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Heresies is an idea-oriented journal devoted to the Main Sue Heinemann Many thanks to our donors:

_ Collective ] Alterman & Boop, P.C.
examination of art and politics from a feminist Elizabeth Hess Amos Technologies
Emma Amos b High Stephanie H. Bernheim
perspective. We believe that what is commonly called art yn Hughes Barbara Duarte Esgalhado
Zehra F. Arat Ronald Feldman Fine Arts
.. : ; y Joyce Kozloff
can have a political impact and that in the making of art ) ) June Kelly Gallery
Julie A. Christensen 2
2 ) e Arlene Ladden L0, Xiuyuan
and all cultural artifacts our identities as women play Susan Spencer Crowe C. Lee .
Ellen Lanyon Sheila Levrant de Bretteville
a distinct role. We hope that Heresies continues to Mila Dau ) ) Miriam Mahari
Nicky Lindeman Jane Pincus
; ) ) . . T ice Di
stimulate dialogue around radical political and aesthetic ennessee Rice Dixon Lucy R. Lippard %Zr:i[:y%ep?nsford
theory as well as to generate new creative energies Barbara Duarte Melissa Meyer Albert & Sara B. Webster
’ ; : Esgalhado s
among women. It is a place where diversity can be oo Robin Michals Many thanks to our
arole Grego i .
articulated. We are committed to broadening the =Rl Sabra Moore Sirbams. atd afflcad vl e
Kellie Henry ) Raney Arqnson
definition and function of art. Linda Peer Rachel Hinton
Laura Hoptman Mt Potisiser Ellen McCarthy
Heresies is published by a collective of feminists, some po— y 8 Natasha Saltrup

) ) L Carrie Rickey
of whom are also socialists, marxists, lesbian feminists, Evelyn Leong Guidelines for Contributors:

Elizabeth Sacre i ) )
Heresies publishes feminist fiction,

or anarchists; our fields include painting, sculpture, Loretta Lorance il St
Miriam Schapiro nonfiction, political/cultural commentary,
writing, curating, literature, anthropology, political L, Xiuyuan ) poetry, experimental writing, page art, and
Amy Sillman every kind of visual art. Each issue has a
} . : : ific thematic orientation; please indicate
science, psychology, art history, printmaking, Judy Molland speci ;
< Joan Snyder on your envelope which theme(s) your work

Joey Morgan addresses. Manuscripts should be typed
double-spaced. Visual material should be
submitted in the form of a xerox, photograph,

or slide with artist's name, title, medium,

photography, illustration, and artists’ books. While the Elke M. Solomon

S . ) Michele Morgan )
themes of the individual issues are determined by the Pat Steir

Vernita Nemec

collective, each issue has a different volunteer editorial May Stevens size, and date noted; however, Heresies
Ann Pasternak R must have a b&w photograph or equivalent to
staff composed of members of the mother collective and ) Ll publish the work, if accepted. We will not be
Sara Pasti SUsana Torre responsible for original art. All material must
other women interested in that theme. Heresies provides Tavia Portt be accompanied by an SASE if you wish it to
avia Fo Cecilia Vicufia be returned. We do not publish reviews or
experience for women who work editorially, in design, and monographs on contemporary women. We
Martha Townsend Elizabeth Weatherford cannot guarantee acceptance of submitted
in production. Heresies tries to be accountable to and in material. Heresies pays a small fee for
A . Sally Webster published work.
: i i ihi ~ ssociates . i
touch with the international feminist community. Faith Wilding Heresies: A Feminist Publication on Art
X i X Ida Applebroo X ) and Politics is published twice a year by
As women, we are aware that historically the connections PP g Nina Yankowitz Heresies Collective Inc., 280 Broadway, Suite
Patsy Beckert 412, New York, NY 10007. Subscription
between our lives, our arts, and our ideas have been Holly Zox rates for 4 issues: $23/individuals,

$33/institutions. Outside the U.S., add $6
per 4 issues postage. Single copies of
Gail Bradney - current issue: $6.75. ‘ ]
can function as a means to dissolve the alienation Gt Advisors /E:gg:(e':::iscf)‘r’raéfgﬁdtﬂ‘g’;‘(’;ig:::i;
athie Brown = 1
Vivian E. Browne PO Box 1306, Canal Street Station,
New York, NY 10013.

Joan Braderman
suppressed. Once these connections are clarified, they

between artist and audience and to understand the Cynthia Carr

Ada Ciniglio
relationship between art and politics, work and workers. Josely Carvalho Heresies, ISSN 0146-3411, Vol. 7, No. 2,
Elain Lustig Cohen Issue 26. © 1992, Heresies Collective Inc.
i ’ All rights reserved.
As a step toward the demystification of art, we reject the Lenora Champagne

El ; ’ .
Gianor Munig Heresies is indexed by the Alternative Press

standard relationship of criticism to art within the present Chris Costan : . Index, Box 33109, Baltimore, MD 21218,
Linda Nochlin y N
and the American Humanities Index,

Mary Beth Edelson PO Box 958, Troy, NY 12181.

system, which has often become the relationship of Barbara Quinn

: Su Friedri
advertiser to product. We will not advertise a new set of Hhylegrian Jane Rubin
: : Janet Froelich This publication has been
genius-products just because they are made by women. Ann Sperry made possible, in part, with
C. Palmer Fuller : / ;
We are not committed to any particular style or aesthetic ) ) Hosg el public funds from the New
Michele Godwin York State Council on the Arts.
or to the competitive mentality th .
0oL P yiaaE senanes Wis S Pennelope Goodfriend We also wish to thank the
world. Our view of feminism is one of process and Vanalyne Green Ms. Foundation for Education
and Communication, Inc., for
change, and we feel that through this dialogue we can Kathy Grove their generous support of the
foster a change in the meaning of art. Harmony Hammond idiomA project
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“Reading Heresies is more fun than a
barrel of monkeys . . . thought-provoking
and enlightening . . . . A splendid journal;
try it, you'll love it!”

Women Library Workers Journal

”Thé masthead reads like a Who's Who of
feminist artists, critics, writers, performers,
art historians, etc. But Heresies is much
more than the sum of its parts. When you
open the well-produced magazine you are
confronted by a kaleidoscopic assemblage
of literature, art, interviews, reportage,
theory, and history that works to broaden
the definition and function of art.”

Utne Reader

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

Magazine For Libraries

“This is the kind of magazine you can read

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

Whole Earth Review

Subscribe to Heresies

Upcoming Issues:
iViva Latinal Women on Men
Biography/Autobiography  Hair

Current Issue
O 26. IdiomA (Russian issue) — $6.75

SUBSCRIPTIONS

Please start with issue no. :
Four issues: O Individual — $23 O Institutional — $33

Back Issues
$6 each/three for $15:

O 7. Women Working Together O 17. Acting Up (performance)

O 9. Women Organized/Divided O 18/19. Mothers, Mags...plus Satire
O 10. Women and Music O 10. Women & Activism

O 14. Women and Architecture O 21. Food Is a Feminist Issue

O 13. Feminism and Ecology O 22. Artin Unestablished Channels
O 14. Women's Pages (page art) O 23. Coming of Age

O 15. Racism Is the Issue O 24. 12 Years (anniversary issue)

O 16. Film/Video/Media O 25. The Art of Education

Limited-Quantity Back Issues
(prices subject to increase without notice)
O 1. The First Issue (Jan. 1977) $15

O 3. Lesbian Art & Artists (photocopy) $15
O 5. The Great Goddess (reprint) $35

6. On Women and Violence $15
8. Third World Women $15

OO

Contributions

O | like what you Heretics are doing. Included is a tax-deductible contribution of $

Dear Heretics, Feminism is not dead or post-anything. Please enter
my subscription for the term indicated and/or send any back or current
issues I've checked to the following address:

Name

Street Address/P.0O. Box

City/State/Zip

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

HERESIES PO Box 1306, Canal St. Station, New York, NY 10013
L A
Jet | 2iays
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A FEMINIST PUBLICATION ON ART AND POLITICS

FROM THE RUSSIAN EDITORS OF IDIOMA 4

THE STORY OF IDIOMA 4
Alla Efimova

FROM THE U.S. EDITORS OF HERESIES ©

REFLECTIONS OF RESISTANCE: Women Artists on Both Sides of the Mir 8
Jo Anna Isaak

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

WHY HAVE THERE BEEN NO GREAT WOMEN ARTISTS? 38
Linda Nochlin (Russian transiation)

AROUND b : Power and the Magic of Writing 44
Irina Sandomirskaya

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

THE FIRST FEMINIST ART EXHIBITIONS IN THE U.S.S.R. 62
Esther Zhezmer

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

DEALING WITH GENDER: Two Shows 77
Olesya Turkina and Victor Mazin

WOMAN WORKER 80
Yelena Selina

THE REVOLT OF THE DAUGHTERS 83
A Personal Recollection of Aleksandra Korsakova
As Told to Irina Sandomirskaya by Olga Petrochuk

A CONVERSATION WITH ALEKSANDRA KORSAKOVA (1904-1990) 91

FEMINITY AND POWER: Participants’ Statements 95
Olga Astafieva, Olga Chernysheva, llona Gansovskaya, Natalya Kamenetzkaya, Yekaterina Kornilova,
Ludmila Markelova, Tatyana Petrova, Tatyana Spasolomskaya, Natalya Turnova
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9 ®EMHHHCT NABJHKEHWHIIH OH APT 3H/J NMOJIMTHKC

4 BCTYINHTE/JbHASl CTATbSl PEAAKIHOHHOH I'PYTIIbI «HIHOMBbI>»

4 HCTOPHS «HIHOMDI»
Asta EGHMOBA

6 BCTYNHTE/IbHASI CTATbSI AMEPHKAHCKOH «XEPECH3»

8 PE®DJIEKCHH MPOTHBOCTOSHHSA: XXEHILIUHbI — XYAOXKHHLIbI B /IBYX KOHLIAX MHPA
/xo AHHa HCAAK
Hatanbsi Hecteposa, HaTanbsi loHuapoBa, JIruGosb [lonosa, Bapsapa CTenaHoBa, Cappa JlebeneBa, Bepa MyxuHa,
ExaTeprHa XukoBa, YueHukH H. PenuHa, Tamapa CTapskeHelKasi, HpuHa CrapxeHelkas, /bkeMma CKyJsibMe, Hpa JaTyJloBcKasi,
AnekcaHap CamoxBaJios, TaTbsiHa Ha3apeHko, HaTanbsi TypHoBa, EneHa Kennep, Ceetyiana BoraTtup, Knapa MosuLbIHa,
EneHa ®urypuHa, Bepa MuTypuu-XseGHukoBa, Bepa Xsie6HukoBa, HoHHa ['poHoBa, benna MaTBeeBa, WprHa HaxoBa,
Mapusi KoHcTaHTHHOBA, Enena Enaruna, Osibra UepHbimesa, JlioaMusia CkpurikuHa W Ojier [leTpeHko, CBeTJiaHa KomnblCTsIHCKa st

38 TMIOYEMY HE BbIBAET BEJIMKHX XYZIO>XKHHII?
JluHaa HOKJIMH

44 BOKPYI «b» ByiaCTb MU Marusi NMMCbMEHHOCTH
Hpnna CAH/ZIOMHPCKAS
HpuHa KykcuHuTe, Anekcanapa /leMeHTbeBa, Mapusi CepebpsikoBa, Maiisi XJI00bICTHH,
JlloamMuna MakesioBa, Hata KoHbieBa, Mapta Bosika, EneHa PomaHOBa

62 IEPBbBIE PEMHHHCTCKHE BbBICTABKH B CCCP
Scupb XKE3MEP
Onbra Actabesa, Anekcanapa Kopcakosa, TaTbsiHa CriacoJioMckasi, EkaTepuHa KopHHIoBa, OJibra YepHblleBa,
Mnona "aHcoBckasi, Jlioamuna MapkesioBa, TaTbsiHa [leTpoBa, HaTanbsi TypHoBa, HaTasibsi KaMeHelkas

77 <«TEKCTBYAJIbBHOE HCKYCCTBO JIEHHHI'PAJJA» + «YMEJIBIE PYUKH»
Ostecs1 TYPKHHA, Buktop MA3HH

80 «PABOTHHLA>»
Enera CEJIHHA

83 BOCCTAHHE JOYEPEH
Osbra METPOYYK

91 Anekcangpa KOPCAKOBA (1904-1990)

95 2>KEHCTBEHHOCTb H BJIACTb T'OBOPSIT YYaCTHHLb BBICTaBKH «b»
Osibra ActagbeBa, Osbra YepHbiwena, UnoHa ["aHcoBckasi, HaTasibsi KameHelikasi, EkaTepuHa KopHuJioBa,
Jlioamuna MapkesioBa, TaTbsiHa [leTpoBa, TaTbsiHa Criacosiomckasi, Hatasbsi TypHoBa

KYPHAJI ®EMHHHCTCKOH
NNOCT-TOTAJIMTAPHOH KPHTHKH

A JOURNAL OF FEMINIST
POST-TOTALITARIAN CRITICISM
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From the Russian Editors of IdiomA

The end of the colonial era has led to paradigmatic shifts in
the humanities and social sciences, making postcolonial discourse
a major theoretical influence. Today the collapse of many so-called
totalitarian regimes calls for a similar reorientation. IdiomA aims to
contribute to and challenge methods of cultural analysis —
including feminism, Marxism, psychoanalysis, semiotics, discourse
analysis, and others — while explicitly taking into consideration the
phenomenon of totalitarian societies.

IdiomA has both an international and a cross-disciplinary
perspective, following the conviction that contributions from
sociology, political science, anthropology, and linguistics can
greatly benefit cultural theory. At the same time, we believe that
theorizations of culture are to be found not just in scholarly writings
but also in artistic practice.

We further believe that the histories of both democratic and
totalitarian societies are part of the modern project. The
problematics of cultural theory in the West are largely determined
by “forgetting” the cultural forms that modernity assumed in other
societies, such as the ex-Soviet bloc countries. IdiomA will foster
interdisciplinary and international dialogues by aiming to
reformulate such issues as culture and power, the functioning of
ideology, political systems and gender, and strategies of
resistance, and by juxtaposing and comparing the cultural
mechanisms at work in Eastern and Western societies.

Recent political changes in Eastern Europe made public for
the first time the discussions and investigations of “totalitarian”
structures in these countries. This easing of censorship, together
with improved access to Western sources and historical materials,
has resulted in many unorthodox writings on culture and politics,
some of which are now becoming available to the Western reader
[ed. note: see, e.g., the upcoming work by IdiomA editorial

committee members Efimova and Manovich, Russian Essays on

4 Heresies/idiomA

Visual Culture (Chicago: University of Chicago Press, 1993)].
“The Philosophical Foundations of Postmodern Culture” workshop
was the pioneer in this development; IdiomA continues the
intellectual exchange between Western and East European

scholars and critics.

The Story of IdiomA

Alla Efimova

The story begins in 1979 when | was dismembered by an
immigration clerk at the border. While transcribing my
documents into English she made a clean incision, without
a drop of ink, and cut off the a from the end of my name. It
was thrown into the sea, into the void between the two
continents and two idioms. The aturned into aphros — the
white sea foam — and perhaps Aphrodite was born from it
and stepped out onto the island of Cyprus, but | was not
informed of such an occurrence.

This was the slow sonorous a-a-a drawn out by my aunt
when she spoke; the punctured a,a,a . . . of my father when
he hesitated; the elevated capital A of Anna Akhmatova.
| missed it but was learning to do without.

No, the story begins in 1989 when | landed in Moscow
again. There | met the other editors of /diomA and knew
right there and then that my precious letter could be gotten
back, although it would be only a prosthesis. We shared
many a's: Efimova, Kamenetskaya, Sandomirskaya. The
secret a's of women'’s sighs, fearful sobs, painful cries, and
quiet disappointments. But also the a of the Hebrew aleph
and the Greek alpha, the allegory of beginning, the first
letter of the alphabet as well as the beginning of writing and
signification.

The three of us had the magic number, the magic letter,
and the Devil came to us in dreams, or perhaps it was the
Angel of Esperanto wearing the leather jacket of an
anarchist. We traveled between Moscow and New York, we
translated and mistranslated, understood and
misunderstood, and finally pieced together this tower of
Babel on the pages of Heresies. And this is where our story
ends and the real story of IdiomA begins.

