware of his or her own reality.

Ivan is a lonely artist, although few people would
believe it. Many of his series are similar descrip-
tions of life in the monk’s cell. All of his Frag-
ments cycles are about this. During the night, the
day comes inside the cell, and the artist makes a
picture by attempting to combine disintegrated
pieces of reality into a whole. Fractions of ideology
naturally find their places next to the fragments of
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C dparMeHTamu Kiaccuyecknx kapTuH. Linkn «Bugpl
MockBbI» — 3TO TOXe «HOYHas» paboTa. icnonbays
OTKPbITKW, OH MbITAETCS MOHATb, YBULETb TO, YTO
HaxoauTcs 3a npegenamu Ero OkHa. ®parmeHTb
raset — pefgkas MHdopmauws, KOTOpylo ciyvyain-
HO 3aHOCUT B 3aMKHYTOe NpOCTPaHCTBO BeTep 13
apyroro mupa. Cepus «TV» — BUAbl UNNO30PHOIO
NPOCTPaHCTBa, BPbIBAIOLLEroCs arpecCMBHO B MUP
oAvHovecTBa, U MBaH yBOOMT, HUBEAUPYET 3Ty
arpeccuio, npeBpalLas KapTuHbl CMEpTW, Hacuaus,
NOPHO B LBETHblE NATHA, Wb HameKawwwe Ha
6e3ymue Hawero Mupa.

B paHHell cepun «BapuaHTbl» opyroli meton onu-
CaHWs — 3TO «PUCYHKU Ha cTekse» okHa. OH po-
pucoBbiBaeT, [LOMOSHAET peanbHOCTb, BbITAMN-
Bas ee B 6ECKOHEYHOCTb TBOPYECTBA, COEOMHSIS
C NPOCTPaHCTBOM pambl. B apyroii paHHen cepun
«3epkasno 1», 1977 ropa, XyAoXHUK 6yAnTo He Oo-
BEpsSieT CBOMM rfla3aM — OH MbiTaeTcs NpoBecTU
peasibHbIi ONbIT, 3aBOANUT COBCTBEHHYIO PYKY B 3a-
3epkanbe Apyroro npocTpaHcTBa, CTaBUT Tyna
CTakaH U 61104ue C IMMOHOM W NOHUMAET, YTO 3TU
npocTpaHCcTBa He Bcerga nepecekatotcs. He Bce
TO, YTO HaxoAMTCS 34ecCb, HAaX0OUT peasibHoe Mno-
TBepxaeHue Tam. Bo BcsikoM ciyyae siumoHa Tam
HeT.

NBaH NOCTOSIHHO 3KCNEpeMEHTUPYET C pa3HbIMK
npocTpaHCTBaMu, NonajaloWwmmn B nojie ero ca-
MO3aToueHus. BkJloyas 9KCNEpUMEHTbl ¢ caMuM
NPOCTPAHCTBOM, B KOTOPOM OH HaxoAWTCsi, ero
«BupTtyanbHble ckynbntypbl» 1977-ro u nosxe. OH
He 6ouTcs npopBaTbCs B ApPYroe npoCTPaHCTBO,
HO y6eraeT OT ero 9K3UCTeHLMN, AeMOHCTPaTUBHO
nokasbiBasi Jlb ero KoHTyp. /I B aToM npuynHa
oyepefHOro CTepeoTuna OLEHKM XyLoXHuka Yyii-
koBa. Ho cosHaTenbHbI 0TKa3 OT ray6uHbl Anlb
NoATBEPXAAaeT ee Hanu4ue B TBopyecTse Yyiikosa.
NBaH YylikoB — cnoxHas ¢urypa B COBpeMeHHOM
PYCCKOM MCKYCCTBE UMEHHO NOTOMY, 4TO HaBA3aH-
Hble CaMUM XYA0XHUKOM CTEPEOTUMbI, pacTUpaxXu-
pOBaHHble NO3Xe KPUTUKaMK, He faloT NpopBaThCcst
K MaTpuue ero peanbHocTu. Kctatu, bopuc Ipoiic
B cTatbe 1977 rona «MoCKOBCKMIA pOMaHTUYECKUI
KOHLLeNTyann3m» OfHUM U3 NepBbixX yBuaen B Yymn-
KOBE CJI0OXHbIIi KOMMAEKC ero no3uumn 1 onucan ee
Kak KoHuenTyanbHyto. U 1 ybexneH, Tem 6onee, ce-
rogHs, WBaH YyiikoB ncnosib3yeT pasnnyHble KOH-
LienTyasibHble MeTOANKU ONMUCaHNS MUpa, KYbTypbl
1 cebsi camoro.

YyiikoB co3nan BoKpyr cebs Hekoe «o6nako He-
MOHWMaHUS», BbIPAXEHHOr0 ICHLIMU, OTKPbITbIMMY,
nonyac 6aHanbHbIMM 06pa3amu. Yepes HUX Cnox-
HO YBUMAETb CaMOro XyA0XHuKa, Ho Koraa peasbHo
BCTPEYaelbCsi C HAM B NMPOCTPAHCTBE €ro Kesbi,
caamuwbes y ero OkHa — BUAMILb ropeyb U pajocTb

classical paintings. His Views of Moscow cycle is
also ‘night’ work. Manipulating postcards, he tries
to recognize and see what lies beyond the frames
of his window. Newspaper fragments are rare bits
of information which accidentally find their way
into the enclosed space, carried by the wind from
another world. The TV series is about the views of
illusory space aggressively invading the world of
solitude, and Ivan channels and levels this aggres-
sion by transforming images of death, violence and
pornography into spots of colour which could only
hint at the madness of our world.

His early series Variants offers a different method
of description: ‘drawings on the window-panes’.
He draws, adds to reality, pulling it into the infinite
creation, connecting it to the space of the frame.
It seems that in Mirror 1, his other early series from
1977, the artist does not trust his own eyes: he
tries to conduct a real experiment, thrusting his
own arm into the space behind the mirror; he puts
a glass and a saucer with a lemon slice there and
realizes that these spaces do not always intersect.
Not everything found here is confirmed in reality
there. The lemon is not there, anyway.

Ivan keeps experimenting with various spaces that
fall into the sphere of his self-incarceration; in-
cluding experiments with the space where he finds
himself (I refer here to his Virtual Sculptures of 1977
and later). He is not afraid to break through into
another space, but he avoids its existence, delib-
erately demonstrating only its outlines. This is the
reason for another stereotype in the assessment
of Chuikov as an artist, but his deliberate rejection
of depth cannot but confirm its presence in Chu-
ikov’s oeuvre.

Ivan Chuikov is a complicated figure in contempo-
rary Russian art due to the fact that the stereo-
types imposed by the artist on himself were later
copied by art critics, and prevented access to the
matrix of his own reality. In his 1977 article entitled
Moscow Romantic Conceptualism Boris Groys was
the first to notice the complex attitude of Chuikov’s
position and described it as a conceptual one. | am
also convinced, especially today, that Chuikov re-
sorts to various conceptual methods in his descrip-
tions of the world, of the culture and of himself.
Chuikov created a ‘cloud of misunderstanding’
around himself that is manifested in clear, frank,
and sometimes trivial images. It is difficult to see
the artist through them, yet when you meet him
in the space of his monk’s cell, when you sit by
his window, you see the bitterness and joy of his
solitude, you become aware of the sophisticated
construction of the building he had erected in the
course of many years. It is not a monk’s cell any

ero ojaumHo4yecTtBa, NOHUMaelWb KOHCTPYKTUBHYIO
N3bICKAHHOCTb BbICTPOEHHOIro UM 3a MHOrune roapbl
3naHus. [la, 3To yXe He Kefbs, a MHOFOYpOBHeBbII7|
J'IaGI/IpI/IHT, N3 KOTOpPOro ognMHoKasa ourypa HuKoraa
He nckana Bbixona.

P.S. l 3a6bln cka3aTb, 4TO OANHOYECTBO XYJOXHMKA
OXPaHsieT BCIO ero XW3Hb 3ameyaTesibHblii Yesno-
BeK — ero xeHa l'ang. Cnacu6o eii 3a aTo.

CEPW$ BIIbI MOCKBbI, 1993 /
Series Views of Moscow, 1993

VADIM ZAKHARQOV

longer, it is a multilayered maze from which this
lonely figure has never tried to get out.

P.S. | forgot to say that during his life the solitude
of this artist has been protected by a wonderful
person — his wife Galya. | am grateful to her for it.
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CEPWS BUAblI MOCKBbI, 1993 / Series Views of Moscow, 1993 CEPWS BUAbI MOCKBBbI, 1993 / Series Views of Moscow, 1993
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MOCT, 1987 / Bridge, 1987
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fl Mory nouTun Bce cBou paboTbl BNIOTb 40 NOCAEAHEro BpeMeHU COOTHECTU C paboTaMu, caenaHHbIMU 04eHb paHo. Hanpumep,
«OkHa». {1 cynTalo, 4YTo nepsasi paboTta caenaHa B 1967-m, Ta, 4to y bap-lepa. Ctunuctuyecku coscem apyrasi, HO — OKHO.
Ha camom pene y MeHs ecTb HECKONbKO paboT elle 60see paHHMX, rAe OKHO He 0603HaAYEHO Kak OKHO, HO BHYTPW HEKOM
KapTuUHbl — ManeHbKue KapTUHKK, apyrue, Kak 6bl He MMetoLe OTHOLEHWS NpopbiBbl TyAa. W Tak xe co Bcem ocTasnbHbIM. 3TO
ncuxoaHanMTUYeCcKne BeLN, YKOPEHEHHble B NOACO3HaHMN. B Moux paboTax BeAb HUKOrAa HET codepXaHusi, HUKakoro mes-
sage, 1 06 3TOM BCe BpeMsi FOBOPIO U Ha 3TOM HacTauBalo, HO eCTb, BUANMO, Kakasi-TO 3aLienka — novyemy Bce 3T BO3BpaThl.

n 3TO, eCJin BHUMaTEJIbHO NOCMOTpPETb, HE TOJIbKO Y MeHdA, HO Y nboro XYAOXHUKa. ;
WNBAH YYNKOB

| can refer almost all of the works which | produced until recently to those produced very early on in my life. Take Windows, for
instance: | believe that the first work of that series | made was in 1967, the one that is in the Bar-Gera collection. Stylistically
it is quite different, but it /s a window. As a matter of fact, | have some other works, much earlier works, where the window is
not designated as a window but as a part of some picture — small pictures, different ones, which seem to have nothing to do
with it, there were some breakthroughs in that direction. And it is the same for all my other works. These are psychoanalyti-
cal objects which seem to be rooted in my subconsciousness. My works never have any content, any message. | keep talking
about it and insisting upon it, but, obviously, there is some glitch making me return to them again and again. And if you look

really hard, you can find it in any artist, not just myself. I

OKHO 1, 1967 / Window |, 1967
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Yy1ikoB N3BeCTEH Kak XyAOXHVK, KOTOpbIli npopy6un okHo B EBpony. M neno aaxe He B TOM, 4To cepust « OKHa», XMBONUCb B OKOHHbIX
pamax, KOTOpYl0 OH Hayas co3gaBaTb ¢ 1967 roga (B LOKOHUeNTyanbHylo 3py), caenana ero 3HameHuTbiM. YyinkoB noBoauT
00 npejena npeacrtaBieHMe O KapTUHe Kak 06 OkHe, nocTynnpoBaHHoe AnbbepTu. Ho, 6ykBanuaupys aHanoruio Anbbeptu,
XYOOXHMWK FlaBHbIM 06pa3oM MposiBNISIET OCHOBHbIe KayecTBa eBPOMNencKoi XMBOMUCKH, OCHOBAHHOW Ha TEOpWUM NPOeKuun u
reomMeTpun — paunoHanbHbIN NOAX0A N MaTeMaTuyeckuii pacyet. MHbiMu cnoBamm, YyiikoB BOCCTaHaB/IMBAET CBA3b Mexay
€BpOoNenickon TpaauLneil u CoBpeMeHHbIM NCKYCCTBOM, KOTOPOE MHOIME YNPEeKalT B yMO3PUTENIbHOCTU 1 B UHTENNEKTYalbHOM
nepekoce. W Bce xe rnaBHoe 3ak/o4aeTcs B TOM, YTO OKHO — 9TO YAbTUMaTUBHas MeTadopa rpaHuLbl Mexay UCKYCCTBOM U

XN3HbtO, MeXAYy XyAOXHUKOM U MUPOM, MeXay anoxamiu, Mmexny UMMaHeHTHbIM U TPaHCLUEeHOEHTHbIM.
XAUM COKon