Hopefully the reader will react to it with the surprise
a-hal of recognition and understanding. But if the texts
remain obscure, just remember that the A also belongs to
anti- and against . . .
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HcTopusi Uanomnl
Anna EpumoBa

JTa UCTOpHUs HauvaJich B 1979 roay, Korja BO BpemMsi
SMUrpaluy uMHoBHMLa OBHUPa jiMuinMia MEHSI KOHEUHOCTEH.
[lepeBO/is MOM JOKYMEHTBI Ha aHTJIMACKUI, OHa cheJiasa
UHCTHIA HaJpes, 6e3 Karuld YEPHHJI, U aMITyTHPOBasa «a»

C KOHLIa Moe# (paMHJIMK. BykBY BHIOPOCHJIM B OKEaH, B
NponacTb MeXAy ABYMsI KOHTUHEHTaMH U ABYMs
uaMoMaMu. «A» ctaja a()pocoM — Oesioll MOPCKOW MEeHOMH
— U MOXET ObITb M3 HEeE poAusiach A(QpoanTa, BbllEmasi
Ha Kunp, HO MHe 00 3TOM HE COOBIIMJIH.

9TO OBIIO MEJIEHHOE, 3BYUHOE a-a-a, KOTOPOe
pacTsrvBajia B pa3roBope Mosl TETS; pa3ApobIeHHOE
a,a,a... MOEro OTLa, Korjia OH COMHEBAJICS; U BO3BhIILIEHHOE
A AHHBI AXMaTOBOM. 91 ckyydaJjia Mo Moeit 6yKBe, HO
HayuuJacb XKUTb 0e3 HEE.

HeT, nctopus Hauanack B 1989 roay, koraa s onsitb
OuyTHJacb B MockBe. TaM 51 NO3HAKOMMJIaCh C
OCTaJIbHBIMH peZlakTOpaMu MAMOMBI U cpa3y Ke MoHsa,
UTO MOsi AparoueHHasi 6ykBa MoKeT ObIThb BO3BpalleHa,
XOTs1 Obl Kak MpOTe3. Y HaC TPOMUX ObIJIO MHOIO OBMIMX «A»
— Anna, UpuHa, Hatama. CEKPETHBIX «a» >KEHCKHUX
B3/JOXOB, HCIYTaHHBIX BCXJIMIIBIBAHWI, BOJIE3HEHHBIX
PBIIaHUH U TUXHX padoyapoBaHuil. Ho, KpoMe Toro, «A»
€BpENCKOro Asie u rpeyeckoi Ab(bl, aJlIEropusi HauaJa,
nepsasi OykBa as(aBuTa, HAUAJIO MHUCbMA U 3HAUEHHUSI.

Y HaxX TpouX ObLJIO BOJIIEOHOE UMCIIO W Maruueckast
OyKBa, M K HAM BO CHE SIBJISITICSI AbSIBOJI, WJIH, MOXET GbiTh,
3TO ObiJT AHTeJ1 ICMEPAHTO B KOXAHOM KYPTKE aHAPXMCTA.
Mol e3iun Mexay Hbio HopkoM 1 MoCKBO#, MEPEBOAUIIN 1
NepenyThiBaJIM, ITOHUMaJIM U HE TTIOHMMAaJIM HUYETO, U B
KOHLIE KOHLIOB cOOpaJii 3Ty BaBUJIOHCKYIO GallHIO Ha
CTpaHMULaX «Xepe3uc». 371eCb KOHUaeMcs Mbl, U Uanoma
CTaHOBUTCS UCTOPHEN.

MBI HazZieeMcsl, UTO, UMTasi 3TOT HOMED, Bbl UCIIBITAETE
«a-ral» y3HaBaHHWsl U TTIOHUMaHKS. HO ecyii TEKCTHI
MOKaXyTCsl HEMOHATHBIMU — TOMHUTE, UTO «a» TaKXe
CTOMT BO IJIaBE CJIOBA «aHTH».
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Russian Editorial Collective
Alla Efimova

Natalya Kamenetzkaya

Irina Sandomirskaya

Translations
Raisa Rozina
Giya Tzitzuashvili

Photographs and Slides
Andrey Amelin
Mikhail Mikhalchuk

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

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

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

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

ended up saying yes. The preponderant part of the

6 Heresies/idiomA

funding came, we're delighted to say, from the Ms.
Foundation for Education and Communication, Inc.
Everything else here fell into place as the situation over
there, including the Soviet Union as a union, fell apart.

For our overview, Jo Anna Isaak reworked a chapter of her
forthcoming book on feminist issues in contemporary art, The
Revolutionary Power of Women's Laughter (Routledge). Happily
for Jo as well as for Heresies, Jo's sabbatical from Hobart and
William Smith Colleges coincided with our work on this issue. We
are grateful to Jo for spending hours hunting down and labeling
photographs when she could have been going fishing,
and for allowing us to work in her magical hidden
garden with our wonderful designer, Tina Sher. Jo also
managed to spend ten days in Moscow and St.
Petersburg in late November 1991, accompanied by
photographer Susan Unterberg, visiting studios and
photographing the work of women artists. Alla Efimova (until
recently Yefimov — see her piece on the preceding pages), a
member of the original Russian collective who is now pursuing a
Ph.D. at Cornell University in Ithaca, New York, gave hours of her
time to assessing our editorial work on the original translations
and to debating the fine points of translation with Heresies’
managing editor.

Bilingual readers will notice that the edited English
translations sometimes involve reworking, cutting and

pasting, or shortening of the Russian texts. Much
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cutting, pasting, and reconstruction also had to be done on the
Russian typesetting we were given; sometimes we had only
xeroxes to work with. One piece, Linda Nochlin’s classic 1971
essay, “Why Have There Been No Great Women Artists?” has
been printed only in Russian because it is already extremely well
known in English. Jo Anna Isaak’s very long essay has been
printed only in English for the sake of economy, but a Russian
translation has been produced in Moscow and will be included
with copies sold overseas. The production process — the hands-
on final phase of putting the actual magazine together — has
reflected the spirit and pleasure of connection and collaboration
between East and West that has been part of IdiomA’s goal from
the outset.

Last but not least, we're happy to announce that Heresies is
truly back on track again after two years of not publishing,
funding cuts, disagreements over acceptance of NEA money with
strings, losses of many veteran members, repopulation and
expansion of the main collective, and a series of significant
victories in an extremely disagreeable and prolonged lawsuit.

Welcome back, readers!
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REFLECTIONS
OF RESISTANCE:

Women Artists on Both Sides of the Mir

Jo Anna Isaak

Writing in the Idiom A

IdiomA, the title of the first Russian
feminist art magazine, the first issue of which
you are about to read, is intended to suggest
the beginning of a dialogue among women.

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

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

husbands.”
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first name plus their patronymic. Thus Russian
women are daily and doubly encoded by their
relationship to their fathers and husbands.
Ais also frequently used at the end of both
masculine and feminine names to form the
diminutive.

Many feminine diminutives are
derogatory. Baba, depending on the context,
can mean “grandmother,” “peasant woman,”
or simply “old woman,” but it is also a slang
term used in a demeaning or humorous manner
by males for adult females in general. Various
suffixes ending in a also denote the female in
occupations: bibliotekarsha (librarian),
tkachikha (textile worker), uborshchitsa
(janitor). These simply distinguish female from
male workers. However, for the more
prestigious professions, the feminine a brings
with it decidedly pejorative connotations; it
simultaneously names the woman and place in
doubt her qualifications for the job.
Inzhenersha (engineer), advokatsha (lawyer),
vrachikha or doctorsha (doctor) could be either
the wife of one of these professionals or a

134.82.70.63 on Sat, 26 Mar 2022 19:06:28 UTC
All use subject to https://about.jstor.org/terms



woman who has practiced these professions
but is not adequately-skilled or trained.

Even for some traditionally female jobs the
feminine ending casts doubt upon the woman’s
competence: sekretarsha (secretary) suggests
someone who spends more time painting her
fingernails than typing. Khudozhnitsa (artist) or
poetesa (poet) suggests, as does “poetess”
in English, affectation and dilettantism. No
woman would refer to herself by these feminine
names, for to do so would be to undermine
her professional status; instead she would
adopt the masculine name of the profession.
Significantly, uchonyj (scholar) is a masculine
noun that has no feminine form. Uchonyaya
can be used only as a adjective to mean that
a particular woman is a learned person, but
there exists no category of female scholars

as such to which she could belong. As a
learned woman, she is therefore an exception.
The word feministka (feminist) is another word
very few women would call themselves; it is
frequently used as a term of abuse. To write

in the idiom a is thus to write in the feminine

“To write in the
idiom a is thus to
write in the feminine
idiom and
simultaneously to
write under a sign

of negation.”

This content downloaded from

idiom and simultaneously to write under a
sign of negation.

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

As Lisa Tickner has pointed out, “The major
premise (and promise) of the women’s
movement since the sixties has been to find
a ‘voice’ for women, intelligible, yet separate
from the patriarchal voice, and to reclaim the
image of woman from the representations of
others.”* Reading how woman is constructed
as sign in what was, until recently, Soviet
society is like entering the futurist play The
Worldbackwards. Like many letters of the
Russian alphabet that seem reversed to us,
the ways in which “woman” is represented
is frequently the mirror inversion of the
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representation of woman in the West.

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

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

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

As a result of its suppression, they have been
working without an account of the cultural
construction of gender. Soviet women do not
share the forty years of feminist intellectual
work that followed upon Simone de Beauvoir's
1949 statement “One is not born, but rather
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HaTtanbsi HectepoBa
Natalya Nesterova, Park, o/c,
80x100 cm., 1978.

Coll. Peter Ludwig, Cologne.
Photo courtesy of Margarita
Tupitsyn.
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becomes, a woman.” Without this intellectual
history and without a theory of the construction
of subjectivity, discussions of gender take
place within the circularity of essentialist,
biological paradigms, or collapse into what Irina
Sandomirskaya here calls the sexual
“indifference” of totalitarian androgyny.

Even among the intelligentsia and artistic
groups in the Soviet Union, there is still a
strong resistance to shifting the intellectual
debate about gender equality away from its
deadlock within binary terms and facile
formulations. In a recent interview the
prominent Russian writer Tatyana Tolstaya
claimed that feminism was really a
consequence of the commonplace habit in the
West of thinking in terms of stereotypes: “You
know what feminists invented: they invented
the idea of phallocracy — that the world is bad
because it is ruled by men. That is completely
ridiculous because, for example, England is
ruled by a woman.”? Tolstaya speaks from
within the limitations of essentialist thought,
and her statements reveal both the limitations
and the sexisms inherent in construing
femininity in these terms. The fact that her
opinions are similar to those that would be
expressed by the least informed and most
unsympathetic members of our society gives
us some indication of how widespread are the
misgivings and misunderstandings about
feminism.

The artist Natalya Nesterova (b.1944)
was reluctant to be included in an all-women’s
art exhibition. She clearly felt the need to
distance herself from the category “woman
artist”: “I haven’t got a high esteem for female
artists, apart from a few exceptions. Men
happen to be more intelligent. Professions that
require a lot of wit and intelligence should be
done by men, and art is as much a matter of
the mind as it is of the heart.” When asked
about herself, she said, “Me, | am an
exception.”® In spite of such statements,
Nesterova is not at all an unsympathetic
woman. She wants only the right to forget
herself as woman, but her own comments
reveal that to do so she must participate in the
exclusion or negation of women. Nesterova is
an official artist, highly favored by the Artists’
Union, to which she was admitted in 1969. Her
views are commonplace among the few women
who have achieved prominence within male-
dominated institutions; the cost of their
success can be read in such denigrations of
their own sex.

Ironically, Soviet women can be the
strongest proponents of male chauvinism.
Galina Starovoytova is the only woman in Boris
Yeltsin’s administration. Rather than see
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herself as a forerunner for the equitable
participation of women in political life, she
repeatedly refers to herself as if she were an
aberration, saying that women have no place in
political life, thereby making her presence as
nonthreatening to her male colleagues as
possible and deterring other women from
entering the political arena. At the same time,
there are many highly politicized Soviet women
who, while being very supportive of their female
colleagues, would resist being categorized as
“women artists” or “women writers” and would
not accept the terms of our American feminist
debates. Their resistance is grounded in a
complex postrevolutionary and postwar
intellectual history.

Feminism stands in a particularly vexed
position vis-a-vis a number of conflicting
currents within both official and unofficial
Soviet ideology. With the 1917 revolution came
the most extensive social restructuring in
modern history, one that arguably, even to this
day, articulates the most progressive programs
of emancipation for women.* The women and
men engaged in working out these reforms
were not involved in feminist activism in the
usual sense; they were not a disenfranchised
group with little power, working to improve the
condition of women in general. The women’s
section of the Bolshevik party, the Zhenotdel,
was not an oppositional group, but rather an
integral part of the government. A separate
feminist movement outside the party was
discouraged on the grounds that it could lead
to a contingent of labor breaking away from the
common class struggle. It was under charges
of bourgeois individualism that the Zhenotdel
was dismantled in 1930, and these charges
resonate in the lives of women today, who are
sensitive to the notion that feminism (which
they associate much more with current Western
feminism than with their own historical
women’s movement) is somehow “selfish.”
While they may be acutely aware of women'’s
daily hardships, they are less likely to rectify
those wrongs through collective action with
other women than to work on behalf of their
family or immediate community. Women are
quick to point out that conditions are not good
for men, either. Also, many Soviet women
would avoid participating in a feminist
movement because they have developed a
deep distrust of all political movements and
collective identities, seeing them as
infringements on the autonomy of the individual
rather than as vehicles of group empowerment.
This may be particularly true for women artists
and writers who have found in the activity of art
making a venue for personal, subjective
expression — something denied them in most

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

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

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

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

The myth of the strong Russian woman,
like all myths pertaining to women, is
something to be wary of; nevertheless, it may
have functioned as an enabling myth compared
to the debilitating constructions of woman as
the “weaker sex,” “the angel of the house,” or
the “femme fatale.” In the case of women
artists, these alternative constructions become
particularly significant. Rozsika Parker and
Griselda Pollock have persuasively argued that
in England and Europe by the nineteenth
century, with the consolidation of a patriarchal
bourgeoisie as the dominant class, femininity
was constructed as exclusively domestic and
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maternal, despite the fact that more and more
women were of necessity entering the labor
force. At the same time, evolving bourgeois
notions of the artist associated creativity with
everything that was antidomestic, and the
Bohemian model of the free-living, sexually
energetic, socially alienated “genius” became
the stereotype of the artist who was, by this
definition, male.” Art was represented as the
ideal of self-fulfilling, creative activity, and its
antithesis was proletarian alienated labor, but
its full opposite, suggests Pollock, “is the
repetitive and self-effacing drudgery of what is
called ‘woman’s work.’”® Through such
constructs, artists and women were allotted
almost antithetical, yet equally marginalized,
roles within Western bourgeois culture.

This historical bifurcation, between
woman and artist on the one hand, and artist
and participatory member of society on the
other, did not take place in Russia because
Russia lacked a bourgeoisie of the sort that
provided the impetus for developing a
comparable ideology of domesticity. In contrast
with the middle class in industrializing Europe
and America, which had begun to idealize
family life, most progressive Russians found
such an ideal self-centered. The novelist
Nadezhda Khvoshchinskaia spoke for many of
them when she wrote that family happiness is
the “vulgar happiness of locked-up houses,
tidy and orderly; they seem to smile a welcome
at the outsider, but they give him nothing
but that smug and stupid smile. These oases
are simply individual egotism united into family
egotism. They are orderly, temperate, and
self-satisfied — and totally self-involved.”®
This antifamily sentiment was widespread,
and many Russian women began to seek
out ways of participating in public life. During
the late nineteenth century, numbers of
doctors, teachers, artists, and other members
of the intelligentsia — hundreds of them
women — travelled to the countryside to work
toward ameliorating poor living conditions in
peasant communities. The women in particular
took on this work with the altruism of a
religious campaign. Utterly dedicated, living
in wretched material conditions, often without
the comfort of family or personal relationships,
they devoted their lives to improving the lot
of the Russian peasants. While these were
not feminist movements (these women were
more interested in improving the conditions
of the peasants than in improving their own
circumstances), from their activities the
women’s movement emerged and resulted
in advances for women in higher education,
particularly medicine and education, and in
the high visibility of women in leadership
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positions within later revolutionary groups.
Several artists’ colonies and art schools,
some established by women, were based upon
a similar hybrid of philanthropic and democratic
strivings. Long before the revolution, there was
a well developed tradition of social commitment
on the part of both women and artists. A good
deal of the work made by the artists in these
colonies was based upon folk art and crafts
and was intended to be of use to the local
population. One of the most prominent
members of the early avant-garde was Natalya
Goncharova (1881-1962), whose paintings of
1909-1912 depicted the cyclical life and labor
of the Russian peasantry. Goncharova’'s work
was deeply influenced by Russian folk
traditions, such as the popular wood-block print
(lubok), semiabstract embroidery patterns,
ancient Scythian sculpture, wood carvings, and
icon paintings. Unlike the cultural
appropriations of French artists, who were at

HaTtanbs M'oHuapoBa
Natalya Goncharova, Planting
Potatoes, o/c, 11x132 cm.,
1908-09.
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this time exploring primitive art imported from
France’s colonies, the interest in primitive art in
Russia was fueled by nationalist sentiment.
Such attitudes had considerable influence on
the inception of abstract art, which in Russia
was to follow a vastly different trajectory from
that of abstractionism in the West.

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

Goncharova’s critique of modernism
as it was emerging in the West is remarkably
similiar to that undertaken in the past ten years
by many Western feminists, who have worked
to dismantle bourgeois notions of individuality,
originality, and creativity and have begun to
explore the terrain opened up by the
deconstruction of the mythic figure of the
auteur-artist. This work is central to the
feminist project because, as Pollock has
pointed out, “it is only feminists who have
nothing to lose with the desecration of Genius.
The individualism of which the artist is a prime
symbol is gender exclusive.”* In its radical
reassessment of the function of the artist,
the Russian avant-garde is arguably one of the
most significant manifestations in the history
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Liubov Popova, work uniform
designs for actors at the Free Studio
of Vsevolod Meyerhold, State Higher
Theater Workshop (GVYTM), 1921.
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Bapsapa CtenaHoBa

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

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

OPPOSITE BOTTOM:

Bepa MyxuHHa

Vera Mukhina, Worker and Collective
Farmworker, bronze, h.163 cm.,
1937. State Tretyakov Gallery,
Moscow.
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of art for both women and women artists.

Following the Russian revolution, no
radical shift in roles was necessary for artists,
influenced by utilitarian craft traditions, to turn
their energies to such things as housing,
clothing, daycare, and training in hygiene and
basic literacy. They addressed themselves to
mundane material domestic needs, to the petty
yet pressing problems of daily life that in
Russian are called byt and affect women most
directly. For this reason it can be argued that a
utilitarian or materialistic art practice is
inherently a feminist art practice. A good
number of women artists took part in this
broad-based feminist activity, and it may be
precisely because of their participation that the
Russian avant-garde was able to move so
quickly from a high art practice to the utilitarian
modes of Productivism and Constructivism.
Many Constructivist designs for housing,
furniture, transport, etc. were never built due to
lack of resources and materials, and Soviet
industry did not welcome Constructivist artist-
engineers. Nevertheless, those artists who
addressed themselves to resolving the
mundane problems of the home and workplace
were the most likely to see their designs
realized. Soviet art historian Ludmilla Vachtova
argues that women artists were much more
successful in implementing their aesthetic
principles than were their less practical male
colleagues: “Logically, since a book, dress, or
cup obviously appealed more directly to the
next door comrade than a painting, almost all
women artists in Russia ventured into the field
of the ‘applied arts’ and industrial design . . . .
[They] never considered themselves to be
heroines or the victims of a cruel fate, but were
happy to assert with an unshakable grasp of
the facts that they were only ‘in the lines of the
workers at the art front.””*? Liubov Popova
(1889-1924) and Varvara Stepanova
(1894-1958) were instrumental in opening the
First State Textile Print Factory in Moscow,
where they designed clothing according to
Constructivist principles — made from simple
components, functional, versatile, easy to
wear, easy to mass produce, hygienic, and
undecorated except for essentials like pockets,
seams, buttons, etc. The actual test of
Constructivist principles was in whether or not
they appealed to the consumer. In a memoir
Popova recounts one of the happiest days of
her short life, the day women workers at a
factory outlet store selected her clothing over
more traditional designs. Rather than the usual
trivialization of women’s “handwork,” this
meant success in Constructivist terms, and it
marks the distance from the individualism at
the heart of the Western avant-garde.
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The Tradition of the Nude ' exercised control over this criterion of
success as well as the means of
achieving it. Young ladies were
excluded from the life study
classes out of a consideration for
decorum. In Russia, on the other
hand, the nude was not the sine
qua non
of artistic training; other genres,
particularly landscape painting,
were highly esteemed, as were
the applied arts. Many artists were
strong supporters of the Slavophile
movement, which stressed Russian
themes, particularly landscapes and
genre scenes, and asserted their
4 independence from the academy,
o which had always been identified
with Western art, which
at that time meant a
stultifying neo-
classicism. As
early as 1840

Another difference between
Russian art and Western art is
apparent in the most casual walk
through the Russian Museum
in St. Petersburg — they do not
share the same tradition of the
nude. The trajectory that went from
the Italian Renaissance’s
glorification of the male body as
closest replica of its divine maker,
to the predominant use of the
female nude in the eighteenth century (all those
grandes horizontales in putatively mythical
situations that the French academy produced in
such quantity), to the nineteenth-century
equation of the female nude with the sexual
availability of the artists’ model/prostitute, to
the frequent use of the fragmented or
dismembered nude female form in the canonical
works of modernism — this is not the history

BER

of Russian art. Even during the eighteenth a series of

and nineteenth centuries, when administrative
Russian art was most influenced by reforms

the French academy, there was great gradually gave
reservation when it came to depicting Russian

the nude body in general and the
female body in particular. One
notable exception to this general
tendency was the proliferation of
neoclassical nudes during the
period of Socialist Realism. It

is interesting to note that

aside from the sculptors

Sarra Lebedeva (1892-1967), who produced
a bust of the now infamous founder of the
KGB, Felix Dzerzhinsky, and Vera

Mukhina (1889-1963), most well

known for her gigantic sculpture The
Laborer and Collective Farmer (1937),
Socialist Realism is remarkable in the
history of modern Russian art for the lack
of women artists. It may be that in its

very representation of woman it precluded
their participation. Recently feminist art
historians have speculated that Western
women artists may have been deterred from
participating in the Western avant-garde
specifically because so much of the work is
modelled upon the distorted, debased, or
otherwise fetishized bodies of women.

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

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

the Pennsylvania Academy of Fine Arts, where
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Ekaterina Khikova, Women’s
Classes at the St. Petersburg
Drawing School for Auditors, 1855.
Russian Museum, St. Petersburg.
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YueHuku HU. PenvHa

Collective painting, Model Study in
the Studio of llya Repin at the
Academy of Arts, 1899-1900.
Research Museum of the Academy
of Arts, St. Petersburg.
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women had customarily been given cows as
models, Thomas Eakins was dismissed for
bringing a nude male model into a female
life drawing class.) The hegemony of the St.
Petersburg Academy had been undermined
long before Repin began to reform it. Numerous
other organizations provided artistic training
and exhibition possibilities. In 1882 seventy-
three women painters in St. Petersburg
formed their own association to support
women artists.*

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

not geniuses.” Clearly the cult of genius was
undermined long ago.
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Woman as Sign in
The Worldbackwards

I have taken this quick run through the
history of Russian art to examine the ways in
which alternative somatic and social texts
affect the ways in which women assume the
roles of woman and of artist. Although
conditions have changed a great deal since
the period of the avant-garde, some of these
historical developments still exert considerable
influence upon contemporary conditions for
both women artists and women in general.
When | first went to the Soviet Union in 1981,
| was struck by the fact that women are not
“hailed,” to use Althusser’s term, by
ubiquitous images of women on billboards,
posters, cinema marquees, shop windows,
and magazines. Images of women are not
used as part of the continuous barrage of
exhortation and entrapment that a capitalist
society needs “to stimulate buying and
anesthetize the injuries of class, race and sex”
(Susan Sontag, On Photography). Moreover,
| am conscious that women walking in the
streets of Moscow are not looked at in the
same way, are not the same confection of
meanings as they would be on the streets of
Paris, Rome, or New York. This consciousness
of not being associated with objects of property
made me feel more confident, more at liberty
when in Moscow. However, when my husband
came with me on a subsequent research trip
he complained the culture seemed de-erotized.
Ironically, as | learned more about how Soviet
women perceive their construction within the
dominant representational systems,

TOP:

[xemma CKyJibMe

Dzemma Skulme,

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

BOTTOM LEFT:

HWpuHa CtapxeHelukasi

Irina Starzenyetskaya,

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

BOTTOM RIGHT:

Tamapa CtapxeHelkasi
Tamara Starzenyetskaya,

set design for Queen of Spades.
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| discovered that his response was closer to
theirs than was my own.

Artist/critic Anna Alchuk has pointed out
some of the images of heroic womanhood
found in the Moscow metro. For example, in
Baumanskaya station there is a female figure
on a pedestal stepping out of a bay of red
marble, wearing a wind-blown, quilted worker’s
jacket and girded with a holster and revolver.
In one hand she holds a grenade, in the other a
machine gun. All eight figures in this station,
which was built in 1944, have the same
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aggressive stride, the same menacing 100k,
and all of them are armed (even the
“intellectual” brandishes sheets of paper). But
none of them looks so fanatical, none is armed
so thoroughly (a grenade, a machine gun, and a
revolver) as the woman. In Avtozavodskaya
station there is a fresco in which amidst
several gray male figures a female silhouette
stands out. Wearing a scarlet dress, this
woman proudly pushes a huge handcart
of coal.*®

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

Hpa JaTyJioBcKasi

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

OPPOSITE:

Shaping—It's the Style of Life for
the Contemporary Woman. Billboard
in St. Petersburg, 1991. Photo:
Susan Unterberg. '
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serve to control women'’s sexuality and to
guarantee manageability in the workplace.

This is a nation in which 92 percent of
the women are fully employed and comprise
51 percent of the work force. Here the Equal
Rights Amendment has been in effect since
1917. Women do not have to go to court to
assert their right to jobs such as fire fighter or
garbage collector, as they have done in the
U.S., and women are well represented in such
professions as medicine and engineering. All
of this seems progressive to us, but what we
want the right to do, they want the right not to
do. “Emancipation is dreadful,” says Ira
Zatulovskaya (b.1954). “l am a victim of
emancipation. So are all women here. I've tried
my heart out to understand you Western
women, but obviously | just can’t. In the Soviet
Union it is us women who are obliged to do
everything.”*® Natalya Turnova (b.1957)
explains that it is particularly hard to be a
woman artist “because most men think that art
is secondary for a woman. Even in families
where both husband and wife are artists, what
time a woman has left for art is what's left after
cooking, laundry, cleaning, standing in lines,
etc. Even if a woman manages to find time for
art, she faces the problem of getting supplies
and transportation of works. Since you are
equal to men and got into this of your own free
will, nobody will help you just because you are a
woman, though physical strength is not equal
at all. Besides, in our country you can get
something only if you have certain business
connections and personal contacts. Itis
impossible to obtain anything legally, like a
studio, for example. Women are not
considered business people; thus, most men
with influence prefer not to deal with them. All
of these things are ridiculous from the point of
view of Art (with a capital A), but these things
take a tremendous amount of time, energy, and
money. And if, after all this, a woman still has
the desire to paint pictures, they have to look
as easy and as natural as those painted by a
man” (letter to the author, Oct. 1989).

The word that comes up most frequently
in conversations with women is
peregruzhennost, “overburdening.” The myth
of the strong woman, the amazon, is a myth
that has recurred in different forms throughout
Russian history when agrarian, economic, or
military considerations have made excessive
demands on the contributions of women. One
woman wrote in a recent issue of Moscow
News, “Yes, a woman can do everything, but
she just doesn’t want to anymore,” and
proceeded to compare Soviet women’s
emancipation within the labor force to “Atlases
putting all their load on the shoulders of
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caryatids.”*” Although it is demonstrable that
Soviet women assume more than their share of
the burden of labor, the actual power exercised
by most Soviet women is severely constrained
to a certain familial and ideological zone.
Recently in St. Petersburg | came upon a
billboard in which a bikini-clad woman
assuming a standard pin-up pose was
juxtaposed with an image of a computer. At
first | misread the relationship between the two
images, thinking the pin-up girl was the visual
gambit to call attention to the computer, but
the caption read, “Shaping — It Is the Style of
Life for the Contemporary Woman.” This was a
selfimprovement poster addressed to women.
Although the role of the computer was unclear,
it could simply have been the signifier of all
that was progressive, like the tractor in Soviet
posters of the thirties. Now the emphasis was
on the appearance of the woman, not on her
work potential. In very real terms, however, this
billboard was no less about women and work
than were the Socialist Realist posters. As job
opportunities arise in the emerging
entrepreneurial sector and in Western
businesses, the call is for young, attractive
women to occupy predominantly low-paying,
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decorative jobs in the service “industry.”*® As
the free market brings unemployment in its
wake, the education, training, and professional
skills of women will likely be sacrificed first —
at the moment of writing, 80 percent of the
unemployed are women. The subliminal
message of this billboard aimed at women is,
“Either make yourself look like this, or you'll be
out of a job.”

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

Socialist Realism.”
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on us today — twenty pounds lighter, and this
girl could be in an ad for Evian water.

The Personal as the Political

For the most part, the Soviet art | saw in
the 1980s was made for private reasons and
was seen only by a small group of friends.
Exhibition space was difficult to come by and
had to be arranged through the Artists’ Union,
an organization that didn’t seem to bestir itself
too often even on behalf of artists who were
members. Most of the artists | met were not
members. When | first started visiting artists’
studios | found a small and, at least in my
experience of visiting women artists, very
generous artists’ community, one that was
tightly knit and highly supportive. One artist
would invariably take me to see the work of
another. While the work suffered from lack of
materials and lack of critical attention, the fact
that these women were working in relative
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obscurity had its advantages. As one artist put
it, “No one sees this work, so it can be totally
free.” On the other hand, the constraints
placed upon official artists manifested
themselves in various ways. During the 1970s,
a period of relative liberalization, a number of
women artists were admitted to the Artists’
Union; Tatyana Nazarenko, Natalia Nesterova,
T. Nasipova, Olga Bulgakova, M. Tabaka, and
A. Vint are among the most well known. No one
declined an offer to join the Artists’ Union; the
benefits (salary, studio, and art supplies) were
too great. The price paid for this acceptance
was that the artist was to some degree
expected to work in the service of the state.
Responses ranged from identification with the
institution, to small, sanity-preserving
subversions.

Tatyana Nazarenko (b.1944) is a
figurative painter who was admitted into the
Artists’ Union in 1969 and in 1972 was
awarded the Komsomol prize. Like other
members of the Artists’ Union, she was sent
on field trips to study the life of Soviet people.

OPPOSITE LEFT:

AnekcaHap CaMOXBaJioB
Aleksandr Samokhvalov,

After Running, 1934.

Russian Museum, St. Petersburg.
Photo: Susan Unterberg

OPPOSITE RIGHT:
TaTbsiHa Ha3apeHko
Tatyana Nazarenko,
Circus Girl, o/c, 1984.