Chuikov is famous as an artist who cut the window to Europe. And it is not that his Windows series with paintings in window
frames which he began to produce in 1967 (in pre-conceptual époque) made him famous. Chuikov drives the notion of the
painting as a window postulated by Alberti to its limit. Yet, making Alberti’s analogy literal, the artist clearly reveals basic
characteristics of European painting relying on the theory of projection and geometry with its rational approach and math-
ematical calculations. In other words, Chuikov establishes a link between the European tradition and modern art which many
people accuse of being speculative and highbrow. But the main thing here is that the window is an ultimate metaphor of the
borderline between art and life, between the artist and the world, between different époques, between the immanent and the

transcendental.
KHAIM SOKOL

OKHO XX, 1981 / Window XX, 1981
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OKHO XXI, 1981 / Window XXI, 1981 OKHO XXII, 1981 / Window XXII, 1981
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OKHA II. TPUNTKX, 1993 / Windows Il. Triptych, 1993 OKHO XXVII, 1996 / Window XXVII, 1996
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OKHO XXVIIl, 1997 / Window XXVIII, 1997 OKHO XXIX, 1998 / Window XXIX, 1998
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OKHO XXX, 1999 / Window XXX, 1999 OKHO XXXI, 2001 / Window XXXI, 2001
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OKHO XXXIV, 2000 / Window XXXIV, 2000 OKHO XXXV, 2000 / Window XXXV, 2000
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OKHO XXXVI, 2000 / OKHO XXXV, 2000 /
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OKHO XXXVIII, 2000 / Window XXXVIII, 2000 OKHO XXXIX, 2000 / Window XXXIX, 2000
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OKHO XLI, 2000 / Window XLI, 2000

OKHO XLII, 2000/ Window XLII, 2000
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OKHO XLIIIl, 2000 / Window XLIII, 2000 OKHO XLIV, 2000 / Window XLIV, 2000
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OKHO XLVII, 2000 / Window XLVII, 2000

OKHO XLVI, 2000 / Window XLVI, 2000
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OKHO LI, 2000 / Window LI, 2000 OKHO LIIl, 2000 / Window LIII, 2000
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OKHO LVI, 2001 / Window LVI, 2001 OKHO LVII, 2001 / Window LVII, 2001
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OKHO LVIII, 2001 / Window LVIII, 2001 OKHO LIX, 2001 / Window LIX, 2001
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OKHO LXI, 2002 / Window LXI, 2002 OKHO LXII, 2002/ Window LXII, 2002
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OKHO LXV, 2002 /

OKHO LXIv, 2002 /
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OKHO LXVIll, 2004 / Window LXVIIl, 2004 OKHO LXVIl, 2004 / Window LXVII, 2004
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OKHO LXX, 2006 / Window LXX, 2006 OKHO LXXIV, 2007 / Window LXXIV, 2007
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OKHO LXXVI, 2007 / Window LXXVI, 2007 OKHO LXXVIIl, 2008 / Window LXXVIIl, 2008
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OKHO LXXIX, 2008 / OKHO LXXX, 2008 /
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OKHO LXXXIl, 2008 / Window LXXXII, 2009 OKHO LXXXI, 2009 / Window LXXXI, 2009
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OKHO LXXXIll, 2008 / Window LXXXIIl, 2009 OKHO LXXXIV, 2008 / Window LXXXIV, 2009
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0TKa3 oT CO6CTBEHHOrO A3blka, Kofla U COBCTBEHHOrO CTUAS NPUHLMNNaNeH Ans MeHs. Mbl BUOUM MUP TaK, KakK Hac Hay4unu
XYJOXHUKW. YTO M KaKk Mbl BUAMM €CTb Halle MUPOBO33peHue, TO ecTb uaeonorusi. IMeHHO WCKYCCTBO YYWT Hac BUAETb
W pa3nnyaTb, YTO BaXHO MW HEBaXHO, YTO NPeKpacHo Win 6e306pasHo, YTo Npasaa, a Yto obmMaH. WickyccTso npeanaraet
KpUTEpUN LN BCEX 3TUX KaTeropwii, oTTafkMBasiCb OT HaNWuYHbIX W npennaras HoBble, pacwumpss Tpaauumio. Wckycctso
WAEOSIOrNYHO, N 0TKa3 XYLOXHIUKa OT COBCTBEHHOro A3blka W CTIIA eCTb KPUTUKA BbILIEONUCAHHOW CMTyaumnmn, nomnbiTka cTaTb
Hag naeonornein. 0Tkas oT Cepbe3HOCTN U NPETEeH3NIA — 3TO Urpa, a Urpa — aTo cBo6oaa.

WBAH YYIiKOB

The rejection of personal language, of personal code, and personal style is a matter of principle for me. We see the world the
way the artists taught us to see it. What and how we see constitutes our world outlook, our ideology. It is art that teaches us to
see and to distinguish what is important and what is not, what is beautiful and what is ugly, what is true and what is a lie, what
is real and what is a fiction. Artists offer criteria for all these categories, relying on those present and suggesting new ones,
expanding traditions. Art is ideological, and when an artist rejects personal style and language, it becomes a form of criticism
and an attempt to rise above ideology. This rejection of seriousness and pretence is a play, and playing is freedom.

IVAN CHUIKOV

OKHO LXXXV, 2009 / Window LXXXV, 2009

396 397



OKHO. PUCYHOK C HATYPbI, 1946 / Window. Drawing from nature, 1946
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Collection of M. Ershov, Moscow

86.

JIOPOXHBI 3HAK 1, 1973

70x73 x35,5¢cm

[lepeBo, OprasuT, Macio, CMellaHHas TEXHUKa
Konnekuus B. TapacoBa

Road Sign |, 1973

70x73 x 35,5 cm

mixed media, oil on hardboard, wood
Collection of V. Tarasov

87.

BE3 HA3BAHWSA, 1973
CMellaHHasa TexHuka
YacTHas konnekums
Untitled, 1973

mixed media
Private collection

88.

KOPOBKA. OBJIAKA 11,1998

LlepeBo, CMellaHHas TEXHIKa, 3Manb, 30/10Toli cnpei
YacTHas konnekums

Box. Clouds II, 1998

mixed media, enamel, golden spray, wood

Private collection

89.

KOPOBKA. OBJIAKA I1l, 1998

Urpyluka, AepeBo, CMellaHHas TEXHUKa, 3Masb, 30J10Toi
cnpeii

YacTHas konnekums

Box. Clouds Ill, 1998

mixed media, enamel, golden spray, toy, wood

Private collection

90.

BE3 HA3BAHMSA, 1979

150 x 100 cm

nnekcurnac, amanb

l'anepes PnaxuHa, JlonaoH & Mocksa
Untitled, 1979

150 x 100 cm

plexiglass, enamel

Regina Gallery, London & Moscow

9.
OKHO XII, TPUNTX BAPWAHT, 1979
150 x 100 cm

nnekcurnac, smasnb

YacTHas konnexums

Window XII, Triptych Variant, 1979
150 x 100 cm

plexiglass, enamel

Private Collection
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93.

OKHO 11, 1967

80 x57¢cm

OprannT, CMeLlaHHasi TexHuKa
lanepes PuaxuHa, JloHaoH & Mocksa
Window Il, 1967

80 x 57 cm

mixed media on hardboard

Regina Gallery, London & Moscow

98.

NOCBAWAETCS K. MAJIEBAYY. MEA3AX, TPUMTUX, 1991
100 x 100 cm (kaxpas 4acTb)

XOJICT, aKpui

Konnekuws N.B. Mapkc, KenbH

K. Malevich Gewidment. Landscape, Triptych, 1991
100 x 100 cm (each)

acrylic on canvas

Collection of P.V. Marks, Cologne

101.

CYNPEMATUYECKASI KOMMO3WLINSA, 1989
180 x 130 cm

oprannT, akpun

lanepes PuaxuHa, JloHaoH & Mocksa
Suprematistic Composition, 1989

180 x 130 cm

acrylic on hardboard

Regina Gallery, London & Moscow

103.

OPATMEHT N 1. ®PATMEHT KAPTUHBI YYKOBA OKHO XIX,
1982

180 x 260 cm

opranut, amanb

YacTHas konnekums

Fragment # 1. Fragment of the Chuikov’s Painting Window
XIX, 1982

180 x 260 cm

enamel on hardboard

Private collection

104.

OPAIMEHT No 2. ®PATMEHT ®PECKW MA3AY40, 1982
215 x150 cm

oprannT, amanb

YacTHas konnekums

Fragment # 2. Fragment of Masaccio Fresco, 1982
215 x150 cm

enamel on hardboard

Private collection

105.

OPAIMEHT No 3. ®PATMEHT KAPTUHbI MATUCCA, 1982
30 x180 cm

oprannT, amanb

YacTHas konnekums

Fragment # 3. Fragment of Painting of Matiss, 1982
30 x180 cm

enamel on hardboard

Private collection

108.

OPATMEHT Ne 4. ®PATMEHT 0YTBOJIbHOIO MJIAKATA, 1982
180 x 260 cm

oprannT, amanb

YacTHas konnekums

Fragment # 4. Fragment of a Football Poster, 1982

180 x 260 cm

enamel on hardboard

Private collection

107.

OPATMEHT No 5. ®PATMEHT KAPTWUHbI COBETCKOIO
XYIOXHWKA MAKCMOBA, 1982

130 x180 cm

opranut, amasnb

YacTHas Kosnekums

Fragment # 5. Fragment of Painting
of Soviet Artist Maximov, 1982

130 x 180 cm

enamel on hardboard

Private collection

108.

OPATMEHT No 6. ®PATMEHT NOJINTUYECKOIO NJIAKATA, 1982
215 x 150

opranuT, amasnb

YacTHas Kosnnekums

Fragment # 6. Fragment of Political Poster, 1982

215 x150 cm

enamel on hardboard

Private collection

109.

OPATMEHT No 7. ®PATMEHT OPATMEHTA 1, 1982
130 x 180 cm

opranuT, amasnb

YacTHas Kosnnekums

Fragment # 7. Fragment of Fragment |, 1982
130 x 180 cm

enamel on hardboard

Private collection

18-129.

BAPWAHTbI. CEPUS 113 12 PABOT, 1978
85 x 127 cm (kaxpas)

doTorpadus, Macno

Myserii Jiionsura, AaxeH

Variants. Series of 12 Pieces, 1978
85 x 127 cm (each)

photography, oil

Ludwig Museum, Aachen

132.

KPECTWKW — HOJNKN, 1998

130 x 180 cm

opranuT, amasnb

Konnekuwus M.B. Mapkc, KenbH
Crisscross, 1998

130 x 180 cm

enamel on hardboard

Collection of P.V. Marks, Cologne

138.

CEPWA MANTEHBbKAS KOJINEKLINA, 1993 (meTanb)
15 YyacTeli pasHbix pa3MepoB 1 MaTepuasoB
YacTHas konnekums

Series The Little Collection, 1993 (detail)

15 pieces of different dimensions and media
Private collection

140.

OKHO XLVIil, 2000

120 x 60 cm

[epeBo, Macio

Fanepes PuoxnHa, JloHooH & Mockea
Window XLVIII, 2000

120 x 60 cm

oil on wood

Regina Gallery, London & Moscow

142.

OPAIMEHT HEBA, 1982-1986
215 x150 cm

opranuT, amanb

YacTHas Kosnnekums
Fragment of Sky, 1982-1986
215 x150 cm

enamel on hardboard
Private collection

143.

OPAIMEHTbI HEM3BECTHOIO LELEBPA, 1991
135 x100 cm

pama, opranuT, Macso

YacTHas Kosnnekums

Fragments of Unknown Masterpiece, 1991
135 x100 cm

frame, oil on hardboard

Private collection

144,

2 OPATMEHTA PABOT W. YYIKOBA, 1983
180 x 130 cm

opranuT, amanb

YacTHas Kosnnekums

2 Fragments of Chuikov’s Works, 1983
180 x 130 cm

enamel on hardboard

Private collection

145.

ABTOMOPTPET C J1. COKOBbIM, 1989
128 x142 cm

XOJNICT, aKpun

YacTHas Kosnnekums

Self-Portrait with L. Sokov, 1989
128 x 142 cm

acrylic on canvas

Private collection

146.

MOPCKOW MEM3AX 1ll, 1990

170 x 254 cm

CMeluaHHas TeXHUKa

locynapctBeHHas TpeTbsikoBcKas ranepes, Mocksa
Seascape lIl, 1990

170 x 254 cm

mixed media

The State Tretyakov Gallery, Moscow

147.