BOTTOM:

TaTbsiHa Ha3apeHko

Tatyana Nazarenko,

Women Construction Workers at the
Moldavin Hydro Power Station, o/c,
100x80 cm., 1974. Photo courtesy
of Norton Dodge.
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Her painting of the women construction workers
of the Moldavin Hydro Power Station was a
typical assignment, yet it shows that interesting
work can be produced within the confines of
the requirements of Socialist Realism. Like
Leger's merging of men and machines, the
tubular structure of the huge pipes is echoed in
the dwarfed bodies of the women who climb
amongst the pipes, patting on insulation by
hand. Many of Nazarenko’s works, particularly
the large-scale historical paintings, can be
found in the Tretyakov. In her studio, however,
one can find traces of Nazarenko’s resistance
to her “success.” Circus Girl (1984) is a
portrait of herself dressed in a bikini doing a
precarious high-wire act. Below her the officials
of the Artists’ Union politely applaud her act,
which is all the more remarkable because she
is working without even a wire. On her return
from a recent trip to the United States, she
painted a record of her experiences. Her body
is served up in a large chafing dish while a
strange assortment of exotic creatures, part
animal, part bird, part man, stare down upon
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her. A man with the head of a pig and
prehensile teeth leers at her while another
man, metamorphosing into an as yet
indeterminate animal, starts to carve the dish
with his fork. Nazarenko’s private and comic
resistance to the various molds she was being
fitted into is typical of the responses of the
women artists who were accepted into the
Artists’ Union during the 1970s.

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

TOP:

HaTtanbsi TypHOBa

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

BOTTOM:

Enena Kennep

Elena Keller, Runes, o/c,
200x150 cm.
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painted large-scale, brightly colored cartoon
caricatures of the icons of the Afghanistan war
— the soldiers and sailors and the legitimizing
slogans and banners under which they
marched. Seen together, everything seems to
partake of the innocence and gaiety of a game
for small boys. The slogans are fragmented and
abstracted almost to the point of
unintelligibility, yet enough remains of
questions such as “Who Sold Us to
Afghanistan?” or the familiar Stalinist slogans
“Who Is With Me?” and “The Party Decides
Everything” to cause them to be censored from
a group exhibition at the Palace of Youth in
1988. In 1989 Turnova began a series of
rather irreverent portraits of then famous, now
infamous, public figures. This work takes on a
prophetic dimension in the context of the
statue smashing and the proliferation of
posters and cartoons attacking public figures
that took place after the failed coup of August
1991. In her most recent work large-scale
portraits are cut out and installed as free-
standing sculptures throughout the gallery so
that viewers can walk around them, get a
sense of their flatness, even have their own
photos taken alongside them. It is interesting
to compare Turnova’s portraits of Ryazhsky,
Voroshilov, Ordzjonikize, Lenin, and Gorbachev
with Leon Golub’s portraits of powerful men —
Kissinger, Rockefeller, Arafat, and so on. In
both cases, the homogeneity ¢f treatment
causes the men to become almost anonymous,
almost interchangeable. In both series
masculinity is explored as masquerade, and
power itself is revealed as a put-on. Turnova’s
portraits, however, seem more provocative; in
part this is a result of reducing these public
icons to comic caricatures and in part a result
of the context — Soviet citzens, at least until
1991, were not used to seeing their public
figures “sent up” in this way. What is most
disturbing about Turnova’s portraits is that they
are given smiles and made to look a little
jaunty, almost what in America would be called
fun loving. The effect is truly sinister.

While the political content of Turnova’s
work is banner bold, the messages in the
paintings of Elena Keller (b.1951) are coded
and arcane, more like the half-intelligible traces
of a prisoner furtively trying to communicate
with the outside world. Seemingly abstract
paintings reveal themselves to be political
allegories. A random splattering of red against
a yellow background becomes, on closer
examination, a map of the Soviet Union; in the
center a stick figure lies in a grid, or is it caught
in a trap? Is this a reference to the internment
camps located throughout the Soviet Union, or
is the Soviet Union understood to be one large
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prison? Both map and trapped human figure
are repeated in another painting called Great
Expectations (1988); this time golden bars rain
down upon the figure — a reference to Danae
and the shower of gold, or a hope for some
spiritual infusion from above, or are these
golden bars merely hard currency coming in
from the West? Readings are double, multiple,
and contradictory. Often words or letters
interconnect with iconic signs. To the
Decembrists, Your Affectionate Brother is a
series of red and blue markings that can
eventually be read as AKATUI, the initials of the
Decembrists.*® A Letter (1987) is a pictograph,
the addressee and message unclear. At times

the iconography is so personal, so solipsistic, it

precludes any conversation with the outside
world. What is clear is an almost inchoate
desire to make a mark, to leave a trace, to let
someone, anyone, know you exist. Keller is
writing in the universal morphology of the
human condition; the text is subject to
repeated misreadings. In Runes (1990) the
hieroglyphic markings on one side of the
canvas are as unintelligible as the markings on

the other side, which may or may not be human

figures; what we see may be only be our desire
to see something formed in our image, or our
desire to decipher, to find or impose meaning.
In Constellations (1987) an intertwined couple
may be locked either in an embrace or in
combat. Like the game of cat’s cradle, the
viewer can see either a cat or a cradle as the
hands manipulate the strings. In a painting
done in 1988 one can discern the epigraph to
Kurt Vonnegut’s book Cat’s Cradle —

“Give me the strength to change what | can,
the grace to leave alone what | can’t, and

the sense to know the difference” —

which would serve well as the epigraph for
Keller's own work.

Much of the work | saw during my first
visits was heavily imbedded in a conversation
that Soviet people were just beginning to have
with foreigners. This is a country in which many
people are absent: they died in the war, they
died in the purges, they died during the
collectivization, they were sent to prison
camps, they emigrated. Svetlana Bogatir
(b.1945) paints translucent silhouettes of
people moving somnambulantly along city
streets and receding into the vanishing point.
These are mute tracings of those who have
disappeared yet seem to have & presence, not
just in people’s memories but in the streets,
the worn stairways, and the thick walls of the
buildings, where something of their physical
being seems to linger. “I feel that in this room
there have been many people here before me
and after | am gone there will be others. We

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

A good deal of the work, especially that
done by women artists, seems to be engaged

TOP:

CeetJiaHa BoraTtup

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

BOTTOM:

Enena Kesnep

Elena Keller, Constellations, o/c,
1987.
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in an investigation of the representation of the
self. Unlike many Western women artists, they
are not seeking to deconstruct the images of
woman that have been mass-produced by
advertising. Instead, many Soviet women
artists seem to be engaged in a private, almost
obsessive recording of the self. For example,
the bulk of the more than forty years’ work of
Clara Golitsina (b.1925) are self-portraits. In
part this is a result of expediency — the artist
is always available as model. It is also the
result of circumstances. Other paintings have
been sold or given to friends; those that remain
in the artist’s small apartment are the the ones
done for herself. When seen together these
self-portraits, tracing the narrative of a life in
almost novelistic terms, provide a record rarely
available to us in paint. They begin with the
self-portraits of the artist in young womanhood,
in which she seems to be trying to see herself
as others see her. If it were not for the
steadfast stare of the young woman, these
works could be impressionist paintings of a
pretty young woman in a sun hat. The gaze,
directed at the viewer, will be a constant
throughout the years. In later paintings she
becomes more purposeful, more direct; the
woman now addresses the viewer more
confidently. Her hair is cut short, the clothes
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LEFT:

Krnapa ["oJsiMLbiHa
Clara Golitsina,
Self-Portrait, o/c, 1965.

RIGHT:

Knapa ["osyLbiHa
Clara Golitsina,
Self-Portrait, o/c, 1982.
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are simpler, the hat more functional than
stylish. The viewer is not provided with
distractions; the face fills the picture frame.
There is no longer any question; these are self-
portraits. Although the recording of time upon
the face progresses with unflattering objectivity,
these are not portraits of someone obsessed
with aging but with the process of painting.
As viewers of Golitsina’s portraits, we are
caught up in this obsession. Like readers of
a narrative, we feel obliged to try to read from
the repeated physiognomy some meaning, to
seek the meaning of another’s life, to come to
some closure. The portraits do not suggest
varying emotions, with one exception — a
series of expressionistic, haunting works done
in the 1980s after the death of her husband.
Afterward there is a hiatus. The last self-portrait
| saw was done in 1988; the gaze is now
directed towards a book in the artist’s hand,
the hat has a colorful bow, a bird sits on her
shoulder (a bird the artist found injured on her
balcony that has stayed on as a pet). The face
is of indeterminate age; were it not for the date
on the back, this self-portrait could easily be
confused with those of earlier, happier days.
Elena Figurina (b.1955) also seems to
be engaged in an extended self-analysis. Like
Golitsina, Figurina received no formal artistic

1 34£FEAFEE AT £ £ff on Thu, 01 Jan 1976 12:34:56 UTC
All use subject to https://about.jstor.org/terms



training; until recently she worked as an aircraft
engineer. Figurina began painting in 1980 with
a series of portraits, some of friends, one of
Van Gogh, and several self-portraits. These
early self-portraits were crude expressionist
works, the features highly stylized and
distorted, executed with broad, simple strokes.
The colors, reduced to a primary palette with
red and yellow predominating, are used
arbitrarily, and green blotches, reminiscent

of Matisse’s fauve period, appear on the face.
Figurina's explorations of the self expand to
include family groupings of the artist with her
mother, father, and sister. All distinguishing
features are minimized, and all members of
the family come to look alike. In later works
this family resemblance is extended. Groups
of people all resembling one another, yet all
resembling the artist, are engaged in activities
such as walking, picking apples, standing in
fields with cows, catching.birds, cleaning fish,
dancing, playing in the sand, or just standing,
either engrossed in quiet contemplation or
looking out at us. In a painting called Masks
(1989) four figures, carrying bright yellow
masks, are as devoid of distinguishing features
as the masks. Like characters in folk tales,
they interact with animals, who in turn take on
human characteristics, looking inquisitively or
balefully at the humans painted in the same
primary colors. People and animals carry out
their activities in the bright, indefinite, and
timeless background of Matisse’s dancers, and
like Matisse’s figures, their physical bodies are
extended or distorted in such a way as to
harmonize with their activity or to convey
emotion. Stylistically, Figurina’s work is closely
associated with Russian primitivism and the
folk art revived by artists such as Goncharova,
Larionov, and Malevich at the turn of the
century. Her figures are engaged in the same
tasks and are as simplified and
nonindividuated as Goncharova’s peasants.
Figurina’s paintings, however, are not a
celebration of peasant life; they are engaged in
the exploration of subjectivity or the
contemplation of something external to the
scene in which they find themselves, and they
do this with the indefinite determination of
characters in a Beckett play.

Vera Miturich-Khlebnikova has been
exploring family memorabilia in her recent work.
As her family were all prominent members of
the group of Russian Futurists, their personal
papers and documents provide a fascinating
record of the impact of political changes upon
daily life. One collage contains Vera
Khlebnikova's (1891-1941) record book with
the test results of her rifle shooting, an activity
in which every good Soviet citizen was expected

Enena durypuHa
Elena Figurina, The Red Fish, o/c,
122x97 cm., 1987.
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to excel. In a series of silk-screen prints made
of Victor Khlebnikov’s correspondence with the
Artists’ Union, one can discern the fate of the
avant-garde: receipts for art supplies, invoices
for commissions, and finally the unemployment
card issued to him by the Artists’ Union in
1927, the official way of informing artists their
services were no longer required.
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There are no nymphets
in polar regions.

—Nabokov

Historically, Soviet artists have been very
reticent in the exploration of erotica or sexually
explicit imagery. Not only nudity but also even
sexually suggestive material had been
forbidden to artists in several directives issued
by the ministry of culture during the Stalinist
era. Obviously the ban acted as a deterrent,
although as early as 1968 Nonna Gronova and
her husband Francisco Infante staged an
outdoor performance in the snow in which
Nonna posed in the nude while candles melted
the snow castle built around her. Though using
her own nude body was a transgressive act,
Gronova was not exploring sexuality in her
performance. While it is impossible to
generalize about an entire country, it is fair to
say that Soviet culture has not regarded
sexuality as the locus of subjectivity. It is not
so much that the majority embraced Lenin’s
famous “glass of water” theory of sex, but
rather that they have not been conditioned by
advertising’s eroticization of everyday objects to

TOP LEFT: Bepa XJ1ie6HMKOBa
Vera Khlebnikova, illustration for
libretto Thoughts on Opanas After
the Poem by Edward Bagritsky,
w/c, 22x16 cm., 1935. Pushkin
State Museum of Fine Art.

TOP RIGHT:

Bepa Mutypuu-XsebH1KOBa
Vera Miturich-Khlebnikova,
collage containing Vera
Khlebnikova's rifle shooting test
scores, 1991. Photo: Susan
Unterberg.

BOTTOM LEFT:

Bepa XJieOHHKOBa

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

BOTTOM RIGHT:

Bepa Mutypuu-XsebH1UKOBa
Vera Miturich-Khlebnikova,
collage containing Victor
Khlebnikov's 1925 invoice from
Artist’s Union, 1991. Photo:
Susan Unterberg.

BOTTOM: HonHa ["'poHOBa
Nonna Gronova, Forest Ritual,
performance, 1968. Photo
courtesy of Margarita Tupitsyn.
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conceptualize their subject relations in these
terms — i.e., to believe that sex is the key to
their individuality, the sole means of expressing
their most intimate selves or understanding the
subjectivity of another. Today, however, in the
logic of derepression, which always considers
the most censored to be the most significant,
many artists are exploring this particular taboo.
The representation of something called sex, in
this context, is part of a process of emergence.
The thriving gay and lesbian community in St.
Petersburg, many of whom are artists, have
effectively used erotically charged material in
art exhibitions and performances to announce
their existence, to counter stultifying
assumptions of normalcy, to celebrate the
body, and to articulate an already constituted
but previously repressed set of behaviors and
desires. Eroticism is explored as a locus of
subjectivity, a venue by which the self may be
liberated from its previous incarceration in the
de-eroticized communal body constructed within
Soviet ideology.
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he was an hermaphrodite. In a culture
intolerant of even small deviations from the
norm, this was cause for an enormous
scandal, especially as Vadim’s mother was a
prominent party member. Bella Matveeva
(b.1961) also explores androgyny and
homoerotica in her paintings of highly stylized,
Egyptian-looking nudes in which the male and
female models seem to blend into one sex.
Installations of Matveeva's paintings
sometimes include the living nudes who
modelled for them. Her paintings seem
uncomplicated offerings of visual pleasure in
which threatening knowledge is allayed by the
beauty of the images, but the presence of the
actual people used in creating the work
disturbs the viewer’s passive identification with
the illusion of art. Matveeva’s Brechtian
strategy of “distanciation” or “defamiliarization
undermines the subject positions of
speculation and in doing so, disturbs what
Stephen Heath calls the “safety of disavowal”
to reveal how these fixed positions of
separation-representation-speculation are
classically fetishistic: “Think in this respect of

”

besnna MaTtBeeBa
Bella Matveeva, model with work,
1990. Photo: Victoria Buyvid.

the photograph, which seems to sustain exactly
this fetishistic structure. The photograph places
the subject in a relation of specularity — the
glance, holding him pleasurably in the safety of
disavowal; at once knowledge — this exists —
and a perspective of reassurance — but | am
outside this existence . . . the duality rising to
the fetishistic category par excellence, that of
the beautiful.”®

A number of recent exhibitions in both
Moscow and St. Petersburg have attempted to
address issues of representation and the
construction of gender. The curatorial team of
Olesya Turkina and Victor Mazin have organized
three such exhibitions. The first, called Women
in Art (1989), was a retrospective, with
sections dedicated to female students of
Malevich and Filonov as well as to work from
the sixties and seventies, a liberal period in
which many women artists were admitted into
the Artists’ Union. The second and third
exhibitions focused on contemporary art.
Influenced by their readings of the new French
feminists, these curators attempted to address
such issues as art as text, the gender
assumptions surrounding textile art, fetishism,
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forgery, lesbian love, and hermaphroditism.
The theoretical impetus for these exhibitions
came from the West, and as the participants
themselves note, it is not easy to organize an
exhibition about feminist issues in a country
where feminism is simply absent as a social or
philosophical movement.