3AKAT IV, 1990

85 x127 cm
CMelLlaHHas TeXHIKa
YacTHas Kosnnekums
Sunset IV, 1990

85 x127 cm

mixed media

Private collection

148.

POMAHTWUYECKMI MOPCKOIA NEN3AX II, 1989

165 x 350 cm

XOJNICT, aKpun

Konnekuus Ynopuke v bepHa bupdponng, Jliopsurcéypr
Romantic Seascape I, 1989

198 x 300 cm

acrylic on canvas

Collection of Ulrike and Bernd Bierfreund, Ludwigsburg

149.

MOPCKOIA MEN3AX, 1980
230 x 230 cm

opranuTt, amManb
YacTHas konnekums
Seascape, 1980

230 x 230 cm

enamel on hardboard
Private collection

150.

OPArMEHT OTKPbITKW U ABTOMOPTPET, 1983
180 x 260 cm

opranuTt, amManb

YacTHas konnekums

Fragment of Postcard and Self-Portrait, 1983
180 x 260 cm

enamel on hardboard

Private collection

151.

OPAIMEHT 3ABOPA, 1982
130 x 180 cm

oprannTt, amManb
YacTHas konnekums
Fragment of Fence, 1982
130 x 180 cm

enamel on hardboard
Private collection

152.

OKHO XVIII. Noceswaetcs M. MaTiownHy. 1BuxeHune
B npocTpaHcTBe. CToxacTuyeckuii BapuaHt, 1980
130 x 96 x 8 cm

LlepeBo, OprasunT, CUHTET. 3Mab

YacTtHas konnekums

Window XVIII. M. Matyushin Gewidment. Motion in Space.
Stochastic Version, 1980

130 x 96 x 8 cm

synth. enamel on hardboard, wood

Private collection

154-155.

TPW ®PATMEHTA 1. TPUNTUX U3 3-X COEANHEHHBIX MEXLY
COBOI YACTEIA, 1990

180 x 440 cm

XOANCT, aKpun

lanepes PnaxwuHa, JlonooH & Mocksa

Three fragments I. Triptych of 3 Pieces, 1990

180 x 440 cm

acrylic on canvas

Regina Gallery, London & Moscow

156.

3AKAT |, 1987

130 x180 cm

opranuT, amanb

[anepest PunxunHa, JlonpoH & Mockea
Sunset [, 1987

130 x180 cm

enamel on hardboard

Regina Gallery, London & Moscow

157.

23 ®PATMEHTA, 1986

24 x 24 cm (kaxpas 4acTb)
XOJICT, aKpua

Mys3eit ART4.ru, Mocksa
23 Fragments, 1986

24 x 24 cm (each)

acrylic on canvas
Museum ART4.ru, Moscow

158.

3AKAT Il, 1988

130 x 180 cm
YacTHas konnekums
Sunset I, 1988

130 x180 cm
Private collection

159.

BE3 HA3BAHWS, 1993

40 x 60 cm

XOJICT, Macno
Co6CTBEHHOCTb XYA0XHMKA
Untitled, 1993

40 x60cm

oil on canvas

Courtesy of artist

160.

CYBEHWP (4 OTKPbITKW), 1990

100 x 150 cm

oprannTt, poToneyatb, amMasb
Konnekuus Mapeka lNoToukoro
Souvenir (4 Postcards), 1990

100 x 150 cm

enamel on hardboard, photo printing
Collection of Marek Pototsky

161.
3AKAT Ill, 1989
180 x 130 cm

oprannT, amManb, $0oTo
YacTHas konnekums

Sunset lIl, 1989

180 x 130 cm

enamel on hardboard, photo
Private collection

162-163.

0CKOJIKI. 20 YACTEN PA3HbIX PASMEPOB, 1991 — 1995
CMellaHHas TEXHNKa

YacTHas konnekums

Shards. 20 Dimensional Pieces, 1991 — 1995

mixed media

Private collection

165.

CTAKAH, 1975 — 1987

120 x 96,5 cm

OprajnT, CUHT. 3MaJib
YacTHas konnekums

Glass, 1975 — 1987

120 x 96,5 cm

synth. enamel on hardboard
Private collection

166.

CEPWS NEPEBEPTBILIW Ne 2, 1975
Mas0oHWT, 3Manb

YacTHas konnekums

Series Turned Inside Out # 2, 1975
enamel on masonite

Private collection

167.

BOJONPOBO/HbII KPAH. CEPUS NEPEBEPTBILLI, 1975 — 1987
M2 x 81,3 cm

Ma30HUT, aMasb

YacTHas konnekums

Waterfacet. Series Turned Inside Out, 1975 — 1987

12 x 81,3 cm

enamel on masonite

Private collection

169.

NAIEHWE, 1978

85 x127 cm

oprannT, $oTo, CUHT. 3Mab
YacTHasn konnekums

Falling Down, 1978

85 x127 cm

photo, synth. enamel on hardboard
Private collection

170.

TPW ®PATMEHTA II. TPUNTUX, 1991
310 x 360 cm

XOJICT, aKpun

Myseli BiopT, KioHuenb3ay

Three Fragments Il. Triptych, 1991
310 x 360 cm

acrylic on canvas

With Museum, Kiinzelsau

173.

3EJIEHOE MOJE Il, 1990
88x138cm

Ma30HUT, 3eJIeHblli BOWIOK, akpu
Co6CTBEHHOCTb XYA0XHMKA

Green Field I, 1990

88 x138 cm

green felt, masonite, acrylic
Courtesy of artist

174.

3EJIEHOE MOJE V, 1990

70 x 93 c™m

XOJICT, 3Masb

lanepes WHre bekkep, KenbH
Green Field V, 1990
70x93cm

enamel on canvas

Gallery Inge Becker, Cologne

175.

3EJIEHOE NOJIE |, 1990

130 x 180 cm

daHepa, akpun
Co6CTBEHHOCTb XYA0XHMKA
Green Field |, 1990

130 x180 cm

acrylic on plywood
Courtesy of artist

176.

CMACATEJIbHBIN KPYT. 2 YACTH, YACTb 1, 1987
130 x 180 cm

OpranuT, ankug, smainb

lanepes PuoxuHa, JlonaoH & MockBa
Ring-Buoy. 2 Parts, Part 1, 1987

130 x 180 cm

alkyd, enamel on hardboard

Regina Gallery, London & Moscow

177.

CMACATEJIbHBIN KPYT. 2 YACTI, YACTb 2, 1987
106,5 x 120,5 cm

OpranuT, ankugHas amanb

lanepes PuoxuHa, JlonaoH & MockBa
Ring-Buoy. 2 Parts, Part 2,1987

106,5 x120,5 cm

alkyd enamel on hardboard

Regina Gallery, London & Moscow
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178.

®PATMEHT PABOTBbI MEA3AX II. YACTb AUNTUXA, 1987
130 x 180 cm

opranuTt, amanb

Galerie de France, Mapux

Fragment of Landscape II. Part of the Diptych, 1987
130 x180 cm

enamel on hardboard

Galerie de France, Paris

179.

®PATMEHT PABOTBbI MEASAX II. YACTb AUNTUXA, 1987
130 x 180 cm

opranuTt, amanb

Galerie de France, Mapux

Fragment of Landscape II. Part of the Diptych, 1987
130 x180 cm

enamel on hardboard

Galerie de France, Paris

181.

MOPCKOW NEI3AX, 2004

57,5 x121cm

opranuTt, akpun

lanepes PuaxuHa, JlonnoH & Mocksa
Seascape, 2004

57,5x121cm

acrylic on hardboard

Regina Gallery, London & Moscow

182.

OPATMEHT WHTEPBLEPA, 1998

M0 x 160 cm

opranuT, akpun, 6pa, namnbl, pama

MockoBckuil My3eii coBpeMeHHoro nckycctea, Mocksa
Fragment of Interior, 1998

10 x160 cm

acrylic on hardboard, sconce, lamps, frame

Moscow Museum of Modern Art, Moscow

183.

AsTonopTper, 1998

29,5 x 21 cm (kaxablin)
6ymara, kapaHaalu
l'anepes Fine Art, MockBa
Self-Portrait, 1998

29,5 x 21 cm (each)
pencil on paper

Fine Art Gallery, Moscow

185.

TB Ne 3, 1994

180 x 130 cm

opranuT, amMasb, ¢oTo
YacTHasa konnekums

TV # 3, 1994

180 x 130 cm

photo, enamel on hardboard
Private collection

186.

TB Ne 4, 1994

180 x 130 cm

opranuT, amMasb, ¢oTo
YacTHasa konnekums

TV # 4, 1994

180 x 130 cm

photo, enamel on hardboard
Private collection
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187.

TB Ne 5, 1994

150 x 100 cm

KapTOoH, 3Maib, $OTO

Mys3eit Alte Post, Miihlheim a.d. Ruhr

TV #5,1994

150 x 100 cm

photo, enamel on cardboard

Kunstmuseum Alte Post, Miihlheim a.d. Ruhr

188.

TB Ne 7, 1995

100 x 150 cm

opranuT, akpun

lanepes PuaxuHa, JlongoH & Mocksa
TV #7,1995

100 x 150 cm

acrylic on hardboard

Regina Gallery, London & Moscow

189.

TB Ne 9, 1994

150 x 100 cm

opranuT, amanb, $oTo
YacTHas konnekums

TV #9, 2001

150 x 100 cm

photo, enamel on hardboard
Private collection

195.

CJ1YYAIHBI BbIBOP, 1987
169 x 150 cm

OprajuT, CUHTET. 3Mab
YacTHasa Kosinekums
Random Selection, 1987

169 x 150 cm

synth. enamel on hardboard
Private collection

196.

NMAHOPAMA IV, 1976

65,5 x 65,5 x 14,7 cm
OprajnuT, CUHTET. 3Mab
Konnekuus HoptoHa floax
Panorama IV, 1976

65,5 x 65,5 x14,7 cm

synth. enamel on hardboard
Collection of Norton Dodge

201.

CEPWi MAJIEHbKAS! KOJUTEKLINS, 1993 (LIETAJIb)
15 YyacTeli pasHbix pa3MepoB 1 MaTepuasoB
YacTHas konnexums

Series The Little Collection, 1993 (detail)

15 pieces of different dimensions and media
Private collection

202.

OTKPBITKA, ®PATMEHT OTKPbITKH,
OPATMEHT OPArMEHTA. 3 YACTW, 1984
180 x 130 cm (kaxnas)

Ma30HUT, afikugHas aManb

YacTHas konnekums

Postcard, Fragment of the Postcard,
Fragment of the Fragment. 3 Parts, 1984
180 x 130 cm (each)

alkyd enamel on masonite

Private collection

205.

OPATMEHT PYCCKOW FA3ETbI 1, 1996

140 x 100 cm

XONICT, aKpun

Konnekuus Buktopa boHaapeHko, MockBa
Fragment of Russian Newspaper 1, 1996
140 x100 cm

acrylic on canvas

Collection Victor Bondarenko, Moscow

207.

OPATMEHT HEMELIKOVA TASETB, 1996

100 x 140 cm

XONICT, aKpun

Konnekuus Buktopa boHaapeHko, MockBa
Fragment of German Newspaper, 1996
100 x 140 cm

acrylic on canvas

Collection Victor Bondarenko, Moscow

208.

OPATMEHT HEMELIKOVA TASETB, 1996
190 x 140 cm

XONICT, aKpun

YacTHas konnekums

Fragment of German Newspaper, 1996
190 x 140 cm

acrylic on canvas

Private collection

209.

OPATMEHT HEMELIKOVA TASETBI 4, 1996
180 x 60 cm

XONICT, aKpun

YacTHas konnekuus

Fragment of German Newspaper 4, 1996
180 x 60 cm

acrylic on canvas

Private collection

210.

OPATMEHT HEMELIKOV TASETHI 5, 1996
150 x 120 cm

XONICT, aKpun

YacTHas konnekuus

Fragment of German Newspaper 5, 1996
150 x120 cm

acrylic on canvas

Private collection

M.

OPATMEHT HEMELIKOW FA3ETI 7, 1996
140 x 90 cm

XONICT, aKpun

YacTHas konnekuus

Fragment of German Newspaper 7, 1996
140 x190 cm

acrylic on canvas

Private collection

212.

OPATMEHT PYCCKOW FA3ETHI 2, 1996

140 x M0 cm

XONICT, aKpun

YacTHas konnekuus

Fragment of Russian Newspaper 2, 1996
140 x M0 cm

acrylic on canvas

Private collection

213.

OPATMEHT PYCCKOW FA3ETHI 3, 1996

120 x180 cm

XOJICT, aKpui

Stella Art Foundation, Mocksa
Fragment of Russian Newspaper 3, 1996
120 x 180 cm

acrylic on canvas

Stella Art Foundation, Moscow

214.