Cultural Perestroika

In her recent work Irina Nakhova (b.1955)
has been exploring the construction of gender
as a by-product of all cultural production. For
several years Nakhova has been examining the
interstices between process and completion,
between fragmentation and wholeness,
between the extant and the ruined, between
renewal and decay. This began with a series of
paintings called Scaffoldings, in which the
focus was on the scaffolding itself, the process
of restoration, not on what was being restored
— a natural response to a culture caught up in
perestroika. After her visit to Italy she began
exploring the ruins of classical antiquity. The
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benna MaTtBeeBa
Bella Matveeva, diptych, o/c.
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perfect beauty of classical art with all its
images of the finished, completed man,
cleansed of all scoriae of birth and
development, outwardly monolithic, is re-
presented by Nakhova as inwardly riven. In her
work the classical body is subject to aging and
decay just like the material body. In this re-
presentation of classical art Nakhova seems to
have discovered, almost as if by accident, the
gender assumptions upon which it is based. In
her latest works she paints pairs of male and
female faces or torsos from antiquity. As
classical statuary they show the effects of time
upon them in chips and broken limbs, and as
material beings, in sagging and wrinkles. All
the pairs are cracked; in one set the cracks
appear in a random pattern suggesting age or
accident, in another the cracks appear along
the lines of a perfectly symmetrical grid. The
cracks are identical so that the viewer can
exchange the pieces like a jigsaw puzzle, and in
doing so, the dichotomies between the material
body, with its close association to the maternal
body, and the classical body, with its claims to
completion and perfection, become as
apparent as the differences between the male
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and female bodies to which these dichotomies
are inextricability associated.

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

The Icon of Our Times

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

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

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

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

This content downloaded from

have to live on the energy produced by their
own enthusiasm. Today, as in 1918,
enthusiasm seems to be very rich fare.
Currently there are almost no government funds
to support artistic activity, yet paints, paper,
and building materials are gathered, exhibition
sites are rehabilitated, and volunteer labor is in
abundance. As a result, this is a time rich in
creative exhibitions and publications. Making a
joke of their straitened circumstances and of
the anxiety over food shortages, two artists put
on an exhibition at the Marat Guelman gallery
that included a huge table loaded with fruit,
bread, and sausages they had transported from
Odessa; at the opening the audience was
invited to feast at the groaning board. As
official art institutions flounder, independent
curators and critics have been quick to take
advantage of the opportunities chaos has
created. At the Dom Khudozhnika, or Artists’
House, in the New Tretyakov, Yelena Selina
and Yelena Romanova were able to organize an
exhibition of contemporary art unlike most
previous exhibitions sponsored by that
institution in that it was political, provocative,
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and at times very witty. The recurring motif in a
number of works was food.

Yelena Elagina (b.1949) raised the
sausage to its appropriate place in the Russian
collective consciousness — to the level of The
Icon of Our Times. The price and availability of
this item is a daily topic of conversation,
discussed regularly on the radio and television
as if it were one of the leading economic
indicators. Elagina’s sausages made of wood
are strung together and draped like rosary
beads over a wooden cross. Where traditionally
one would find scenes from the stations of the
cross, one finds instead back-lit illustrations
taken from a book distributed to food service
employees during the fifties. The book is a
safety manual instructing people on the proper
procedure for the handling and cleaning of huge
food-processing equipment. There is an implied
threat to the dwarfed humans working with this
equipment and consequently something
suspect about the content of the sausages. In
an earlier work Elagina constructed a rebus of
the word prekrasnoye, meaning “sublime” or

Mapusi KoHCTaHTHHOBa
Maria Konstantinova, Rest in
Peace, m/m installation,
152x152x102 cm., 1989.
Photo courtesy of Phyllis Kind
Gallery.
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“beautiful” as well as “red.” Hence, Red
Square is not called red in reference to its color
or its association with the Bolsheviks but
because it is beautiful. On the top of this
sublimely beautiful red square Elagina has
placed two red enamel cooking pots.

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

The work of husband-and-wife team
Ludmila Skripkina (b.1965) and Oleg Petrenko
(b.1964), known as The Peppers, is deeply
immersed in the banality of byt. The mounds of
potatoes, pots of peas, and jars of pork
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overwhelm the life they are intended to sustain.
In a 1991 installation of their work at the
Ronald Feldman gallery in New York, eight
hundred pounds of potatoes filled one small
room. The walls were covered with a series of
paintings devoted entirely to potatoes;
potatoes, like faces in a crowd, recede into the
horizon, crowding out everything else. Eruptions
of peas flow out of canvases, pots, aprons,
even bones and breasts. But the abundance
suggests only boredom and repetition, not
plenitude. The obsessional nature of the
activity of gathering and preserving the food
destroys the idea of enjoyment in eating, just
as all sense of pleasure is absent from the
charts and graphs documenting such things as
the number of hours people spend engaged in
what would be considered pleasurable activity:
reading, listening to music, going to a museum
or the circus or a movie or a concert. As
Skipkina explains, “They were studies made of
workers in the Severski Factory in Sverdlovsky,
atown | grew up in. It is an industrial town that
is located at the midpoint in the Soviet Union
between Asia and Europe. It is thought of as
average or medium point. They were studies
done to increase productivity. If a worker went
to a concert, did it increase his productivity? If
music was played in the workplace, did that
increase productivity? Reason controls
pleasure. This is not science, but
pseudoscientific communism” (interview with
the author, Sept. 1991). The charts are comic
in their ludicrous ineffectuality and depressing
if one thinks of the amount of time wasted in
compiling them. Another piece involves a book
about the production and distribution of
electricity, embedded in an accordion. “The
accordion is a comic folk instrument,” Petrenko
explains. “Playing it causes the book to wheeze
erererer back and forth with the old saw of
productivity under socialism.”

Every so often in the midst of these
compilations and charts written in various
registers of language, one encounters a
sinister note. Diagrams documenting the
breakdown of movement coordination,
olfactory, and other essential faculties in a dog,
caused by the removal of various parts of his
cerebellum, suggests the enormous amount of
damage done in the name of science. By far
the most sinister are those studies done on the
reproductive function of women. Petrenko
discounts any feminist agenda to their work.
“Many Western critics make the mistake of
thinking that we are addressing women'’s
problems when we deal with abortion
procedures and use these charts of women’s
gynecological diseases, such as in our Types of
Leukorrhea According to Madelshtam, but we

TOP:
OJsibra YepHbilieBa
Olga Chernysheva, 0/c,1991.

BOTTOM:

OJibra YepHsilesa
Olga Chernysheva, o/c,
1991.

OPPOSITE PAGE:

TOP LEFT: EneHa EnaruHa
Yelena Elagina, lksisos
wood, glass, electric light
225 x125 x 12c¢m.,1991.
Photo: Susan Unterberg

TOP RIGHT: EneHa EnaruHa
Detail lksisos. Photo: Susan
Unterberg.

BOTTOM: Enexna Enaruvxa
Yelena Elagina, Prekrasnoye
(The Sublime or Red Square),
enamelware pots and m/m,
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are not really concerned about women’s
problems. We are interested in the language of
science, the context in which this language is
produced, and the way this language constructs
an ideology.” There is a certain irony in this
statement, for while it may be true that the
Peppers’ expressed intentions were “to explore
the metaphorical workings of the language of
science [and] the way ideology works deep
inside language,” the fact remains that the
most powerful examples of these
interconnections come from the pseudoscientic
material they have collected on the
medicalization of women’s bodies: the chart of
“Data Concerning Discharge as Related to the
Degree of Vaginal Cleanliness According to
Hermin”; “Classification of Retrodeviation of
the Uterus According to Elkin”; the “Diagram of
Fallopian Tube Permeability with the Aid of
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Chemograms Obtained Through Insufflation
with the ‘Red Guard’ Device” (the Red Guard
being the name given to an actual genealogical
device for examining women); “Methods of
Provocation,” which seem to be ways thought
to expand the cervix, including “Gegor’s
Widening Device,” “Placement of Kafka's Cover
on the Cervix of the Uterus,” or “To Drink Some
Beer,” are too hilarious and too cruel to be
made up. They reveal what feminists in various
fields have been exploring for some time: the
fantasy link between femininity and the
pathological, an important component of the
political unconscious as it developed within
patriarchal configurations. Categorizing
femininity as diseased, a source of
contamination, or simply enigmatic serves to
regulate sexual mores and to establish state
policy on public hygiene and state control over
women’s labor and reproductive activity. While
the Peppers may not categorize their activity as
feminist, their exhibition reveals that any
charting of the complex nexus of language,
science, and ideology has historically been
mapped over the dark continent of the

female body.

The Last Word

Write and right. Of course they have nothing to
do with each other.
— Gertrude Stein

The work of Svetlana Kopystianskaya
(b.1950) is in a very literal sense the ongoing
act of finding a language, “I'écriture féminine,”
or writing in the idiom A. The subject matter of
her paintings is texts — readymades of a
reality already written for her, the barrage of
bureaucratic language she had found herself
daily overwhelmed by. “I don’t go in for political
activity,” she says. “I'm very far from politics,
but you see, all our newspapers and magazines
of the so-called period of stagnation were
absolute nonsense. It was absurd. The
information they contained had nothing to do
with reality, with real life. Several years ago |
just copied out from a newspaper a most banal
text about a communist subotnik [someone
who is a hard worker for the revolution —
working on Saturdays, for example]” (interview
with the author, Dec. 1989). One version she
called a text with meaning, the other she called
a text with no meaning. The lyrical flow of
Kopystianskaya’s hand painting of the letters is
the only difference. This act was not as
apolitical as she thought, for as her husband,
lgor, points out, when Svetlana began selling
her works abroad, officials were very suspicious

OPPOSITE:

Jlioamusia CKPUIKUHA W
Oner [leTpeHko

Ludmila Skripkina and Oleg
Petrenko (The Peppers).

Top Left:

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

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

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

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

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

No closure to this essay is possible. As
we continue to expand our conversational
community, the numbers of women artists will
always be in excess of our ability to provide
supportive commentary. This magazine is no
more than a beginning, part of an ongoing
commitment “to do immediately for living
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women artists what we can only do belatedly
for those in the past — write them into
history.”?* What is hoped for is that the act of
writing will change the very history it records.
After the publication of IdiomA it will no longer
be possible for curators or gallery directors to
say, as several have done, that they didn’t
include any women artists in their exhibition of
Russian art because they couldn’t find any. To
write in the idiom A is no longer to write in the
subjunctive, but instead to write in the
conditional or future tense, an interrogative
mood that asks, “Why not?” and looks forward
to a time that will be different.

At the beginning of this century Virginia
Woolf explained women'’s absence from history
and from cultural production in terms of the
metaphor of the the mirror: “Women have
served all these centuries as looking-glasses
possessing the magic and delicious power of
reflecting the figure of man at twice its natural
size.” It was an important role, she argues; it
enabled men to go out on the stage of history
and do what needed to be done. We have
begun to look for ourselves in this mirror but
have found little in the way of resemblance,
only readymade reflections. Still, the process of
looking for ourselves has revealed something
of the workings of this apparatus. In an
interesting linguistic coincidence Lacan would
appreciate, mir in Russian means “world.”
According to Lacanian theory, we fashion and
refashion ourselves through these necessary
and constitutive repeated encounters with the
mirror. There is noplace else we can look for a
more accurate image than to this apparatus
that can provide only fragmentary
misrecognitions. The question that feminists on
both sides of the mir are now considering is
what the mir would look like if we were to turn
“that magic and delicious power” women have
perfected to reflecting the figure of woman at,
say, just its natural size. Miru mir. %

1 Lisa Tickner, “Images of women and /a peinture
féminine,” Nancy Spero (London: ICA/Fruitmarket
Gallery, 1987), p. 5.

2 Tatyana Tolstaya, “An interview with Tatyana Tolstaya,”
Border/Lines 20/21 (Winter 1990/91), p. 26.

3 Natalya Nesterova, quoted in Pauline Michgelsen,
“Belles des Arts,” A Chicken Is No Bird (Amsterdam &
Moscow: Picaron Editions, 1991), p. 71.

4 While the legislative reforms that took place during the
Soviet period granting women equal access with men
to education and professional training, equal
opportunities in employment, renumeration, and social
and political activity, etc., were more often proclaimed
than enacted, the very fact of having this equity
proclaimed and written into law marks an advance over

TOP:

CBeTslaHa KomnblCTSAHCKA S
Svetlana Kopystianskaya,
Landscape, o/c with acrylic,
79x158 cm., 1985. Photo
courtesy of Phyllis Kind Gallery.

BOTTOM:

CBeTsiaHa KomnblCTAHCKAs
Svetlana Kopystianskaya,
Detail Landscape 1985.
Photo: Jo Anna Isaak.
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the majority of industrialized countries even now.
Canadian Woman Studies (Winter 1989) provides a
detailed comparison between the conditions of
Canadian and Soviet women.

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

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

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

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

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

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

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

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

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

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

Ira Zatulovskaya, quoted in A Chicken Is No Bird,

p. 69.

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

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

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

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

Griselda Pollock, Vision and Difference, p. 15.

In a further coincidence, mir also means “peace.”
Miru mir means “peace to the world.” H
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[IOUEMY HE BbIBAET
BE/IHKHX XYAOXKHHLL?

Jlunaa HOKJIUH

Why Have There Been
No Great Women Artists?

Linda Nochlin

Hoqemy He GBIBAET BEIMKHUX XYHAOXHMIL? DTOT BOII-

Editor’s note: This classic essay was first published
POC 3ByYHT KaK yIpeK Ha (hOHE AUCKYCCHM II0 TaK Ha-

in 1971 in the anthology Woman in Sexist Society: 3bIBaeMOH mpobeme xenmuH. Ho mogo6Ho GombmuH-
ihey ) CTBY BOIIPOCOB, CBSI3aHHBIX C AebaTamMu BOKPYT heMu-
Studies in Power and Powerlessness, edited by HU3Ma, OH (harbCHUIEPYET CaM IPEAMET CIIopa, KO-

BAPHO IOCKA3EIBAS OTBET: "BEMMKHAX XyT0XKHMIL HE

Vivian Gornick and Barbara K. Moran (Basic Books). Gumaer, moropil e ST - ———
b

The following excerpts have been translated with yue". YCTaHOBKH, CTOSIIIME 33 STUM BOIIPOCOM, BECHMA
pa3Ho00pa3HBL ¥ B PA3HOM CTEIIEHY IPETEHAYIOT Ha MH-
permission of the author. TEJUIEKTYaIbHYIO CJIOXHOCTh. VIHOTAA pMBOAST "Ha-

yuHBIE" [OKA3aTEIbCTBA TOTO, UTO YEJOBEUECKOE Cy-
IIECTBO, HAZEJEHHOE MATKOM, 8 HE IEHNUCOM, BooOIIe
HE CIIOCOOHO CO3AaTh YTO-AK00 CYyIIECTBEHHOE, a -
POKME HENPERYOEXTEHHbBIE YMBI BEIDAXAIOT yAUBIIC-
HUE TI0 TIOBOAY TOTO, YTO XEHIIMHEI, HECMOTPS Ha MHO-
rHe TOOBI OTHOCUTEIBHOTO PABREHCTBA - BEAD B KOHIIE
KOHIIOB, Y MyXXUMH TOXE OBIBAIOT TPYJHOCTH - A0 CUX
IIOp HE JOCTHUIVIA HUKAKMX BHIAIOIIMXCS BEPIIVH B 00-
J1acTH U300pa3UTETHHOTO UCKYCCTBA.

BriexoMBIi EPBBIM ITOPHIBOM, (DEMUHU3M 3arJIaThI-
BAET MPUMAHKY BMECTE C KPIOUKOM ¥ JIECKOU M IBITAET-
CsI OTBETUTD HA 3TOT BOIPOC TaK, KaK OH chopMyIupo-
BaH. B MCTOpMY OTKABIBAIOTCS CJLyYau JOCTOMHBIX
CBOEM CJIaBBI MJIM MAJIO OLEHEHHBIX XYHAOXHHUIL, feJIa-
€TCsI ONMBITKA PeaOMANTALIMK UX HOBOJBHO CKDOMHEIX,
XOTS M MHTEPECHBIX MPOAYKTUBHBIX PE3YIbTATOB,
BHOBb "OTKPHIBAETCS" M 3aIMMIIAETCS 3a0bITast C1aBa
XYOOXHMIL HATIOPMOPTA MJIM IIOCTAeROBaTEabHUL [aBu-
1a, moKaswBaercs, uro Bepra Mopu3o coBceM HE B Ta-
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KOM CTETneHHM 3aBucena oT Maue, Kak NPUHATO TyMaTh -
KOpoue, IEJAETCS BCE TO, YTO OOBIUHO MPEAIPUHIMAET
UCTOPUK MCKYCCTBA, CTPEMSICH IOKA3aTh BAXXHOCTD U3-
6pPaHHOTO MM HE3AC/Ty>KEHHO 3a6BITOTO MIH BTOPOCTE-
IIEHHOTO XYMA0XXHHKA. DTH IONBITKH, OE€3YCIOBHO, CTO-
ST YCUJIWiA, HA HUX 3aTPAYCHHBIX, IOCKOJIbKY PACIIM-
PSIFOT HAIIWM 3HAHUS X OTHOCUTEIHHO HOCTU K EHUI X EH-
IIWH, ¥ 0OTHOCUTEIBHO UCTOPHH UCKYCcCTBA Boobwe. Ho
OHH HUKaK HE OIPOBEPraroT TO JOIMYIICHKUE, KOTOPOE
crout 3a BonpocoM "Ilouemy He OBIBaET BEIUKUX Xy-
noxHun?" Hao6opor, uina oTseTa Ha HEro, OHY JIMIIb
YTBEPXAAIOT €10 CKPBITHINA OTPUIATEABHBINA CMBICII.