OPATMEHT PYCCKOW TA3ETbI 4, 1996

150 x 100 cm

XOJICT, aKpui

YacTHasa konnekums

Fragment of Russian Newspaper 4, 1996
150 x 100 cm

acrylic on canvas

Private collection

215.

OPATMEHT PYCCKOW TA3ETHI 5, 1996

70 x 180 cm

XOJICT, aKpun

YacTHasa konnekums

Fragment of Russian Newspaper 5, 1996
70 x180 cm

acrylic on canvas

Private collection

216.

OPATMEHT PYCCKO FASETHI 6, 1996

120 x190 cm

XOJICT, aKpun

YacTHasa konnekums

Fragment of Russian Newspaper 6, 1996
120 x 190 cm

acrylic on canvas

Private collection

217.

OPATMEHT PYCCKO FASETBI 7, 2002

100 x 70 cm

XOJICT, aKpun

YacTHasa konnekums

Fragment of Russian Newspaper 7, 2002
100 x 70 cm

acrylic on canvas

Private collection

218-219.

OPATMEHT UTAJIbSIHCKOW FASETHI, 2008
140 x 110 cm

XOJICT, aKpui

lanepes PuaoxuHa, JloHnoH & MockBa
Fragment of Italian Newspaper, 2008
140 x M0 cm

acrylic on canvas

Regina Gallery, London & Moscow

®PATMEHT HEMELIKO TA3ETbI, 2008
120 x 10 cm

XOACT, aKpun

[anepes PnaxwuHa, JlonooH & Mocksa
Fragment of German Newspaper, 2008
120 x M0 cm

acrylic on canvas

Regina Gallery, London & Moscow

®PATMEHT PYCCKO FA3ETbI, 2008

160 x 150 cm

XOJICT, aKpun

YacTHas konnekums

Fragment of Russian Newspaper, 2008
160 x 150 cm

acrylic on canvas

Private collection

®PATMEHT ®PAHLIY3CKOW FA3ETbI, 2008
130 x 100 cm

XOJICT, aKpun

lanepes PuaoxuHa, JlonaoH & Mocksa
Fragment of French Newspaper, 2008
130 x100 cm

acrylic on canvas

Regina Gallery, London & Moscow

®PATMEHT UCMAHCKOW A3ETbI, 2008
100 x 150 cm

XOAICT, aKpun

lanepes PnaxuHa, JlongoH & Mocksa
Fragment of Spanish Newspaper, 2008
100 x 150 cm

acrylic on canvas

Regina Gallery, London & Moscow

OPATMEHT AHIJINACKOI FASETBI, 2008
100 x 105 cm

XOJICT, aKpun

YacTHasn konnekums

Fragment of English Newspaper, 2008
100 x 105 cm

acrylic on canvas

Private collection

223.

TOYKA 3PEHNS 1, 1990

100 x 150 cm

opranuT, poToneyatb, amMasb
YacTHas konnekums

Point of View |, 1990

100 x 150 cm

photo printing, enamel on hardboard
Private collection

224.

TOYKA 3PEHUA 1l, 1990

100 x 150 cm

opranuT, poToneyatb, amMasb
YacTHas konnekums

Point of View Il, 1990

100 x 150 cm

photo printing, enamel on hardboard
Private collection

225.

TOYKA 3PEHNS 1lI, 1990

100 x 150 cm

opranuT, poToneyatb, amMasb
YacTHas konnekums

Point of View lll, 1990

100 x 150 cm

photo printing, enamel on hardboard
Private collection

226.

TOYKA 3PEHNS IV, 1990

100 x 150 cm

opranuTt, potoneyatb, aImMasb
YacTHasa konnekums

Point of View IV, 1990

100 x 150 cm

photo printing, enamel on hardboard
Private collection

227.

TOYKA 3PEHMA V, 1990

100 x 150 cm

opranuT, poTonevatb, amab

Myseli BiopT, KioHuenb3ay

Point of View V, 1990

100 x 150 cm

photo printing, enamel on hardboard
With Museum, Kiinzelsau

228.

TOYKA 3PEHNSA VI, 1990

95 x 145 cm

opranuT, potoneyatb, aImMasb
YacTHasa konnekums

Point of View VI, 1990

95 x 145 cm

photo printing, enamel on hardboard
Private collection

229.

TOYKA 3PEHMA VI, 1990

95 x 145 cm

opranuT, poTonevatb, amab

Myseli BiopT, KioHuenb3ay

Point of View VIII, 1990

95 x145 cm

photo printing, enamel on hardboard
With Museum, Kiinzelsau

230.

TOYKA 3PEHUA IX, 1991

95 x 145 cm

opranuT, akpui

lanepes PunxuHa, JloHaoH & MockBa
Point of View IX, 1991

95 x145 cm

acrylic on hardboard

Regina Gallery, London & Moscow

231.

TOYKA 3PEHUSA X, 1990

85 x125 cm

opranuT, potoneyatb, amasb
YacTHasa konnekums

Point of View X, 1990

80 x125 cm

photo printing, enamel on hardboard
Private collection

232.

TOYKA 3PEHMS XI, 1990

50 x 75 cm

opranuT, potoneyatb, amasb
Konnekuus E. MycTan

Point of View XI, 1990

50 x 75 cm

photo printing, enamel on hardboard
Collection of E. Mustad
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233.

TOYKA 3PEHUA XV, 1994

150 x 100 cm

Ma30HUT, poToneyaTb, aIMasb
YacTHas konnekums

Point of View XV, 1994

150 x 100 cm

photo printing, enamel on masonite
Private collection

234.

TOYKA 3PEHUA XIV, 1994

100 x 150 cm

opranuT, doToneyatb, aImMasnb
YacTHas konnekums

Point of View XIV, 1994

100 x 150 cm

photo printing, enamel on hardboard
Private collection

235.

TOYKA 3PEHUA XVI, 1994

150 x 100 cm

opranuT, doToneyatb, aImMasnb
Co6CTBEHHOCTb XYAOXHIKa

Point of View XVI, 1994

150 x 100 cm

photo printing, enamel on hardboard
Courtesy of artist

238.

NAHOPAMA 11, 1976

64,5 x 64,5 x 43 cm
OprafauT, CUHTET. AMab
Myseli Jlionsura, bynanewt
Panorama ll, 1976

64,5 x 64,5 x 43 cm

synth. enamel on hardboard
Ludwig Museum, Budapest

239.

NAHOPAMA 1lI, 1976

65,5 x 65,5 x 65,5 cm
OprafauT, CUHTET. AMab
Myseli Jlionsura, bynanewt
Panorama lll, 1976

65,5 x 65,5 x 65,5 cm
synth. enamel on hardboard
Ludwig Museum, Budapest

240.

NAHOPAMA |, 1976

65,5 x 65,5 x 65,5 cm
OprafauT, CUHTET. AMab
Myseli Jlionsura, bynanewt
Panorama |, 1976

65,5 x 65,5 x 65,5 cm
synth. enamel on hardboard
Ludwig Museum, Budapest

241.

NAHOPAMA V, 1977

65,5 x 65,5 x 29 cm
OprafauT, CUHTET. AMab
Myseli Jlionsura, bynanewt
PanoramaV, 1977

65,5 x 65,5 x29 cm

synth. enamel on hardboard
Ludwig Museum, Budapest
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243.

CEPWA BCE NPEKPACHBIE LIBETA.

BAPWAHTbI OPTAHWU3ALLN, 1988

Co6CTBEHHOCTb XYAOXHMKa

Series All Beautiful Colours. Variants of Organization, 1988
Courtesy of artist

244-250.

CEPUS! BCE NPEKPACHBIE LIBETA. 9 YACTEW, 1988
MonunTux na 7 YacTeii, kaxaas u3 9-Tu yacten
40 x 40 cm (kaxnas)

XOJNICT, aKpun

Konnekuus Anbdpena HeseH itoMoHT, KenbH
Series All Beautiful Colours. 9 Pieces, 1988
polyptych of 7 parts, each of 9 pieces

40 x 40 cm (each)

acrylic on canvas

Collection of Alfred Neven duMont, Cologne

251.

CEPW$ BCE NPEKPACHBIE LIBETA.

BAPWAHTbI OPTAHWU3ALINK, 1988

CobCcTBEHHOCTb XYLOXHMKA

Series All Beautiful Colours. Variants of Organization, 1988
Courtesy of artist

252.

CEPWS OTKPbITKW Ne 21,1990

140 x 99,5 cm

[epeBsiHHas NaHesb, CMellaHHas TeXHNKa
[anepes PuoxnHa, JloHooH & Mocksa
Series Postcards # 21,1990

140 x 99,5 cm

mixed media on panel

Regina Gallery, London & Moscow

253.

CEPWS OTKPbITKW Ne 10, 1992
180 x 130 cm

XOJNICT, aKpun

YacTHas Kosnnekums

Series Postcards # 10, 1992
180 x 130 cm

acrylic on canvas

Private collection

254.
NENSAX Il (OTKPbITKA), 1987
180 x 130 cm

OprannT, OTKpbITKa, akpu
YacTHas konnekums
Landscape Il (Postcard), 1987
180 x 130 cm

postcard, acrylic on hardboard
Private collection

255.

OPATMEHT MEM3AXA Il (OTKPLITKA), 1987
123,5 x 162,3 cm

XOJNICT, aKpun

YacTHas konnekums

Fragment of Landscape Ill (Postcard), 1987
123,5 x162,3 cm

acrylic on canvas

Private collection

256.

CEPWS OTKPbITKM Ne 7, 1992
180 x 130 cm

XONICT, aKpWi, OTKpbITKa
YacTHas Konnekums

Series Postcards # 7,1992
180 x 130 cm

postcard, acrylic on canvas
Private collection

257.

CEPWS OTKPbITKM Ne 8, 1992
180 x 130 cm

XONICT, aKpWi, OTKpbITKa
YacTHas Konnekums

Series Postcards # 8, 1992
180 x 130 cm

postcard, acrylic on canvas
Private collection

258.

CEPWS OTKPbITKM Ne 9, 1992

180 x 130 cm

XONICT, aKpWi, OTKpbITKa

lanepes PuaxuHa, JloHooH & Mocksa
Series Postcards # 9, 1992

180 x 130 cm

postcard, acrylic on canvas

Regina Gallery, London & Moscow

259.

CEPWA OTKPBITKI Ne 12, 1992

180 x 130 cm

XONICT, aKpWi, OTKpbITKa

Konnekuws Deweer Gallery, Oterem
Series Postcards # 12,1992

180 x 130 cm

postcard, acrylic on canvas
Collection of Deweer Gallery, Otegem

260.

IIBE OTKPbITKK, 1993

180 x 129 cm

XONCT, aKkpun, Bymara, Tnorpad. LBeTHas nevatb
locynapctBeHHas TpeTbsikoBcKasi ranepesi, Mocksa
Two Postcards, 1993

180 x129 cm

typogr. colour print, acrylic on canvas, paper

The State Tretyakov Gallery, Moscow

261.

YEPHASA HOYb 11, 1989

130 x 180 cm

opranuT, amanb
Co6CTBEHHOCTb XYAOXHUKA
Black Night II, 1989

130 x 180 cm

enamel on hardboard
Courtesy of artist

262.

CEPWS OTKPbITKM Ne 14, 2004
150 x 100 cm

OprannT, OTKpbITKa, aMasb
YacTHas Konnekums

Series Postcards # 14, 2004
150 x 100 cm

postcard, enamel on hardboard
Private collection

263.

CEPUSA OTKPbITKW Ne 19, 2004

150 x 100 cm

OprannT, 0TKpbITKa, aMaJb

lanepes PuaoxuHa, JloHooH & Mocksa
Series Postcards # 19, 2004

150 x 100 cm

postcard, enamel on hardboard
Regina Gallery, London & Moscow

264.

OPArMEHTBbI, 1988
180 x 130 cm
OprannT, akpun
YacTtHas konnekums
Fragments, 1988
180 x 130 cm

acrylic on hardboard
Private collection

267.

OOULIMATBHBII NOPTPET, 1990
180 x 130 cm

XOJICT, aKpui

lanepes NHre bekkep, KenbH
State Portrait, 1990

180 x 130 cm

acrylic on canvas

Gallery Inge Becker, Cologne

268.

JI0CKA MOYETA, 1983 — 1993
73,3x 89,5 cm

OprajnT, CUHT. 3MaJib
YacTHas konnekums

Board of Fame, 1983 — 1993
73,3x89,5cm

synth. enamel on hardboard
Private collection

269.

MOCBSALLAETCA 1.A. NPUTr0OBY, 1983
180 x 260 cm

OprajnT, CUHTET. 3Maslb
Kunsthalle, bazenb

D.A. Prigov Gewidmet, 1983

180 x 260 cm

synth. enamel on hardboard
Kunsthalle, Basel

270.

AJIEET BOCTOK, 1989
128 x 142 cm

XOJICT, aKpui
YacTtHas konnekums
East is Glowing, 1989
128 x 142 cm

acrylic on canvas
Private collection

27M.

NMUTALLAS, 1989
180 x 270 cm
OprannT, akpun
YacTHas konnekums
Fake, 1989

180 x 270 cm

acrylic on hardboard
Private collection

276-277.

JCKW3 MPOEKTA BUPTYAJIbHbIE CKYJIbMTYPbI, 1972
210 x 297 Mm

6ymara, kKapaHgaL

Co6CTBEHHOCTb XYAOXHMKA

Sketch of the Project Virtual Sculptures, 1972

210 x 297 mm

pencil on paper

Courtesy of artist

284-285.

3CKW3 UHCTANIALMN PACLLENNEHWUE, 1992 — 2009
60 x 41cm

6ymara, kKapaHgaL

lanepes PunoxuHa, JlonooH & MockBa

Project of the Installation Split Identity, 1992 -2009
60 x 41 cm

pencil on paper

Regina Gallery, London & Moscow

291.

YEPHbIIN KBALIPAT, 1996

133 x133 cm

OprannT, akpui, SNeKTpUYeckme namnbl
lanepes PunoxuHa, JlonooH & MockBa
Black Square, 1996

133 x133 cm

acrylic on hardboard, electric lamps
Regina Gallery, London & Moscow

292.

BEJIbIA KBALLPAT, 1997

133 x133 cm

OprannT, akpui, SNeKTpUYeckme namnbl
lanepes PupoxuHa, JlonaoH & MockBa
White Square, 1997

133 x133 cm

acrylic on hardboard, electric lamps
Regina Gallery, London & Moscow

293.

KPACHDbIi! KBALIPAT, 1997

133 x133 cm

OprannT, akpui, 3NeKTpuYeckme namnbl
lanepes PupoxuHa, JlonaoH & MockBa
Red Square, 1997

133 x133 cm

acrylic on hardboard, electric lamps
Regina Gallery, London & Moscow

294.

XENTII KBALPAT, 1997

133 x133 cm

OprannT, akpui, SNeKTpUYeckme namnbl
lanepes PunoxuHa, JlonooH & MockBa
Yellow Square, 1997

133 x133 cm

acrylic on hardboard, electric lamps
Regina Gallery, London & Moscow

295.

CUHWI KBALPAT, 1997

133 x133 cm

OprannT, akpui, SNeKTpUYeckme namnbl
lanepes PunoxuHa, JlonooH & MockBa
Blue Square, 1997

133 x133 cm

acrylic on hardboard, electric lamps
Regina Gallery, London & Moscow

321.

30J10TO/ JIAHIWAGT, 1993
80 x 60 cm

XOJICT, crpei, akpun
Co6CTBEHHOCTb XYAOXHNKa
Golden Landscape, 1993

80 x 60 cm

acrylic, spray on hardboard
Courtesy of artist

322.

KAMEHHbIE OCTPOBA. CEPUS UMUTALLAN, 1990
180 x 130 cm

daHepa, akpw1, UMUTaLUS KaMHsi
Co6CTBEHHOCTb XYAOXHMKA

Stone Islands. Series Fakes, 1990

180 x 130 cm

stone imitation, acrylic on plywood

Courtesy of artist

323.

MPAMOPHbIi1 JIEC. CEPUSI UMUTALLWW, 1989
180 x 130 cm

opranuT, akpua

lanepes PuoxuHa, JloHooH & MockBa
Marble Forest. Series Fakes, 1989

180 x 130 cm

acrylic on hardboard

Regina Gallery, London & Moscow

324.

KPACHOE MOPE. CEPWS UMWUTALLUAK, 1989
180 x 130 cm

KapTOH, aKpun

Co6CTBEHHOCTb XYAOXHMKA

Red Sea. Series Fakes, 1989

180 x 130 cm

acrylic on cardboard

Courtesy of artist

325.

CAll OBOEB. CEPWS UMUTALLK, 1989

180 x 130 cm

opranuTt, o6ou, akpun

Co6CTBEHHOCTb XyAOXHNKa

Garden of Wallpapers. Series Fakes, 1989
180 x 130 cm

wallpapers, acrylic on hardboard
Courtesy of artist

326.

CEPEBPAHAS 3IMA. CEPUSA UMUTALIUIA, 1989
180 x 130 cm

OprannT, CMeLlaHHasi TeXHUKa
Co6CTBEHHOCTb XYAOXHMKA

Silver Winter. Series Fakes, 1989

180 x 130 cm

mixed media on hardboard

Courtesy of artist

327.

YEPHAA HOYb. CEPUS UMUTALLAK, 1989
180 x 130 cm

opranuT, akpua

lanepes PuoxuHa, JloHooH & MockBa
Black Night. Series Fakes, 1989

180 x 130 cm

acrylic on hardboard

Regina Gallery, London & Moscow
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328.

30J10TOI 3AKAT. CEPUSI UMUTALLWW, 1989
180 x 130 cm

OpranuT, UMUTaLKs 30J10TOFO JIMCTA, Macio
YacTHas Konnekums

Golden Sunset. Series Fakes, 1989

180 x 130 cm

oil on hardboard, golden leaf imitation
Private collection

329.

KAMEHHbIE OTPAXEHWSA. CEPUA UMUTALLAK, 1989
180 x 130 cm

daHepa, akpus

YacTHas Konnekums

Stone Reflections. Series Fakes, 1989

180 x 130 cm

acrylic on plywood

Private collection

330.

®OTOCEPUA OKHA, 1992

doTorpadus

locynapcTBeHHbIN LEHTP

coBpeMeHHoro nckyccrsa, Mocksa

Photo series Windows, 1992

photography

National Centre for Contemporary Arts, Moscow

332.

CEPUS1 ®PATMEHTbI OTKPbITOK Ne 25, 2008
125 x75 cm

XOACT, aKpun

l'anepes PuaxuHa, JlonaoH & MockBa
Series Fragments of Postcards # 25, 2008
125 x75cm

acrylic on canvas

Regina Gallery, London & Moscow

333.

CEPUSI ®PATMEHTbI OTKPbITOK Ne 18, 2004
150 x 100 cm

oprajuT, CMellaHHas TexHuKa

l'anepes PuaxuHa, JlonaoH & Mocksa
Series Fragments of Postcards # 18, 2004
150 x 100 cm

mixed media on hardboard

Regina Gallery, London & Moscow

334.

CEPUSI ®PATMEHTbI OTKPbITOK Ne 17, 2004
150 x 100 cm

CMelliaHHas TexHuKa

l'anepes PuaxuHa, JlonaoH & Mocksa
Series Fragments of Postcards # 17, 2004
150 x 100 cm

mixed media

Regina Gallery, London & Moscow

335.

CEPUS ®PATMEHTbI OTKPbITOK Ne 15, 2004
150 x 100 cm

CMelllaHHas TexHuKa

l'anepes PuaxuHa, JlonaoH & Mocksa
Series Fragments of Postcards # 15, 2004
150 x 100 cm

mixed media

Regina Gallery, London & Moscow
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338.

JIOPOXHBI 3HAK 11, 1973

63,5 x 63,5 x35cm

opranuT, Macslo, CMellaHHasi TEXHUKa

locynapcTeeHHas TpeTbsikoBcKas ranepes, Mocksa

Road Sign Il, 1973

63,5 x 63,5 x35cm

mixed media, oil on hardboard

The State Tretyakov Gallery, Moscow

345-346.

CEPW4 BAbl MOCKBBI, 1993

50 x 64 cm

6ymara, cMellaHHas TeXHIKa
lanepes PuaoxuHa, JloHaoH & Mocksa
Series Views of Moscow, 1993

50 x 64 cm

mixed media on paper

Regina Gallery, London & Moscow

347.

CEPW4 BMObl MOCKBBI, 1992
50 x 70 cm

6ymara, cMellaHHas TeXHIKa
YacTHas konnekums

Series Views of Moscow, 1992
50x70cm

mixed media on paper
Private collection

348-349.

MOCT, 1987

103 x 136 cm

LlepeBsiHHas naHeslb, Kosulax, Macso
lanepes PuaoxuHa, JloHaoH & Mocksa
Bridge, 1987

103 x 136 cm

oil on board with collage

Regina Gallery, London & Moscow

351.

OKHO [, 1967
73x59x6cm

LlepeBo, opraauT, Macio
Konnekuwus bap-repa
Window |, 1967

73x59x 6 cm

oil on hardboard and wood
Collection of Bar-Gera

353.

OKHO XX, 1981

180 x 74.5 x5 cm

oprannT, akpun

lanepes PuaxuHa, JloHaoH & Mocksa
Window XX, 1981

180 x 74.5 x5 cm

acrylic on hardboard

Regina Gallery, London & Moscow

354.

OKHO XXI, 1981

M3 x68,5x4cm

LlepeBo, OpraauT, amMasb

Konnekuwus Urops Makapesuya, Mocksa
Window XXI, 1981

M3 x 68,5 x4 cm

enamel on hardboard and wood
Collection of Igor Makarevich, Moscow

355.

OKHO XXII, 1981

171x98 x5 cm

Ma30HUT, AepeBo, aMaJb
YacTHas Konnekums
Window XXII, 1981

171x 98 x 5 cm

enamel on masonite, wood
Private Collection

356.
OKHA II. TPUNTKX, 1993
190 x 200 cm

[lepeBo, Oprasut, amMasnb
YacTHas Kosnnekums

Windows Il. Triptych, 1993

190 x 200 cm

enamel on hardboard and wood
Private collection

357.

OKHO XXVII, 1996

46 x142,5 x 4,5 cm

[lepeBo, Oprasut, amasnb
Co6CTBEHHOCTb XYAOXHMKA
Window XXVII, 1996

46 x142,5 x 4,5 cm

enamel on hardboard and wood
Courtesy of artist

358.

OKHO XXVIII, 1997

[epeBo, OpranuT, amasnb,
Konnekuus Mpuropus BpyckuHa
Window XXVIII, 1997

enamel on hardboard and wood
Collection of Grisha Bruskin

359.

OKHO XXIX, 1998

137 x 98 cm

[epeBo, Oprasut, amasnb
YacTHas Kosnnekums

Window XXIX, 1998

137x 98 cm

enamel on hardboard and wood
Private collection

360.

OKHO XXX, 1999

160 x 10 cm

[epeBo, Oprasut, amasnb
YacTHas Kosnekums

Window XXX, 1999

160 x110 cm

enamel on hardboard and wood
Private collection

361.

OKHO XXXI, 2001

150 x 100 cm

[lepeBo, Oprasut, amasb
YacTHas Kosnnekums

Window XXXI, 2001

150 x 100 cm

enamel on hardboard and wood
Private collection

362.

OKHO XXXIV, 2000

200 x 64 cm

OprannT, akpun

lanepes PuaoxuHa, JloHaoH & Mocksa
Window XXXIV, 2000

200 x 64 cm

acrylic on hardboard

Regina Gallery, London & Moscow

363.

OKHO XXXV, 2000
90x120x5¢cm

LepeBo, Opranut, akpui
YacTHas konnekums
Window XXXV, 2000
90x120 x5 cm

acrylic on hardboard, wood
Private collection

364.

OKHO XXXVI, 2000

LlepeBo, Opraaut, akpui

Konnekuus Exateputbl u Bnagummpa CeMUHNXMHBIX
Window XXXVI, 2000

acrylic on hardboard and wood

Collection of Ekaterina and Vladimir Semenikhiny

365.

OKHO XXXVII, 2000

LlepeBo, Opraaut, akpu
YacTtHas konnekums

Window XXXVII, 2000

acrylic on hardboard and wood
Private collection

366.

OKHO XXXVIIl, 2000

120 x 90 cm

LepeBo, Opranut, akpui
Co6CTBEHHOCTb XYA0XHMKA
Window XXXVIII, 2000

120 x 90 cm

acrylic on hardboard and wood
Courtesy of artist

367.

OKHO XXXIX, 2000

LlepeBo, Opraaut, akpui
YacTHas konnekums

Window XXXIX, 2000

acrylic on hardboard and wood
Private collection

368.

OKHO XLI, 2000

LlepeBo, Opranut, akpui
YacTHas konnekums

Window XLI, 2000

acrylic on hardboard and wood
Private collection

369.