MoXHO ONMBITATECS OTBETUTH HA 3TOT BOIPOC IO-
ApYromy, CJI€rKa CMECTHB AKLICHT, KaK 3TO NEJaI0T
MHOTHE COBPEMEHHBIE (DEMUHUCTKH, KOTOPHIE yTBEPXK-
HAI0T, YTO "BEIMUKE" XKEHCKOTO UCKYCCTBA COBCEM MHO-
ro pona. Takxum 06pa3oM mOCTYIMPYETCS CyIIECTBOBA-
HUE CAMOCTOSITEIPHOTIO M Y3HABAEMOTO XKEHCKOI0O CTH-
JISl, KOTOPBIM OT/IMYAETCS 110 (hOpMaIbHBIM ¥ BBIPA3H-
TEJIbHBIM IPHEMAaM 1 OCHOBBIBAETCS HA OCOOEHHOCTSIX
TIOIOXKEHMS M COIIMAJIBHOTO OIBITA XK EHIIMHEL.

Ha nepssiit Barnsin, 8 aToM ects cMbica. Corpass-
HLIH OIBIT XEHIIMHBI BOOOWIE ¥ XyTOXHMIE B YACTHO-
CTH OTJIMYAETCS OT MY>KCKOT0; TI03TOMY PaGOTHI rpyII-
TIbI CO3HATENBHO 00HEqMHUBIIMXCS XKEHIUH, TOCTa-
BUBIIMX ceOe LEIbI0 BHIPAXKEHUE TPYIIIIOBOrO XEHCKO-
IO CO3HAHMSI, ¥ HA CAMOM JEJIE MOXKHO Ha3BaTh (heMu-
HUCTCKUM, ECJIM HE )XEHCKUM ucKycctBoM. K coxasne-
HUIO, XOTS TaKOE SIBJICHHE U BO3MOXKHO, B UCTOPHUU OHO

He Habironanocs. Eciu npencrasuresneit IyHaiickoit
LIKOJIBI, TIOCIemoBaTener Kapasanxo, XyqoXHIKOB
kpyra ['orena, "Cunero Beaguuka" mwin xy6ucros
MOXHO y3HATh II0 SIPKO BBIPA>KEHHBIM CTHITUCTHYE-
CKMM ¥ BEIDA3UTEIBHBIM IIPUEMAM, TO >KEHIIMH B UC-
KYCCTBE OOBEAMHUTD OOIINM CBOMCTBOM "3 EHCTBEH-
HOCTb" HEJIb3SI, TAK K€ KAK HEJIb3SI OObEMHUTE MM H
nucaTenpHul [... ] Hukakas obmas Tonkas cy6eran-
nud "eMuHuHHEOCTH" HE CBA3BIBAET HMCKYCCTBO ApTe-
musuu [ xentunecku, Buxe-Jle6pen, Aurenuxu Ka-
ybmanHu, Posst Bonsp, Beprsr Mopuso, Cro3auns Ba-
JanoH, Kere Konesuw, Bap6apsr Xenyopr, Ixopn-
xuu O’Kudu, Codu Teitbep-Apn, Dnen Opankenra-
aep, Bpumxer Paitn, wan Jiynssr Heesnncon, He ro-
Bopst yxe o Caco, Mapuu ®@pannysckoit, [xeitn Oc-
TiH, OMumu Bponre, Xopx Caun, I>xopmx Dauor,
Bupnxxunun Bynsd, Ceprpyne Craits, Dmunu Jukun-
coH, Cunpuu ITlnar u Cerozan 3ourar. B xaxmoM or-
NENPHOM CIyYae XEHIUHBL - XYAOXHUIBL U TIHCATEb-
HULBI, OYCBUAHO, 6IMXE K APYTUM NUCATE/ISM H Xy~
AOXHHMKAM CBOETO Kpyra M BDEMEHH, YEM APYT K APYTY.
MoxxHO cKa3aTh: XEHIIMHBI-XyIOXHUIE GOJIBIIE
TIOrPYXXEHBI B COGCTBEHHBIN BHY TPEHHUI Mup, Gosee
TOHKH B BHIOpaHHOI TexHuke. Ho KTo U3 npuBeneHHo-
TO BHIIIE CrMcKa Gobine ofpamen BHYTph, ueM Penon,
KTO yMEJI TOHbIIE pabOTaTh C HIDAHCAMHM LIBETA, UCM
Kopo? Kto Gonee xeHcTBeHEH - Buxe-Jlebpen nnn
®paronap? U passe HE B TOM [EJI0, UTO CTHIIB POKOKO
B0 @Opanuuu XVIII Beka Boobmie >KeHonmono0eH, ecnu
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€ro paccMaTpuBaTh B OMHAPHOM OMITO3UIIUN MY>KECT-
BEHHOTO K XeHCTBeHHOMY? Eciiu mpu3HakamMu >KeHCKO-
IO CTHJISI CYHUTATH U3SIMIECTBO, TOHKOCTh U U3BICKAH-
HOCTb, TO B pabore Po3sr Bonap "Konckas sipmapka”
HET HUKAKOM XPYIKOCTH, & B TATAHTCKUX XOJICTAX
Onen OpaHkeHTasep He 0OHAPYXKUTCS HU M3BICKAHHO-
CTH, HA MHTPOBEPTHPOBAHHOCTH. EC/IM XXEHIMHBI U30-
Opa>karoT CLIEHBI CEMEWHOM XW3HU U MUIITYT XETCKHEC
MOPTPETHI, TO TO Xe camoe aenanu Ju Cren, [llapnen
M MMITPECCHOHMCTHI, U He T0JbK0 bepra Mopu3zo nnmn
Mopu Kaccar, vo u Penyp win Mone. ITpo6iema xope-
HHUTCS HE B (PEMUHHUCTCKON KOHLETIIUU XKEHCTBEHHO-
CTH, a CKOpee B 3a0/1yXXAEHUY - pa3ae/IieMOM U LN PO-
KOM myO/IMKO# - OTHOCUTE/IBHO IPUPOABI UCKYCCTBA.
OTO HAUBHOE MPENCTABJICHHUE O TOM, UTO UCKYCCTBO SIB-
JISIETCS. HEITOCPEACTBEHHBIM JIMUHOCTHBIM BBIPA>XKEHUEM
SMOILIMOHAJIBHOTO OITBITA XYAOXKHUKA, TEPEBOAOM JIMU-
HO XXU3HU B U300pa3UTEIBHBII PSI.

W CKyCCTBO HE UMEET C 9TUM HMUETO OBIIEro, a Besu-
KO€E UCKYCCTBO - TeM Oosiee . VIcKyCcCcTBO - 9TO BHYTPEH-
HE JIOTMYHBIH 131K (hOPM, KOTOPHIN B TOM WJIM MHOU
CTEITEHM, B 3aBUCUMOCTH OT 3aJAHHBIX BO BPEMEHH
KOHBEHIIUH, ONPENEaIeTCs CUCTEMON 0003HAUEHUI,
KOTOPYIO HY>KHO OCBOMUTH MJIU 3aHOBO pa3paboTaTh -
WY B TIPOLIECCE OOYUEHUSI, UJTH B XOMIE MJTUTEIbHBIX
9KCIEPUMEHTOB. SI3BIK UCKYCCTBA MATEPUAIN3YCTCS B
LIBETOBOM ITSITHE WJTM JIMHUM HA XOJICTE WJIM JIUCTE Oy-
Maru, B KaMHE, TJINHE, IJIACTUKE WU METAJIIE - HO OH
HH B KOEM CJ1yyae HE UMEET HUKAKOrO OTHOLICHUS HU
K PBIIAHUSM, HU K JOBEPUTECIBHOMY LICTIOTY.

OnHAaKO HA CAMOM JIeJie, KAK BCEM HAM M3BECTHO,
MMOJIO’KEHUE B UCKYCCTBE B MPOLLIOM M B HACTOSIIIEM,

TAKXKE KaK ¥ B COTHE APYTrux obsacreir, 00ecCMBICIUBA-
€T, MOAABJISET U JIMIIAET YBEPEHHOCTH BCEX TEX - U

>KEHIUH B TOM UHMCJIE - KOMY HE TIOBE3JI0 POMUTHCH C
6eJI0i KOXEM, XEeaaTeNbHO B CpeqHeDy pXya3HOi cpe-
1€ ¥, IPEX/IE BCEro, My XunHou. [esio He B 3Be31aX,
HE B TOPMOHAX, HE B MEHCTPYAaJbHBIX IUKJIAX U HE BO
BHYTPEHHUX IOJIOCTSIX OPraHW3Ma - IeJI0 B MHCTUTY-
Tax ¥ B BOCIIUTAHUM, TIOJ KOTOPHIM ST TIOHMMATO BCE,
YTO TMPOMCXOAMT C UEJOBEKOM HAUMHAS C TOTO MOMEH-
Ta, KOTJa OH BXOAMT B HAII MUP CUMBOJIOB, 3HAKOB U
curHasoB. JOCTOWHO YOUBICHHUS HA CAMOM JIEJIE TO,
YTO MPH BCEX MPENATCTBUSX XXEHIIMHAM (KAK M HE-
rpaM) yOaeTcs JOOUTHCS TaKuX OJIECTIMMX yCIEX0B
II0 BEOMCTBY 0€JIOr0 My XUHMHEL - B HAYKE, IOJTUTUKE
1 MCKYCCTBE.
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Korga 3agymaeniscst 0 MoTuBax Bomnpoca "[louemy
He OBIBAET XEHIIMH-XYTOXHULL , HAUMHAEIIb TIOHU-
MaTh, HACKOJIKO HAIIY MPEACTABJICHHS O TOM, KaK yC-
TpPOEH MUP, 00YCJIOBJIEHH! - U (haTbCU(MULMPOBAHEI -
(hOpMyIMPOBKOM CAMBIX BaXHBIX TIpo6eM. Mur He co-
MHEBAEMCS B TOM, UTO CyImIECTBYIOT pobaema Bocrou-
HOM Asuu, npobsema 6eqHOCTH, IPoOIEMa YEPHOKOXE-
ro HACEJEHM, a TAKXe XeHckas npodsema. Ho cHaua-
J1a Hy>KHO CIIPOCHTb Ce0s: a KTO CTaBUT 3TH TPOOIEMBI
M C KAKOM LIEJIhI0 OHU (hOPMYIUPYIOTCS MMEHHO TAKHM
oOpazoM. (MO>XHO OCBEXXUTH B IAMSTHA KOHHOTALUA
"eBpeiickoro Bompoca' B HaumucTckou ['epmannu.) [...]

Taxum 06pa3oM, mpobiemMa XKEHCKOr0 PABEHCTBA - B
MCKYCCTBE WJIM KaKOii OBl TO HU OBLIO MHOM 00J1aCTH -
HE TOPO>KAAETCI OTHOCUTEIFHOU 0JIaroXeraTeIbHo-
CTDBIO, UM, HA000POT, 3/I0KO3HEHHOCTHIO OTAEIbHBIX
MY>KUWH, HE BO3HHKAET B PE3yJIbTATE CAMOHAAESIHHO-
CTH WJIM CAMOYHWUMXXEHUS OTHEIbHBIX XeHmuH. OHa
KOPEHHUTCS B CAMOM IMPUPOAE HAMINX WHCTUTYIMOHAJb-
HBIX CTPYKTYD, B TOM MUPOBO33PEHIH, KOTOPOE OHU
HABA3BIBAIOT MHAUBNAYYMY. Kak ormeuasn Gosee cra
sier tomy Hazan [Ixxox Crioapt Musie, "Bce TO, UTO
00BIIEHHO, MPEACTABISETCS HAM ECTECTBEHHBIM. Tak
KaK 00bIYail MOQUUHEHHS XEHIMUHBI My XUUHE TIPHHAT
BCEMH ¥ MTOBCIOAY, JIF000E OTKJIOHEHHE OT HErO, ECTECT-
BEHHO, KaXETCSI IPOTMBOECTECTBEHHBIM. B cBOEM
OOJIBIIMHCTBE MY>XXUWHBI, HA CJIOBAX BBICTYIAS 33 Pa-
BEHCTBO, HEOXOTHO OTKA3BIBAIOTCS OT STOTO "'€CTECT-
BEHHOTO" MOPSIIKA BELIEH, CYJISIIEr0 UM 3HAUUTE b~
HBIE BBITOABL. [10JI0XXEHME XEHITUHBI OCJIOXHSIETCS
TEM, UTO, KaK CIIPABEIJIUBO 3aMETUI MWLIb, B OTJIU-
UME OT IPOYMX YTHETEHHBIX KJIACCOB U KACT, MYy XYM~
HBI TPEOYIOT OT HEE HE TOJBKO MOTUMHEHHS, HO ¥ CAMO-
OTBEP>XKEHHOM Jit00BU. JKeHImnHa MHTEPHAIM3YET Tpe-
GoBaHMs OOIIECTBA, B KOTOPOM TOCIIOACTBYET MY XKUH-
Ha, MOMAfAET B 3aBUCUMOCTb OT MaTEPHUAJTBHbIX OJIar.
JKeHmuHe CpemHEro Kaacca ecTh, UTO TEPITh, KpOMe
CBOMX 1enewn. [...]

B ocHOBe 3TOrO0 BOIIpOCA JIEXKAT MHOTOUUCICHHBIE
HAUBHBIE, ICKAXXEHHbIEC, HEKPUTUYHBIC MHEHIS OTHO-
CHTEJIHO CO3aHMS MPOM3BENEHIS NCKYCCTBA BOOOIIE,
a TAKXe CO3MAaHUS BHIIAIOMIETOCS TTPON3BEICHUS UC-
kyccrBa. Co3HATEIFHO U/ HEOCO3HAHHO, STH MPEN-
y6exneHuss 00beIUHSIIOT B ONMH P uMeHA MuKeapaH-
n>xesio u Bau I'ora, Padasasg u [Ixxexkcona Ilomnoka,
rnoMemas ux B pa3psn "Benukux''- moueTHOE HAMMEHO-
BAaHUE, MIOATBEPXACHHOE IEJIOM PSIIOM aKageMuue-
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ckux mTyaui. [Tox Beaukum XynoxHukoM, KOHEYHO,
NOAPa3yMEBAETCS TOT, KTO OCeHEH " 'eHMaIbHOCTBIO .
B cBoro ouepens, 'eHnaIbHOCTBIO CUMTAIOT Ty BHEBpE-
MEHHYIO M 3aTaflOuHyI0 CUJIy, KOTOPAs HEKOTOPHIM 06-
pa3oM BOILIOIIEHA B TMUHOCTU Besmkoro Xynoxuuxka.
[...] Takue ycTaHOBKYM XapaKTEPHBI IS OUEHD MHOTHX
UCKyCCTBOBEqUEcKuX pabor. He cayuaitno Tak mMamo
HCCJIEXOBAHBI YCJIOBUS, KOTOPBIE OOBIYHO COMTYTCTBYIOT
CO3NAHMIO BEJIMKOTO IIPOU3BENEHUS ... ].

Takum 06pa3omM, B OCHOBE BOTIPOCA O XEHIIHHE-XY-
moxHwuie gexuT mud o Beaukom Xymoxuuke - repoe
coTeH MOHOrpacuii, 60ronogoGHOM, HEMOBTOPHMOM -
Ubsl IMUHOCTD C CAMOT'O POXKIAEHUS HaeIeHa 0CO00k
cy6eranumeit Camoponsoro enns wnn Tananta, Ha-
nofo6He XapeHoi KICUKH B KypPUHOM By IbOHE, KOTO-
poro, Kak IMJIA B MEIIKE, HE YTAaullh, KAKUMHU OBI He-
6JIarONPUATHBEIMU M GECTIEPCITEK THBHBIMU HU ObLIM 06-
CTOSITE/IbCTBA.

Maruueckas aypa, oxpyxaromas n300pasuresisb-
HOE MCKYCCTBO M €r0 TBOPLA, ECTECTBEHHO, C He3ama-
MSITHBIX BpEMEH nopoxjaJia Mudsl. VIHTepecHo, yTo
T€ K€ MATUYECKHUE CIIOCOOHOCTH, KAKME TIPUITHCHIBAJL
ApEeBHErpeyYeCKoMy cKyabpnTopy Jlucunmy IlnaTon - Ta-
MHCTBEHHBIN BHYTPEHHUY TOJIOC B PAHHEN IOHOCTHU, OT-
CYTCTBUE OPYTHX YUHTEIEH, KPOME BETMKOTO YUHTEIS
IIpuponsr - moBTopsiorcs yxe B XIX Beke Guorpadom
Kyp6e Makcom Bromorom. CBEpXBECTECTBEHHBIE CIIO-
COBHOCTH XyAOXHUMKA KAK UMHTATOPA ACHCTBUTENBHO-
CTH, BJIANEHUE MOTYIIECTBEHHBIMH U, BO3MOYKHO, OTIaC-
HBIMH CHJIAMH UCTOPUUECKHU TTOCTABUJIO Er0 OCOOHSIKOM
B KauecTBe 60romnogo0HOro TBOPIA, CO3UAAONIETO Bri-
TUE U3 HUYETO.

C rex mop wa610H0M MuGOIOTHM UCKYCCTBA CTAIA
CKa30UKa O TOM, KaK CTaPIIUI XYTOXKHUK VTN IIPOHMU-
LATEIbHBINA TIOKPOBUTE/Ib OTKPBIBAET UyA0-ANTS,
00BIYHO B 06/IMKE CMUPEHHOTO TACTyImKa. Bazapu
obeccmepTut 06pas 10HOro JIKOTTO, 3aMEUEHHOrO Be-
Jukum Yumabys, Korga mapHUNIKA, TIPUIISIIBIBAS 34
CTazmoM, pucosaJi oBel Ha KaMHe. Qe I0MIeHHBIH
CXOxCTBOM prcyHKa, Unmalys HEMEIIEHHO B3sLI G-
HOTO I0HOIIY K ce0e B yueHHKH. B CUIy TauHCTBEHHOTO
CoBmajeHust, fosiee MO3nHUE XyA0KHUKH, TAKUE KaK
Bexkadymu, Anapea CancoBuHO, Anpnpea nens Kac-
TaHb0, Mantenssi, Cypbapan u [oitst, Obla1 3aMeUeHbI
TIPY AHAJIOTMYHEIX TACTOPAIBHBIX 00CTOSTENbCTBAX.
Haxe ecnu ronomy Besukomy XYROXHHKY HE BBINAJI0
Ha NIOJI10 BCTYTUTD HA CTE3I0 CJIABHL B OKPYXXEHUU

OBEUDETO CTANa, €T0 TANIAHT BCE PABHO MPOSIBIISETCS
OYEHb PAHO M 6€3 BCAKOrO MOCTOPOHHETO BMEIIATE -
cTBa: OBITYIOT pacckassl 0 Ourummo Jlunmu u o ITycce-
He, 0 Kypbe u o Mone, xotopsie pucosaau Kapukary-
DBI HA TOJIIX YYEOHUKOB BMECTO TOTO, UTOOBI 3aHI-
MATbCSl HAYKaMH - U YK KOHEYHO MBI HUKOTIA HE yC-
JILIITAM PAcCKa30B O MOJIOMBIX JIFOISIX, KOTOPKIE TIpe-
HeOperaau 3aHITHIMU ¥ MAPATH PHCYHKAMH IIKOJTb-
HBIE TETPANKHU, HO IIPU 9TOM CTAIU NPUKAZUMKAMH UAN
npopasuaMu B 00yBHOI naske. CaM Besmkuit Mukers-
AHJIXEJI0, COIVIACHO €ro yueHuKy u Guorpacy Basapu,
peberkoM npennounTan yuede pucosauue. CTOb He-
COMHEHEH OBLI €ro Ta/NaHT, co00maeT Basapm, uto xor-
7@ ero yuurenb I'MpIssHRaio 0Ty ynsics U3 Kaneaist
Canra Mapus Hosesna, tioe ou nenan hpecku, a
IOHBIN YYEHNK BOCIIO/Ib30BAJICS €0 KPATKOBPEMEHHBIM
OTCYTCTBMEM UTOOBI M306Pa3UTh "TIOMMOCTKH, KO3JIBI,
TOPIIKYU C KPACKaMM, KHCTH ¥ 3aHATHIX paboTOi mogma-
CTEPHEB”, OH BBITIOJHHJI 9TO CTOJIb UCKYCHO, UTO BEp-
HYBIIUCDH, MA3CTPO BO3IJIACKIT: "DTOT MaJbUMK 3HAET
Gosbie mens!"

Kaxk uacto cyyaercs, tu ucropuu, B KoTopsix, Be-
POSITHO, €CTh J0JI1 ICTUHEI, OMHOBPEMEHHO M OTPAXa-
0T, ¥ yKPETJISIIOT T€ YCTAHOBKH, HA KOTOPHIX OHH TI0-
Kositcs. Jlaxke 6ymyun OCHOBAHbI HA peaTbHOM (hakTe,
9T MU(DBEI OTHOCUTE/IFHO PAHHETO MPOSIBJICHMS TeHU-
anbHOCTH OOMaHuMBEL. Be3 CoMHEHuS COOTBETCTBYET
AEHCTBUTENIBLHOCTH, HATIPUMED,TOT (PAKT, UTO MOJIOLOMA
[Tuxacco BBIIEpXaJI BCTYNUTEIBHBIE 9K3aMEHHL B Bap-
CEJIOHCKYI0, a 3aTeM B Manpuuckyro AkageMuio uc-
KYCCTB B BO3pPAacTe MATHAALUATH JIET ¥ BCETO 3a ONUH
JIEHB, TOIZIA KaK OOJIBIIMHCTBY KAHAMAATOB TPeGoBaI-
CsL KaK MUHHUMYM Mecs moaroroBku. Ho xorenocs 65t
no00IBIIE 3HATH M O TEX HE TI0 JIETAM Pa3BUTHIX IIpe-
TEHAEHTaX, KOTOPHIE B JAIbHENIIEM CTAIN CPETHUMHI
XYAOXXHUKAMM MJIH BOOOIIE HE COCTOSINCH B MCKYCCT-
BE - XOT$, KOHEYHO, TAKHE HE UHTEPECYIOT UCTOPUKOB
HCKYCCTB - MJI O TOM POJIM, KOTOPYIO CHITpaa B PAHHEM
XYAOXECTBEHHOM Pa3BUTHH ChIHA oTel [Tukacco - mpo-
teccop xuBonmcH. A uro, ecau 651 ITukacco poguics
nesoukoi? O6pamasn 66 cenppp Pyuc Takoe BHEMaHME
U TIOOIIPsiyT OB XyA0XXECTBEHHBIE aMOUIIMY B MAJIEHb-
ko [Ta6aure?

Bo Bcex aTux pacckasax aenaercs akueHT Ha uyaec-
HYIO, HEJlETEPMUHUPOBAHHYIO, ACOLUAIBHYIO TIPUPOLY
XYAOXECTBEHHOM OlapeHHOCTH. TaKoe MMO/Ty peTUrio3-
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HOE OTHOIIEHME K posin XxynoxHuka B XIX Beke moBo-
JAUTCS 00 ypoBHs aruorpaduu. Mcropuku uckyccrsa,
KPUTHMKH M, HE B TIOCJICAHIOI0 OUEPENb, CAMH Xy OOXHHU-
KW TPUIABAJIN UCKYCCTBY XapaKTEP PEIUTUH, TIOCIE-
HETO OIJIOTA BBICIIMX LIEHHOCTE! B MATEPUAIMCTU- Ye-
ckoM Mupe. XyHTOXHUK B xutHsx catoix XIX Bexa 60-
peTcs C KpauHe BhIPAaXXEHHBIM IIPOTUBOAEUCTBUEM
CeMBHU ¥ 00IIECTBA, TONOOHO XPUCTHAHCKOMY MYyUEHHU-
Ky. O6uecTBo moOMBAET ero KAMEHUSIMU ¥ IIPUTBOK/IA~
€T K M030PHOMY CT0JI0y, HO B KOHEUHOM CUETE OH IIpe-
OZI0JIEBAET 3JIYI0 CyAb0Y - OOBIYHO, YBEI, YK€ yHAS U3
JKM3HH - TIOTOMY UTO M3 CAMOW IIyOUHEI CBOETO CyNIe-
CTBa OH M3JIy4YaeT TAMHCTBEHHOE, CBSILIEHHOE JIyue3ap-
Hoe cusinue Ienus. Bor 6e3ymusiit Ban [or cozepuaer
MOACOJIHY XM, HECMOTPSI HA AMJIEITUYECKUE IPUTATKKI
u KpaiiHio Humery; a Bot CesanH, npeHebperas ore-
UYECKUM TIPOKJISITUEM U OOIIECTBEHHBIM IIPE3PEHUEM,
PEBOJIIOLMOHU3MPYET XKUBOMICH; ['OreH onHUM 3K 3u-
CTEHIMAIBHBIM XXECTOM OTPUHYBIIUH pecrekTabenb-
HOCTH ¥ (PMHAHCOBOE OJIATOIMOIYUNEe, YIAIIETCS B TPO-
MUKY B TIONCKAX CBOETO mpu3Banust; a Tynys-Jlorpexk,
Y POIUTHBBIA KAPJIUK ¥ MbSHULA, XEPTBYET IIPHPOXK-
JEHHBIM IIPABOM aPHUCTO-KPATa BIOXHOBEHUIO, KOTO-
poe 06peTaeT B XaJKuX TPymobax.

Ceituac HE OOWH CEPbE3HBIN UCTOPUK UCKYCCTBA HE
MPUHUMAET 32 UMCTYIO MOHETY CTOJIb OUECBUIHbIEC BbI-
MbICsTbl. OQHAKO TTOICO3HAHUE UCCIEAOBATENS U aKCHO-
MBI, M3 KOTOPBIX OH UCXOAUT, (HOPMUPYIOTCS UMEHHO
TaKo#i MU(OJIOTHEN XYXOXKECTBEHHOTO TBOPUYECTBA U
COMyTCTBYIOLIMX €My OOCTOSITEIBCTB, XOTSI OH ¥ OTOBA-
pPHMBAETCS 10 TIOBOAY COLMAIBHBIX BIMSHUN, COBPEMEH-
HBIX BESTHUM, SKOHOMHUECKUX KPU3KCOB ¥ T.II. B ocHO-
BE CAMBIX MCKYILIEHHBIX UCCIECTOBAHUI BETUKUXXYTOXK-
HHUKOB - KOHKPETHO, MOHOTpa(wii 10 MCTOPUH MCKYCCT-
Ba, KOTOPBIE UCXOMAT M3 KOHUEHIIUU XYA0XKHUAKA KAK
TIEPBMYHOIO, & COLMAIBLHBEIX ¥ HHCTUTYLIMOHAIbHBIX
CTPYKTYP, B PAMKAX KOTOPBIX EMY HOBEJIOCH XKUThb U
paboraTh, KaK BTOPOCTENEHHOTO (DOHOBOTO (hakTopa -
B OCHOBE MX IIPSUETCS TEOPUS FEHMS KaK CAMOPOAKA U
KOHIIEIIMS MHAMBUIYAJIbHOIO TBOPUECTBA KAK CBOOOK-
HOTO NpennpuHIMaTenbeTBa. Ha Takoit ocHoBe TCYTCT-
BHE KPYITHBIX TOCTUMKEHUN CPEIU >KEHIIUH (hOpMyJIn-
PYETCsl KAK CHJUIOTU3M: CJIM OBl B XKCHIIMHE TaHJICS
CAMOPOMOK F€HHAIBHOCTH, OH HEN30EXKHO MPOSIBHIICS
661. Ho on He npossuicst. CIenoBaTeIbHO, >KEHITUHBL
HE OfAapEHBl THM camMoponkom. UTo 1 TpeboBasIock mo-
xa3ath. Ecm maxe JIKoTTo, 6€3BECTHBIN NACTYIIOK,
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Basn Ior co cBOMMY NpUHagKamMu JOOMINCH CBOETO, TO
MOYEMY K€ ITO HE yAAETCSI XKEHIIUHAM?

OnHAaKo KOJIb CKOPO MBI IOKMHEM MHUP CKa30K U MPO-
pOYECTB, 4 BMECTO 9TOr0 OPOCHM HEIPEB3STHIM
B3TUI4)] HA BCE COLIMATBHBIE CTPYKTY DB M MHCTUTYTHI,
KOTOpBIE KOraa JinO0o CyIIecTBOBAJIU B UCTOPUH, TO OKa-
SKETCSI, UTO ¥ CAMbI€ BOTIPOCHI, TIPEACTABJSIIOLIME IS
HUCTOPUKA UHTEPEC, (DOPMYTUPYIOTCS COBCEM MO-MHO-
My. MoXHO, HaTpuMep, OUHTEPECOBATLCS, KAKKE 00-
IECTBEHHBIE KJACCHI 0OOBIYHO HA MPOTSI)KEHUN UCTOPUHU
MOCTABJISUIM XyA0XKHUKOB. Kakas yacTb XyA0>XKHUKOB
U CKYJIBIITOPOB, TOUHEE, BBIAIOMIUXCS XYIOXKHUKOB U
CKYJIBIITOPOB, TIPOUCXOIST U3 CEMEH, B KOTOPBIX OTLbL
WM Apyrue Gau3Kue 3aHMMAaIOTCS MCKYCCTBOM MJIH pa-
GoTaroT B cMeXHBIX mpodeccusx. [... ] Hecmorps Ha
3HAUMTEHHOE YuCI0 Beaukux otuienennes XI1X Beka,
YbU CyABOBI MUTAIOT JIFOOOBB MyOINKH K MEJIOpaMeE,
BCE K€ TIPUAETCS MPU3HATD, UTO OOJIBIIAS YACTD XY-
IO>KHMKOB, BEJIMKHUX ¥ HE OUCHb, B TE BDEMEHA, KOraa
OBLIO TIPUHSITO UATH TI0 CTOIIAM POAMUTEACH, MMEIU-Ta-
KU OTUOB-XYIOXHUKOB. B pazpsiae BHIIAIOIIMXCS XY~
HO>KHUKOB Cpa3y IPUXONAT B rosioBy uMeHa Jlropepa u
Tonsbeitna, Pacasnsa u Bepauau. Jlaxe XyI0XXHUKA
HOBeimero Bpemenu - [lukacco, [I>xakoMeTT! u
YalleTT IpuHANIEXKAT CEMbIM XYTOXHUKOB. [...]