OKHO XLII, 2000

LlepeBo, Opraaut, akpu
YacTHas konnekums

Window XLII, 2000

acrylic on hardboard and wood
Private collection

370.

OKHO XLIIl, 2000

LlepeBo, opranuT, akpua
YacTHas konnekums

Window XLIII, 2000

acrylic on hardboard and wood
Private collection

37.

OKHO XLIV, 2000
60 x 116 cm
opranuT, amainb

lanepes PuaoxuHa, JlonaoH & MockBa

Window XLIV, 2000
60 x 116 cm
enamel on hardboard

Regina Gallery, London & Moscow

372.

OKHO XLVI, 2000

LlepeBo, opraaut, amanb
YacTHas konnekums

Window XLVI, 2000

acrylic on hardboard and wood
Private collection

373.

OKHO XLVII, 2000

LlepeBo, opraaut, amanb
YacTHas konnekums

Window XLVII, 2000

acrylic on hardboard and wood
Private collection

374.

OKHO LI, 2000

150 x 160 cm

LlepeBo, OpraauT, amMasb
YacTHas konnekums

Window LI, 2000

150 x 160 cm

acrylic on hardboard and wood
Private collection

375.
OKHO LI, 2000
150 x 160 cm

LlepeBo, OpraauT, amMasb
Myseti ART4.ru, MockBa
Window LIII, 2000

150 x 150 cm

enamel hardboard and wood
Museum ART4.ru, Moscow

376.

OKHO LVI, 2001

100 x 150 cm

LepeBo, KapToH, akpun
Konnekuus Pysuma beccepa
Window LVI, 2001

100 x 150 cm

acrylic on cardboard and wood
Collection of Ruvim Besser

377.

OKHO LVII, 2001

150 x 100 cm

LepeBo, KapToH, akpun
YacTHas konnekums

Window LVII, 2001

150 x 100 cm

acrylic on cardboard and wood
Private collection

378.
OKHO LviII, 2001
150 x 100 cm

[epeBo, KapToH, akpun
YacTHas konnekums

Window LVIII, 2001

100 x 150 cm

acrylic on cardboard and wood
Private collection

379.

OKHO LIX, 2001

150 x 100 cm

LlepeBo, OpraauT, akpui
YacTHas konnekums

Window LIX, 2001

150 x 100 cm

acrylic on hardboard and wood
Private collection

380.

OKHO LXI, 2002

150 x 100 cm

LlepeBo, OpraauT, akpua
YacTHas konnekums

Window LXI, 2002

150 x 100 cm

acrylic on hardboard and wood
Private collection

381.

OKHO LXII, 2002

150 x 100 cm

LepeBo, KapToH, akpun
Co6CTBEHHOCTb XYAOXHMKA
Window LXII, 2002

100 x 150 cm

acrylic on cardboard and wood
Courtesy of artist

382.

OKHO LXIV, 2002

M x 90 cm

LlepeBo, Oprajaut, amManb

MockoBckuii My3eli coBpemMeHHoro uckyccTsa, Mockea

Window LXIV, 2002

10 x 90 cm

enamel on hardboard and wood

Moscow Museum of Modern Art, Moscow

383.

OKHO LXV, 2002

M x 90 cm

LlepeBo, OpraauT, amasnb
YacTHas konnekums

Window LXV, 2002

10 x 90 cm

enamel on hardboard and wood
Private collection

384.

OKHO LXVIIl, 2004

120 x 140 cm

Ma30HUT, LEPEBO, akpuJl
YacTHas konnekums
Window LXVIII, 2004

120 x 140 cm

acrylic on masonite, wood
Private collection

am



385.

OKHO LXVvIl, 2004

120 x100 cm

Ma30HUT, LEePEBO, akpu
YacTHas konnekums
Window LXVII, 2004

120 x 100 cm

acrylic on masonite, wood
Private collection

386.

OKHO LXX, 2006

150 x 160 cm

[epeBo, KapToH, akpun
YacTHas konnekums

Window LXX, 2006

150 x 160 cm

acrylic on cardboard and wood
Private collection

387.

OKHO LXXIV, 2007

150 x 100 cm

opranuT, amManb

lanepes PuoxuHa, JloHooH & MockBa
Window LXXIV, 2007

150 x 100 cm

enamel on hardboard

Regina Gallery, London & Moscow

388.

OKHO LXXVI, 2007

150 x 100 cm

opranuT, amManb

lanepes PuoxuHa, JloHooH & MockBa
Window LXXVI, 2007

150 x 100 cm

enamel on hardboard

Regina Gallery, London & Moscow

389.

OKHO LXXVIII, 2008

150 x 100 cm

opranuT, amManb

Konnekuus Buktopa BonaapeHko
Window LXXVIII, 2008

150 x 100 cm

enamel on hardboard

Collection of Victor Bondarenko

390.

OKHO LXXIX, 2008

125 x 70 cm

opranuT, akpua
Co6CTBEHHOCTb XYAOXHMKA
Window LXXIX, 2008

125 x 70 cm

acrylic on hardboard
Courtesy of artist

391.

OKHO LXXX, 2008

125 x 70 cm

opranuT, akpua
Co6CTBEHHOCTb XYAOXHMKA
Window LXXX, 2008

125 x 70 cm

acrylic on hardboard
Courtesy of artist

392.

OKHO LXXXII, 2009

160 x 90 cm

opranuT, akpun

lanepes PuoxuHa, JloHooH & Mockea
Window LXXXII, 2009

160 x 90 cm

acrylic on hardboard

Regina Gallery, London & Moscow

393.

OKHO LXXXI, 2009

160 x 65 cm

opranuT, akpun
Co6CTBEHHOCTb XYA0XHMKA
Window LXXXI, 2009

160 x 65 cm

acrylic on hardboard
Courtesy of artist

394.

OKHO LXXXIIl, 2009

150 x 80 cm

opranuT, akpun

lanepes PuoxunHa, JloHooH & Mockea
Window LXXXIII, 2009

150 x 80 cm

acrylic on hardboard

Regina Gallery, London & Moscow

395.

OKHO LXXXIV, 2009

150 x 70 cm

opranuT, akpun

lanepes PuoxunHa, JloHooH & Mockea
Window LXXXIV, 2009

150 x 70 cm

acrylic on hardboard

Courtesy of artist

396.

OKHO LXXXV, 2009

200 x 150 cm

IepeBo, 3epKaso

lanepes PuoxuHa, JloHooH & Mockea
Window LXXXV, 2009

200 x 150 cm

wood, mirror

Regina Gallery, London & Moscow

399.

OKHO. PUCYHOK C HATYPbI, 1946
18,5 x 24,5 cm

6ymara, kapaHaal

Co6CTBEHHOCTb XYAOXHNKa
Window. Drawing from nature, 1946
18,5 x 24,5 cm

pencil on paper

Courtesy of artist

CMWCOK CEPUI W LIUKJI0B 1967-2009 /

List of series and cycles 1967-2009

OKHA, C 1967
Windows, since 1967

PABOTbI C PEJIbE®OM, KOHEL, 60-X
Works with Relief, late 60s

IIOPOXHbIE 3HAKHW, C 1972
Road Signs, since 1972

NAHOPAMBI, C 1975
Panoramas, since 1975

IAJIEKOE-BJIN3KOE, 1976
Distant — Near, 1976

BUPTYAJIbHbBIE CKYJIbNTYPbI, 30HbI, C 1977
Virtual Sculptures, Zones, since 1977

3EPKAJIA (00T0), 1977
Mirrors (photo), 1977

MPOrPAMMWPOBAHHBIE PUCYHKMW, 1975
Preset paintings, 1975

BAPWAHTbI, 1978-79
Variants, 1978-79

BWAbl MOCKBBI, C 1980
Views of Moscow, since 1980

NEPEBEPTBbILLW, 1983
Turned Inside Out, 1983

OPArMEHTbI, C 1982
Fragments, since 1982

IUNTUXK C YBEJIMYEHHBIM ®PATMEHTOM, 1987
Diptyches with Expanding Fragments, 1987

BCE MPEKPACHbIE LIBETA, 1988
All the Beautiful Colours, 1988

MANEHbKASA KOJITEKLWSA, 1993
The Little Collection, 1993

TOYKA 3PEHU4, C 1990
Point of View, since 1990

APXEOJIOTMYECKASA CEPUS, C 1991
Archeological Series, since 1991

OPATMEHTbI FA3ET, 1996
Fragments of Newspapers, 1996

NMUTALIAK, 1989-1990
Imitations, 1989-1990

OKHA (60T0), 1992
Windows (photo), 1992

OPATMEHTbI UHTEPBEPA, 1995
Fragments of an Interior, 1995

KBALPATbI (C JAMNAMIA), 1996
Squares (with lamps), 1996

NHb-5H, 2001
Yin-Yang, 2001

OPArMEHTbI OTKPbITOK, 1992
Fragments of postcards, 1992

T8, 1993
TV, 1993

WHCTANNAUMK /
Installations

TEOPUSI OTPAXEHUA 1, 1978-1992
Theory of Reflection 1, 1978-1992

TEOPUSI OTPAXEHUA 4, 1993
Theory of Reflection 4,1993

TEOPUAI OTPAXEHUA 2, 1994
Theory of Reflection 2, 1994

NAHOPAMA 6, 1991
Panorama 6, 1991

YEJSIOBEK B NMEN3AXE, 1993
A Man in the Landscape, 1993

AHAJINTUYECKOE [IPEBO, 1994
Analytical Tree, 1994

®PATMEHTbI B UHTEPBLEPE, 1995
Fragments of an Interior, 1995

AMNAPAT 1151 HABJIIOAEHNSA
NYCTOTbI N BECKOHEYHOCTH, 2001
Instrument for Observation of
Emptiness and Infinity, 2001

...\ BESINKOJIENHbIV BW[ U3 OKHA, 2000
...and Fantastic View from the Window, 2000

PACLLENJIEHWE, 2009
Split Identity, 2009
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Poaunca 81935 rogy B Mockse, Poccus, B ceMbe XyA0XHUKOB
C.A. Yyikosa (1902-1980) u E.A. ManeuHoii (1903-1984)

1949-1954. Yuyeba B MockoBckoi CpenHeit XynoXecTBEHHO
Llikone npu MIXW um. Cypukosa

1954-1960. Yyeba B MockoBckom [ocyaapcTBEHHOM
XynoxectBeHHOM WHcTuTyTe M. CypurkoBa

1960-1962. NpenopaBaTesib Bo BnaansocTokCKOM
XynoxecTBeHHOM Yuunuiue

1957. NepBas BbicTaBKa. 7-011 BcemupHbii dectusanb
Mononexwn B Mockse

C1967. YneH Coto3a xymoxHukos CCCP
C1977. Y4acTue B BbiCTaBKax 3a py6exom

Xuset n pa6otaeT B l'epmaHuu n B Poccum

NEPCOHAJIbHbIE BbICTABKU:

2010
= llanekoe — bnuskoe. lanepes PUOXNHA. Mocksa, Poccus

2008
= lycto. Manepes PWIXWHA. Mocksa, Poccus
= Teopust oTpaxeHus. Stella Art Foundation. Mocksa, Poccus

2006
= BosBpalueHHble ueHHocTu. YacTb 3. Manepes PUIXUHA.
Mocksa, Poccusi

2004
= Hosble pa6oTbl. lanepes PUOXWHA. Mocksa, Poccust

2003

= One Painting Show. St. Gereon Kirche. KénbH, l'epmaHus

= lvan Chuikov. Kunstmuseum Alte Post. Mionbxalim-Ha-Pype,
[epmaHus

= Arbeiten der letzten 15 Jahre. Galerie Inge Baecker. KénbH,
[epmaHus

2002
= J1a6npuHT. M'oCynapCTBEHHbI LLEHTP COBPEMEHHOI0
nckycctsa. Mocksa, Poccust

2001

= Fenster und Interiers (coBmecTtHo ¢ McKenna & Kanovitz).
Galerie Inge Baecker. KénbH, l'epmanus

= lpn6op ans HabnloaeHust NycToTbl U 6ECKOHEYHOCTW.
lanepes PUIXWHA. Mocksa, Poccus

= Zwiswchen Fenster und Bild. Galerie Sandmann. bepauH,
[epmaHus

2000

= ...V pekpacHbI Bup, 13 okHa. Manepes PUIXNHA. Mocksa,
Poccus

= Galerie Zellermayer. bepnuH, lepmanus

= Fragment. Kultur-Fabrik. Centre culturel. Sw-Ha-Anb3etTe,
Jiokcembypr

1999
= Ivan Chuikov. Kulturabteilung AG Bayer. JleBepky3eH,
lepmanus

1998

= IBaH Yyiikos. MocynapcTBeHHas TpeTbsikoBCKas ranepesi.
Mocksa, Poccus

= OkHa. LleHTp coBpemeHHoro nckycctsa. Mocksa, Poccus

= OkHa. [0cyaapCTBEHHbIN LEHTP COBPEMEHHOTO NCKYCCTBA.
HuxHuii Hosropoa, Poccus

Born in 1935 in Moscow, Russia in the family of the artists S.A.
Chuikov (1902-1980) and E.A. Malenina (1903-1984)

1949-1954. Moscow Art School

1954-1960. Moscow State Art Institute (Surikov)

1960-1962. Art Teacher in Art College in Vladivostok

1957. 1st Show Participation. 7th World Youth Festival in
Moscow

Since 1967. Membership of the Artists Union
Since 1977. Participation in Exhibitions abroad

Lives and works in Germany and in Russia

SOLO SHOWS:

2010
= Distant — Near. REGINA Gallery. Moscow, Russia

2008
= Void. REGINA Gallery. Moscow, Russia
= Theory of Reflection. Stella Art Foundation. Moscow, Russia

2006
= Restored Values. Part lIl. REGINA Gallery.
Moscow, Russia

2004
= Postcards. New Works. REGINA Gallery. Moscow, Russia

2003

= One Painting Show. St. Gereon Kirche. Cologne, Germany

= lvan Chuikov. Kunstmuseum Alte Post. Miihlheim a.d. Ruhr,
Germany

= Arbeiten der letzten 15 Jahre. Galerie Inge Baecker. Cologne,
Germany

2002
= Labyrinth. National Centre of Contemporary Art (NCCA).
Moscow, Russia

2001

= Fenster und Interiers (with McKenna & Kanovitz). Galerie
Inge Baecker. Cologne, Germany

= Apparatus for Watching Emptiness & Infinity. REGINA Gallery.
Moscow, Russia

= Zwiswchen Fenster und Bild. Galerie Sandmann. Berlin,
Germany

2000

= ...and Fantastic View from Windows. REGINA Gallery. Mos-
cow, Russia

= Galerie Zellermayer. Berlin, Germany

= Fragment. Kultur-Fabrik. Centre culturel. Esch-sur-Alzet,
Luxembourg

1999
= Ivan Chuikov. Kulturabteilung AG Bayer. Leverkusen,
Germany

1998

= Ivan Chuikov. The State Tretyakov Gallery. Moscow, Russia

= Windows. Institute of Contemporary Art. Moscow, Russia

= Windows. Centre of Contemporary Art. Filial N. Novgorod. N.
Novgorod, Russia

1997
= Galerie Zellermayer. bepnuH, lepmanus
= Galerie Karenina. BeHa, ABcTpusi.

1996

= One Painting Show. LiepkoBb AHTOHUTEHKNPXE. KENbH,
lepmaHns

= Fragmente der Leere. Galerie Inge Baecker. KénbH, lepmaHus

1995
= ®parmeHTbl HTepbepa. lanepes PUIXWHA. Mocksa, Poccus
= Teopus otpaxenus IV. Fanepes XL. Mocksa, Poccus

1994

= Deweer Art Gallery (coBmecTHo ¢ . KabakoBbIM 1

B. 3axapoBbim). Oterem, benbrus

= Stammbaum der Analyse. Galerie Inge Baecker. KénbH,
l'epmanus

= Teopust otpaxeHus Il (coBmecTHo c H0. JlenpepmaHom).
Galerie Inge Baecker. KénbH, lepmanus

1993
= Ivan Chuikov. Galeria Paolo Sprovieri. Pum, Utanus

1992
= Teopus otpaxenus |. Fanepes PUIXWHA. Mocksa, Poccus
= OparmenTbl. [anepesi XL. MockBa, Poccusi

19N

= Galerie Inge Baecker (coBmecTHo ¢ M. KHuxakom). KénbH,
lepmaHns

= Galerie Eva Poll (coBmecTHo ¢ A. Koconanosbim 1

. BenkuHbim). bepauH, F'epmaHus

1990
= Ivan Chuikov. Galerie Inge Baecker. KénbH, lepmanus
= Ivan Chuikov. Galerie Ynguanzo. Magpua, licnanus

1989

= Ivan Chuikov. Kunstferein. MioHcTep, lepmanus

= [lporpamma XyaoxHuku B peauaeHuuy WPA. BawuHrroH, CLUIA
= Ivan Chuikov. Kunstferein. Bunedenba, lepmanus

1987

= New Aquisitions (coBmecTHo ¢ W. KabakoBbim).
Museum fiir Gegenwartskunst. basenb, LLBeiiuapus
= 7 oparmeHTOB. 06beanHeHne IpMuTax.

MockBsa, Poccus

1979

= Three Soviet Photographers. Centre Pompidou. Mapux,
OpaHums

[PYNNOBBIE BbICTABKM (MSEPAHHOE):

2009
= [l MockoBckas BuieHHane coBpemMeHHoro nckyccrsa. LleHTp
coBpeMeHHoli KynbTypbl Fapax. Mocksa, Poccus

2008-2009

= That Obscure Object of Art. Kunsthistorisches Museum.
BeHa, AcTpusi; Ca’Rezzonico. BeHeuws, Utanus

2007

= MpuknioyeHns «YepHoro kBagpatax. [0CynapCTBEHHbI
Pycckuii my3eii. CaHkT-leTep6ypr, Poccus

2006

= Works on the Edge — A New Selection of the Ludwig Col-
lectrion. Ludwig Museum — Museum of Contemporary Art.
Bynanewr, Benrpus

= Depositary of Dreams. White Space Gallery. JloHaoH,
BenukobputaHus

1997
= Galerie Zellermayer. Berlin, Germany
= Galerie Karenina. Vienna, Austria

1996

= One Painting Show. Antoniter Kirche. Cologne, Germany
= Fragmente der Leere. Galerie Inge Baecker. Cologne,
Germany

1995
= Fragments of Interior. REGINA Gallery. Moscow, Russia
= Theory of Reflection IV. XL Gallery. Moscow, Russia

1994

= Deweer Art Gallery (with |. Kabakov & V. Zacharov). Otegem,
Belgium

= Stammbaum der Analyse. Galerie Inge Baecker. Cologne,
Germany

= Theory of Reflection Il (with U.Leiderman). Galerie Inge
Baecker. Cologne, Germany

1993
= Ivan Chuikov. Galeria Paolo Sprovieri. Rome, Italy

1992
= Theory of Refection I. REGINA Gallery. Moscow, Russia
= Fragments. XL Gallery. Moscow, Russia

199N

= Galerie Inge Baecker (with M.Knizak). Cologne, Germany
= Galerie Eva Poll (with A.Kosolapov & l.Belkin). Berlin, Ger-
many

1990
= lvan Chuikov. Galerie Inge Baecker. Cologne, Germany
= Ivan Chuikov. Galerie Ynguanzo. Madrid, Spain

1989

= lvan Chuikov. Kunstferein. Miinster, Germany
= Artist in Residence at WPA. Washington, USA

= lvan Chuikov. Kunstferein. Bielefeld, Germany

1987

= New Aquisitions (with I. Kabakov).

Museum fir Gegenwartskunst. Basel, Switzerland
= 7 Fragments. Moscow Association Hermitage.
Moscow, Russia

1979

= Three Soviet Photographers. Centre Pompidou. Paris,
France

GROUP SHOWS (SELECTION):

2009
= [l Moscow Biennale of Contemporary Art. Center for Con-
temporary Culture Garage. Moscow, Russia

2008-2009

= That Obscure Object of Art. Kunsthistorisches Museum.
Vienna, Austria; Ca’Rezzonico. Venice, Italy

2007

= Adventure of the Black Square. The State Russian Museum.
Saint-Petersburg, Russia

2006

= Works on the Edge — A New Selection of the Ludwig
Collection. Ludwig Museum — Museum of Contemporary Art.
Budapest, Hungary

= Depositary of Dreams. White Space Gallery. London, UK
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2005

= Pycckuii non-apT. locynapcTBeHHas TpeTbskoBckast
ranepes. Mocksa, Poccus

= Russia. Guggenheim Museum. Hbto-llopk, CLLA

= CMbICA X13HM — CMbICA UCKYcCTBa. [ocynapcTBeHHas
TpeTbsikoBckas ranepes. Mocksa, Poccusi

2004
= Einladung zur Hinrichtung. Galerie Schippenhauer. KenbH,
lepmanus

2003

= Berlin — Moscow. Martin-Gropius Bau. bepauH, lepmanus
= MockBa — bepnuH. ['ocynapcTBeHHbIi ICTOpUYECKUI
Mmy3ei. MockBa, Poccusi

2001

= OTubl 1 getn. Mocksa, Poccusi

= Accrochage. Galerie Inge Baecker. KénbH, lepmaHus

= HanpaBneHue — Boctok. Ha nyTu k T'umanasm. Manepes
KnHo. MockBa, Poccus

2000

= Festival du Garonne. Tyny3a, ®paHuus

= Russische Zweite Avantgarde. Galerie Karenina. BeHa,
AscTpus

1999
= Kunst in Untergrund. Nonkonformist Kiinstler aus Sovjet
Union. Albertina. Bena, ABcTpus

1998

=Forbidden Art. The Postwar Russian Avant-Garde. Passadena
Art Centre College of Design. MNacaneHa, CLIA

= Russlands Zweite Avantgarde. Museum Moderner Kunst.
Naccay, lrepmaHus

1997

= doToacTageTa: oT PogueHko 4o Hawwux aHen. Myseii
doTokonnekumii. Mocksa, Poccus

= ickyccTBO HOH-KOH®OpPMU3Ma 13 CoseTckoro Cotosa.
Exhibitionhall Mucharnik. Bysanewr, Benrpus

= Buorpadus B nucbMax. Pycckiuii KynbTypHbIA LLEHTP.
Bynanewr, BeHrpus

= Jahresgaben 1997. Kdlnischer Kunstverein. KénbH,
lepmaHus

1996

= Die Welt ist wie ein zerbrochener Spiegel. Galerie Inge
Baecker. KénbH, l'epmanus

= HoH-koH®opmucTbI. BTopoli pycckuii aBaHrapa. 1955-1988.
N3 cobpaHuin bap-Tepa. locynapcTBeHHbIl Pycckuii My3eid.
CankT-leTepbypr, Poccus; MocynapcteeHHas TpeTbsaikoBCKas
ranepes. MockBa, Poccus; Stadelisches Kunstinstitut.
OpaHkdypT-Ha-MaiiHe, lepmaHus

= Archttecture of a Landscape. Limerick City Gallery of Art.
JNinmepuk, Upnanauns

1995

= Kunst im Verborgenen. Wihelm — Hack Museum.
JNiopsurcxadeH, FrepmaHus

= 3a ropusoHTOM. BbicTaBouHbIN 3an benseBo. Mocksa,
Poccus

= Kréftmessen. Parallel program. MioHxeH, lepmaHus

= loma. BbicTaBoYHbIl 3an BensieBo. Mocksa, Poccus

= MynbTunamkaums. BoictaBouHbli 3an Kawmpka. Mocksa,
Poccus

1994

= Dear John. Galerie Sophia Ungers. KénbH, lepmaHus

= A Painting Show. Deweer Art Gallery. Oterem, benbrus

= [pynnoBas BbicTaBka. Manepes Fine Art. MockBa, Poccus
= ®ecTnBanb coBpeMeHHoro nckyccraa. Coun, Poccus

2005

= Russian Pop-Art. The State Tretyakov Gallery. Moscow,
Russia

= Russia. Guggenheim Museum. New York, USA

= Essence of Life — Essence of Art. The State Tretyakov
Gallery. Moscow, Russia

2004
= Einladung zur Hinrichtung. Galerie Schiippenhauer. Cologne,
Germany

2003
= Berlin — Moscow. Martin-Gropius Bau. Berlin, Germany
= Moscow — Berlin. State Historical Museum. Moscow, Russia

2001

= Fathers and Sons. Moscow, Russia

= Accrochage. Galerie Inge Baecker. Cologne, Germany

= Direction — East. On the way to Himalayas. Kino Gallery.
Moscow, Russia

2000
= Festival du Garonne. Toulouse, France
=RussischeZweite Avantgarde. Galerie Karenina.Vienna, Austria

1999
= Kunst in Untergrund. Nonkonformist Kiinstler aus Sov jet
Union. Albertina. Vienna, Austria

1998

= Forbidden Art. The Postwar Russian Avant-Garde. Passadena
Art Centre College of Design. Pasadena, USA

= Russlands Zweite Avantgarde. Museum Moderner Kunst.
Passau, Germany

1997

= Photo-relay: from Rodchenko till nowadays. Museum of
photo collections. Moscow, Russia

= Nonconformist Art from the Soviet Union. Exhibitionhall
Mucharnik. Budapest, Hungary

= Biography in letters. Russian Cultural Centre. Budapest,
Hungary

= Jahresgaben 1997. Kélnischer Kunstverein. Cologne,
Germany

1996

= Die Welt ist wie ein zerbrochener Spiegel. Galerie Inge
Baecker. Cologne, Germany

= Nonkonformisten. Zweite Russische Avantgarde. 1955-1988.
Sammlung Bar- Gera. The State Russian Museum. St. Peters-
burg, Russia; The State Tretyakov Gallery. Moscow, Russia;
Stédelisches Kunstinstitut. Frankfurt-am-Main, Germany

= Archttecture of a Landscape. Limerick City Gallery of Art.
Limerick, Ireland

1995

= Kunst im Verborgenen. Wihelm — Hack Museum.
Ludwigshafen am Rhein, Germany

= Beyond the Horizon. Belyaevo exhibition space. Moscow,
Russia

= Kréftmessen. Parallel program. Munich, Germany

= At Home. Belyaevo exhibition space. Moscow, Russia

= Multiplication. Kashirka exhibition space. Moscow, Russia

1994

= Dear John. Galerie Sophia Ungers. Cologne, Germany
= A Painting Show. Deweer Art Gallery. Otegem, Belgium
= Group Show. Moscow Fine Art Gallery. Moscow, Russia
= Festival of Contemporary Art. Sochi, Russia

1993

= Caisse de Depot. Mapux, ®paHums

= Adresse Provisoire. Musee de la Poste. Mapux, ®paHums

= HauuoHanbHble Tpaguuumn 1 NOCTMOAEPHU3M.
locynapcTBeHHan TpeTbsikoBckas ranepes. Mocksa, Poccus
= Art Hamburg. Galerie Inge Baecker. lam6ypr, l'epmaHus

1992

= Herbarium. Kunsthalle Exnergasse zusammen mit Galerie
Wien. BeHa, ABcTpuis

= A Mosca... a Mosca. Villa Compolieto. 3pkonaHo, Utanus

= International Pop-Art Il. Galerie Inge Baecker. KénbH,
lepmaHns

= Gedankenstrich. Heinrich Heine Institut. lloccenbaopo,
lepmaHns

= Europe — America. Kolodzei Art Foundation. Cuatn, CLUA

19N

= Staatsportrat/ Kiinstler der Galerie. Galerie Inge Baecker.
KénbH, lepmaHus

= Peace Exhibition. Galerie Schulze. KénbH, lepmaHus

= Gulliver Travels. Galerie Sophia Ungers. KénbH, lepmanus
= Artistas Rusos Contemporaneos. Auditorio De Galicia.
CaHtbsiro oy Komnoctena, icnaHus

= Sowjetische Kunst heute aus der Sammlung Ludwig.
Stadtsgalerie Villa Dessanev. baméepr, lepmaHus

= Ostkunst — Westkunst. Ludwig Forum. AaxeH, lepmaHus
= Modern Art from Russia — Contemporary Masters. 1991
Hong Kong Art Festival. FoHkoHr, KuTaii

= MANI Museum. Clementinerkloster. ®paHkdypT, lepmaHus
= Back to Square One. Gallery Berman E.N. Hblo-fopk, CILA
= From Thaw to Perestroika — Contemporary Soviet Art. Seta-
gaya Art Museum. Tokwo, AnoHns

= Ausstellung Emanuel Hoffmann Stiftung 1980-1990. Mu-
seum fir Gegenwartskunst. basenb, LLiBeiiuapus

= Maestri Sovietici Contemporanei. Casa Giorgio Cini.
Oeppapa, Utanus

= Arbeit mit Fotografie. Osteuropéisches Kulturzentrum.
KénbH, Fepmanus

= In the Rooms. Dom Kultury. Bpatucnasa, Cnosakus

1990

= Green Show. Exit Art. Hblo-opk, CLLA

= B cTopoHy o6bekTa. BoicTaBouHbIn 3an Kawwupka. MockBa,
cccp

= L'oro di Milano. Milano Galeria. MopTo CepBo, UTanus

= In de USSR en Erbuiten. Stedeljik Museum. AmcTepaam,
HupepnaHabl

= Adaptation and Negation of Socialist Realism. Aldrich Mu-
seum of Contemporary Art. Punxdenbg, CLIA

= pyroe uckyccrso. [ocynapcTeHHas TpeTbsikoBcKast
ranepes. Mocksa, CCCP

= Soviet Contemporary Art. Alpha Cubik Gallery. Tokuno, inoHus
= OT peBostoLMN 10 NepecTpoiiki. CoBETCKOe NCKYCCTBO
13 cobpanus M. Nloasura. XynoxecTBeHHbI My3eii. JlyHa,
LBeuys

1989

= loporoe nckyccTBo. JlBopeL, monogexu. Mocksa, CCCP

= Wirklichkeit als Konzept. Galerie Inge Baecker. KénbH,
lepmaHns

= Behind the Ironic Curtain. Phyllis Kind Gallery. Hbto-lopk,
CLIA

= Von der Revolution zur Perestroika: Sowjetische Kunst
aus der Sammlun Ludwig. Kunstmuseum Lucerne. JliouepH,
LUBeiiuapus

= Art Contemporaine Sovietique. Hotel de Ville. Ctpac6ypr,
OpaHuus

1988-1989
= FRAC. MaTble MexayHapoaHble MacTepckue fenapTameHTa
Jlyapbl. ®OpaHuus

1993

= Caisse de Depot. Paris, France

= Adresse Provisoire. Musee de la Poste. Paris, France

= National Tradition and Postmodernism. The State Tretyakov
Gallery. Moscow, Russia

= Art Hamburg. Galerie Inge Baecker. Hamburg, Germany

1992

= Herbarium. Kunsthalle Exnergasse zusammen mit Galerie
Wien. Vienna, Austria

= A Mosca... a Mosca. Villa Compolieto. Ercolano, Italy

= International Pop-Art Il. Galerie Inge Baecker. Cologne,
Germany

= Gedankenstrich. Heinrich Heine Institut. Disseldorf,
Germany

= Europe — America. Kolodzei Art Foundation. Seattle, USA

199N

= Staatsportrat/ Kiinstler der Galerie. Galerie Inge Baecker.
Cologne, Germany

= Peace Exhibition. Galerie Schulze. Cologne, Germany

= Gulliver Travels. Galerie Sophia Ungers. Cologne, Germany
= Artistas Rusos Contemporaneos. Auditorio De Galicia. San-
tiago di Compostela, Spain

= Sowjetische Kunst heute aus der Sammlung Ludwig.
Stadtsgalerie Villa Dessanev. Bamberg, Germany

= Ostkunst — Westkunst. Ludwig Forum. Aachen, Germany

= Modern Art from Russia — Contemporary Masters. 1991
Hong Kong Art Festival. Hong Kong, China

= MANI Museum. Clementinerkloster. Frankfurt, Germany

= Back to Square One. Gallery Berman E.N. New York, USA

= From Thaw to Perestroika -Contemporary Soviet Art. Seta-
gaya Art Museum. Tokio, Japan

= Ausstellung Emanuel Hoffmann Stiftung 1980-1990. Mu-
seum fur Gegenwartskunst. Basel, Switzerland

= Maestri Sovietici Contemporanei. Casa Giorgio Cini. Ferrara,
Italy

= Arbeit mit Fotografie. Osteuropéaisches Kulturzentrum.
Cologne, Germany

= In the Rooms. Dom Kultury. Bratislava, Slovakia

1990

= Green Show. Exit Art. New York, USA

= Toward the object. Kashirka exhibition space. Moscow, USSR
= L'oro di Milano. Milano Galeria. Porto Cervo, Italy

= In de USSR en Erbuiten. Stedeljik Museum. Amsterdam,
Netherlands

= Adaptation and Negation of Socialist Realism.

Aldrich Museum of Contemporary Art. Ridgefield, USA

= Alternative Art. The State Tretyakov Gallery.

Moscow, USSR

= Soviet Contemporary Art. Alpha Cubik Gallery. Tokio, Japan
= Sovietkonst i dag ur Ludwigs Samlingar. Konsthall.

Lund, Sweden

1989

= Precious Art. Youth Palace. Moscow, USSR

= Wirklichkeit als Konzept. Galerie Inge Baecker. Cologne,
Germany

= Behind the Ironic Curtain. Phyllis Kind Gallery. New York, USA
= Von der Revolution zur Perestroika: Sowjetische Kunst

aus der Sammlun Ludwig. Kunstmuseum Lucerne. Lucerne,
Switzerland

= Art Contemporaine Sovietique. Hotel de Ville. Strassburg,
France

1988-1989
= FRAC. Cinquieme Ateliers Internationaux des Pays de la
Loire. France

417



418

1988

= Ich lebe — Ich sehe. Kunstmuseum. BepH, WBeiiuapus

= Exhibition of contemporary Soviet Art. Botanic. Bpioccenb,
Benbrus

= Group show of Russian Artists. Galerie de France. Mapux,
OpaHums

= Onumnuapa nckyccts. Ceyn. lOxHas Kopes

1987

= 06bekT. MoCcKOBCKUIA 06bEANHEHHDBIN KOMUTET XY LOXHUKOB-
rpagukoB. Mocksa, Poccus

= Xunuwe. 06venyHeHne «apmutax». Mockea, CCCP

= PectpocnekTuga |, 1960-1975, Petpocnektusa lI, 1975-1987
= 06beanHeHne «3pmuTax». Mocksa, CCCP

= FIAC. Galerie de France. Mapux, ®paHums

1986
= 18 XynoXHUKoB. MoCKOBCKWIi 06beAMHEHHBI KOMUTET
XYOOXHUKoB-rpadukos. Mocksa, CCCP

1984

= XvBonuch 1 poTorpadus. XyLoXeCTBEHHbIi My3ell TapTy.
Tapty, 3cTOHMSA

= Tradition and Contemporary Art. lioccenbnopd, laméypr

1983

= BbicTaBka rpaduki 1 pucyHka. MockoBCKuin 06benHEHHbII
KOMUTET XyLOXHUKoB-rpadukos. Mocksa, CCCP

= City without Walls — Come yesterday and You'll be the First.
Hbtoapk, Hbto Ixepcu, CLUIA

1981

= Nouvelles tendences de I'art Russe non officiel 1970-1980.
Le Centre Culturel de la Villedieu. Mapwux, ®paHuus

= 25 neT COBETCKOro HeodULManbHOro nckyccrsa. Hoio
Ixepcwm, CLUA

= BoamoxHocTu doTorpadum. LLeHTp TexHUYeckoii acTeTuku.
Mocksa, CCCP

1979

= LiseT, dopma, npocTpaHcTBO. MOCKOBCKMI 06beANHEHHbII
KOMUTET XyLOXHUKoB-rpadukos. Mocksa, CCCP

= Other Child Book. Remont Gallery. Bapwasa, MonbLua

1978

= [pynnoBas BbicTaBKa. LieHTpanbHbiii lom YueHbix. MockBa,
cccp

= Unofficial Soviet Art (on Biennale material). Jlogw,
BennuHzoHa, TypuH, Utanus

1977

= Venice Biennale. Beneuus, Utanus

= Conceptual Art, Visual Poetry, Happening etc. Laboratorio
Gallery. MunaH, Utanus

1976
= HeoouumanbHas BbicTaBka B MacTepckoii JI. CokonoBa.
Mockea, CCCP

1967
= VI MonopexHasi BbicTaBka MOCKOBCKUX XYOXHUKOB.
Mockea, CCCP

1965
= [pynnoBas BbiCTaBKa MOJIOAbIX XyAOXHNKOB. BcecotosHoe
TeaTpasnbHoe obuecTso. Mocksa, CCCP

1957

= BbicTaBKa M0s10AbIX COBETCKMX XYA0XHUKOB K VI
BcemupHoMy decTuBasio MONOLEXM U CTyAEeHTOB. Akafemus
xynoxects CCCP. Mockea, CCCP

1988

= Ich lebe — Ich sehe. Kunstmuseum. Bern, Switzerland.

= Exhibition of contemporary Soviet Art. Botanic. Brussels,
Belgium

= Group show of Russian Artists. Galerie de France. Paris,
France

= Olympiade des Arts. Seoul, South Corea.

1987

= Object . Gorcom Grafikov. Moscow, USSR
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