Korma Bompoc 06 yCI0BHSIX XyX0XKECTBEHHOU Aesi-
TEJIBPHOCTH 3aaETCSI KOPPEKTHO (@ XyN0>XKECTBEHHAS
ESTENHHOCTH BBIHAOIIETOCS MACTEPA - OTO JIMLIb
YACTb CIOXKETA) , ~-HECOMHEHHO, TIPUAETCS 00CY KAAaTh U
CUTyaIuu, COMyTCTBYIOIUE paboTe pasyma, peannsa-
LMY TaJaHTa BOOOIIE,a HE TOJIBKO TaJaHTd XyI0XKECT-
senHoro. Illkona ITuaxe B yueHHH O TEHETHYECKOM
SMUCTEMOJIOTMU YTBEPXKAALT, UTO PA3BUTUE MHTE/IJICK-
Ta ¥ BOOOpa’kEHMUS Y MAJIEHbKUX ETEM - T.€.TOTr0, UTO
MBI HA3BIBAEM TAJIAHTOM - 3TO HE CTATHUECKAas CyLl-
HOCTb, 4 AUHAMHUYECKAS AKTUBHOCTb, AESITCJHHOCTD
maHHOro cyObeKTa B aHHOi cutyauuu. [lanee, uccue-
moBaHUS B 00J1aCTU pa3BUTHs PeOEHKA IO3BOJISIIOT 3a-
KJIIOUUTD, UTO CIIOCOOHOCTH pa3BUBAIOTCS TOCTCIICHHO,
HE3aMETHO, HAUMHAS C CAMOT0 PAHHETO NETCTBA, U ME-
XAHU3MBI aAANTALYX 1 aKKOMOJALUHI COLIMATM3UPO-
BAHHOI JINUHOCTH YCTAHABJIMBAIOTCS HACTOJIHKO PAHO,
YTO HEMCKYIIEHHOMY HAOIIONATE/II0 OHM M B CAMOM JC-
JIe MOTYT MOKa3aThCsl BpoxaeHHpiMu. Ha aTom ocHoBa-
HUYM MO>XKHO 3aKJIIOUMUTH, UTO UCCIEAOBATEISIM TIPUIET-
CST OTKA3aThCS OT KOHLIEIIUUA BPOXACHHON MHAUBUAY -
AJPHOU T€HUAJHHOCTH KAK JBUKYIIEH CUJILL X yT0XKECT-
BEHHOIO MPOIECCA - KOHUEMIUU, CO3HATEIbHO APTUKY -
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JIMPOBAHHOM MJIM HEOCO3HAHHOM - M 0TKA3aThCS OT HEe
HE TOJIBKO 110 COOOPaKEHHMSIM METAUCTOPUUECKOTO Xa-
pakTepa.

Taxum 06pa3om, BOrpoc o Tom, mouemy He GriBaeT
BEJIMKUX XYTO>KHULI, IPHBEJI HAC K BBIBOLY O TOM, UTO
UCKYCCTBO HE €CTh CBOOOAHAS, ABTOHOMHAS HESTEb-
HOCTb CBEPXONAPEHHOM IMYHOCTH, HA KOTOPYIO "'Mo-
BJIMSIIM XYNOXHUKHU-TIPEALIECTBEHHNKH UJIH, COBCEM
HCMOHSTHBIM 06pa3oM, "obuecTsennbie cubt”. [1pa-
BUIJIbHEE OyIET YTBEPKAATh, UTO BCA CUTyauus B UC-
KYCCTBE M B IJIAHE PA3BUTHSI IMYHOCTU XYAOXKHUKA, U
B [UTAHE KAYECTBA €r0 IPOU3BENEHUS PA3BUBACTCS
BHYTPU KOHKPETHOM OOIIECTBECHHOM CUTYALIMH, SIBJIS-
€TCSI HEOTBEMJIEMOM YaCThIO AAHHOM COIIMATHLHOM
CTPYKTYPBI, OIIOCPENYETCS W ONPEAEAIETCS BIIOJIHE
KOHKPETHBIMYU COLMAIbHBIMU HHCTUTYTaMH, OyIb TO
XyROXXECTBCHHBIE AKaIEMHUH, CUCTEMA MELICHATCTRA,
MU(OIOTHST GOTOBIOXHOBEHHOTO TBOPIA, XYAOKHUKA-
MY>KUMHBI WJIA U3T04. |... ]

Hro € Ta KyuyKa XEHIINH, KOTOPHIE Ha TIPOTSIKE-
HHUM BEKOB, HECMOTPS HA BCE MPEMATCTBUS, MOOMBa-
JIACh MICKJTFOYMTEIHOTO TOIOXKEHN S, €CJIM HE BEPIINH,
pasHBIX PeMOpannty, Muxensanmxero wiu [Tukacco?
Ectb yiu B HuX uTO-HHOYAB TaKOE, UTO XaPAKTEPH30BA-
710 681 MX KaK rpynmy u Kak anusoctu? He umest Bo3-
MOXHOCTH PACCMOTDETH 3TOT BOIIPOC BO BCEX MOAPO6-
HOCTSIX, S XOTeJ1a OBl BBIIEUTE HECKOJIBKO CBOMCTB:
BCE OHM, MPAKTHYECKU 03 MCKIIOUCHHI, VI UMETH
OTLIOB-XyJOXHUKOB, ¥JIH, 00BIUHO TOo3xHEe, B XIX-
XX Bexax BcTynaau B 6IM3KIE JTMYHBIE OTHOILIEHMUS C
Gosiee CHIBHOM, JOMUHHUPYIOIIEH TNYHOCTHIO XYTOX-
HUKa-My>XuuMHBL. KoHEUHO, 5T XapakTepuctuku He-
PEAKK M y My>XXYHH TOXE, KaK YK€ B OTMEUEHHOM CJIy-
Yae XyMO>KHUKOB - OTILIOB ¥ ChIHOBEH. OqHAKO IS X
KOJIJIET XK EHCKOTO II0J1a 3TO CIIPaBENIMBO BCErna 0e3 uc-
KJIIOUYEHHS, BO BCAKOM CJIy4ae 0 IIOCIENHETO BpeMe-
Hu. Hauunas ¢ nerengaproro ckysasnropa CaGuust
thon M TaitaGax, KOTOPOit MBI 06SI3aHEI IPYIIION I0XKHO-
ro noprana Crpacbyprckoro cobopa, u konuast Po3oii
Bowap, camoit 3mameanToit anmmanucrkoit XIX Bexa,
BKJIIOYAs TAKUX BUAHBIX XYHOXHUL, KaKk Mapusrra
Pobycru, mous TunToperro, Jasunus Qonrana, Apre-
Musus [Ixenrmnecku, Dauzaber [llepon, Buxe-Jle6-
peH u Arrenmnka Kaydhdmann - Bce, 6€3 MCKIIOUCHMS,
ObLIN HOUEPSIMH XYHOXKHUKOB.

B XIX Bexe Bepra Mopuso moaaep>xuBaia TeCHBIE
B3aMMOOTHOIIEHKS C MaHe M BIIOCIEACTBHE BHIIIA 3a-
MyX 3a ero 6pata, a Mapu Kaccar Bo MHOroM onupa-

JIach Ha CTWJIb cBoero 6smskoro apyra Hera. Tot ca-
MBIA pa3pBIB TPAOUIIMOHHBIX CBSI3EM M OTKA3 OT OCBSI-
LICHHBIX BPEMEHEM IIPUEMOB, KOTOPBII O3B0
MY>XKUMHAM-XYyJ0XHUKAM BO BTopou nmoyioBuHe XX Be-
Ka HAUTH CAaMOGHITHBIE HATIPABIECHHS, COBCEM HE TI0XO0-
’KH€ Ha IIyTH OTLIOB, AaJ BO3MOXHOCTD M XKEHIIMHAM,
He 63 JOTOJIHUTENBHBIX TIPENATCTBUM, PA3yMEETC,
TaKXXe 00pecT COOCTBEHHOE OPUTMHAIBHOE JIULIO.
MHorue u3BeCTHHE XyAOXKHUIBI HEAABHETO BPE- Me-
HU, Takue, kak Cro3anHa Bananon, ITaysna Monepcos-
Bexkep, Kers Kosbeun wiu Jlynza HesenbcoH, BbI-
LIK U3 HEAPTUCTUYECKOM CPEIBI, HO B TO XK€ BPEMI
MHOTUE XyJOXHHIIBI HOBOTO ¥l HOBEUIIETO BPEMEHMU BBI-
XOAWJIM 3aMYX 3a KOJLIET.

WuTepecHo 6BLT0 GBI BEIICHATD Ty POJIb B (DOPMHPO-
BAHMH XECHIIMH-TIPO(DECCHOHAIOB, KOTOPYIO UTPaIl
CHHCXOUTEJbHBIE OTLIBI, HHOTAA JA>€e IMOOMPIBIINE
unTepecs nouepeit. Hampumep, Kore Koassu u Bap-
Gapa XemnyopT CBUAETENBCTBYIOT O BIMSHUN CBOUX OT-
LIOB, KOTOPHIE COYYBCTBOBAJIY AOUEPSIM ¥ TIOIEPXKUBA-
JI MX yCHUIUS B 00JIaCTH MICKyCCTBA. B 0TCYyTCTBUE TOU-
HBIX JAHHBIX, MOXHO JIUIIb COOPATh CyYyalHBIE CBEIE-
HUS O TOM, UMEJI MJIU HE UMEJI MecTa OyHT MPOTHUB PO-
OUTEIBCKOrO ABTOPUTETA CPEAY KEHIMUH ~X YAOXHHIL,
U C YbEH CTOPOHHI - MY KUMH WJIH XCHIIUH - 3TOT OYHT
ObL1 Gostee pemmrenbHBM. OQHAKO SICHO OHO: IS TO-
r0, YTOOHI XEHIUHA BEIOpana quis ce6s myTh mpodec-
CHOHAJIbHOM HEeSATEBHOCTH, HE TOBOPS yXKE 0 mpodec-
CHOHAJIbHOU paboTe B UCKYCCTBE, HEO6XOOUMO OBLIO
o6y1agaTh N3BECTHOIM KoJieit cMenocTr. Tak GBLIO paHb-
e, TaK OCTAaeTcs U ceituac. Hesasucumo ot Toro, Boc-
CTAeT JIU XKCHINUHA-XYA0XHULUA IIPOTUB CBOEH CEMBU
WUJIM HAXOJUT B HEM IMOANEPKKY, OHA BCE PABHO JOJIXK-
Ha OLIyINATh B ceOe FOTOBHOCTD K OYHTY , 6€3 uero eit
He TIpobuTk cebe AOpory B MUpPE UCKYCCTBA, HO HU B KO-
€M CJIy4ae He CMHUPSITBCS C POJIBIO XXEHBI U MATEDH,
€IMHCTBEHHON POJIBI0, KOTOPYIO aBTOMATUUYECKHU TIPE-
MIUCHIBAET €1 JIF000it 00IecTBEeHHbI MHCTUTYT. JKeH-
IIMHBL JOOMBAJIUCH U MPOOJIKAIOT HOOMBATHCS yCIexa
B MCKYCCTBE TOJIBKO TOTZ{a, KOIAA OHU YCBAUBAIOT, HE
TIPU3HABASICh B 9TOM, U MCHOJIB3YIOT cebe Bo 61aro
"My>XCKHe" CBOMCTBA - LIEJIEYCTPEMIEHHOCTb, COCPENO-
TOUYEHHOCTD, YIIOPCTBO U camooTaauy. M

ITeuartaercs ¢ pa3peLieHus: aBTopa.
ITepesop ¢ aHMIMIICKOrO
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Power and the Magic of Writing

Irina Sandomirskaya

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

them, unedited, as notes.

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

The mystique of naming, due to its divine
origin, is boundless. No less boundless are
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A3 0a OyKU - U 8CsL HAYKA
A3 Oa 6yku He uzbassim om MmyKu
Iocnosuybl pycckozo napoda

Hamx - MOIIHBIA MHCTPYMEHT CO-
WATHHOM BIaCcTU. BacTe CioBa
MaHUIYJIITHBHO MCIIOJIb3YETCS 11 B
MOTAUECKAX IIPOU3BENEHUSIX, U B
pexJiaMe, U B TIOJUTHKE, U B IPaK-
THKE EXXEIHEBHBIX MEXIMYHOCT-
HBIX OTHOIEHu. Teopud a3bKa
YJTH TIPOSICHSIET 9TO IIOJIOKEHHE,
TEeM CAMBIM CTPEMSICH BEIIOJIHUTD
ocBOGOIUTENBHYIO (DYHKIUIO, I
Ha000pOT, HAMEPEHHO 3aTEMHSI-
€T,CTAHOBUTCS PA3HOBUIHOCTHIO
530TEPUUYECKOrO 3HAHUS,CIIOCO0CT-
BYET Marn4ecKoMy BO3IEUCTBUIO
93BIKa HA CO3HAHUE. Bce 9TO MMEET
HEMOCPEACTBEHHOE OTHOIIEHUE K
WIE0JIOTHH.

MucTHUECKOE OTHOIIEHNE K MME-
HH, CBSI3AHHOE C er0 60XXECTBEH-
HBIM nipucxoxaenneM (Bei-
tue:19,20), B HauIe BpeMs OTprAUA-
ercs. OmHAKO HA [EJIe COBETCKOE
MAacCOBOE CO3HAHME TI0 OTHOUIEHUIO
K S3BIKY OTJIMYAETCSIK KPAWHUM Hp-
panuonann3MoM. COBETCKMIA YEJI0-
BEK HE UMEET IIPUBBIUKY BIyMbI-




BATHCSI B 3HAUECHHWE UMEHU, 0COOEH-
HO €CJIM 9TO UM$ CITyCKAeTCs "'CBep-
Xy" IMpPEKTHUBHBIM yKa3aHuem. Be-
pa B MICTHUYECKUE CBOMCTBA 3HAKA
B HAIIEM OOIIECTBE HEOTPAHWYEH~
Ha; HEOrpaHUUYECHHBI 1 BO3MOXHO-
CTH MaHI/IHy.TISIHI/H/I CJIOBECHBIM 3HA-
KOM CO CTOPOHBI BJIACTH.

Marug 93sKa, 0COOEHHO Marus
MHUCbMEHHOCTH, BCErna OblIa IIpepo-
raTMBOM TAUHOTO 3HAHUS (BegUUE-
CKUE YUEeHHSI, Trdaropeickas mKo-
Ja, kabbanausm). B coBeTckoM 00-
mecTBe hyHKIMHU TAWHOBEXEHUS
B3siy1a HA Ce0d TEOPETHYECKAS JIMHT-
BHUCTHMKA, JOCTUXXEHUS KOTOPOM HE
U3BECTHHI ITMPOKUM MACCAM U HE
NPUHSTHL OOBIIEHHBIM CO3HAHUEM.
SAspiko3HaHMe UmET cBOH (hrIocod-
CKUM KAMEHb, HAIEXKHO YK PBHIB-
LIWCh OT MPO(haHOB 32 CAOXKHBIMU
TEOPETHUECKMMHU ITOCTPOECHUAMU,
JluHrBuCTHUECKME MAEH HE IOy Is-
pusupyrorcs. Bokpyr a3piko3sanms
CI0XMUIach MEPTBAs 30HA MOIYA-
HHS - pe3yJIBTAT TOTO, YTO B IIPO-
ILJIOM COBETCKAS TMHIBUCTHKA BCE
BPEMI HAXOOWIACH B OITACHOM 011~
30CTH OT UAEOJOTHUYECKON OOPHOLI
(penpeccuu mpoTMB aHTHMApPPH-
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the possibilities for manipulating the word on
behalf of the structures of power. While the
magic of language, especially that of writing,
has always been the prerogative of arcane
knowledge, such as Vedic teaching or the
Kabbala, in Soviet society these functions are
performed by language theory.

The Soviet mass individual never questions
the meaning of words, especially when the
word serves as a directive. Nor are the
achievements of language theory popularized,
its metalanguage being too involved for the
layperson. Yet if language is power, then
language theory can correctly be defined as the
theory of power, and as such it has been
involved in a very complicated relationship with
politics during the entire history of the U.S.S.R..
Though theoretical controversies waged within
Soviet linguistics since the beginning of the
totalitarian era have always had a strong
political coloring, it is only very recently that the
association between language and power has
been brought out, as a result of the
development of linguistic pragmatics and
cognitive studies. Numerous semiprofessional
inquiries into Lingua Sovetica as a language of
totalitarian oppression have often been
inconclusive, due to the lack of a relevant
critical paradigm.

Heresies/idiomA 45

134.82.70.63 on Sat, 26 Mar 2022 19:06:28 UTC
All use subject to https://about.jstor.org/terms



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

Irina Kuksinite, Twins, or Kiss on
the Cheeks, o/c collage, 1991.
Photo: Susan Unterberg.
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CTOB, CTAJTMHCKAS UCKYCCHUS O SI3BI-
KO3HAHUM, HAKOHELL, TIOJUTHAYE-
CKMe TOHEHUS Ha (DUJIOJIOTOB B aKa-
JOEMUUECKOM CPEfie, YCHIUBIIUECS
riocsie coopiTrit 1968 romga u MHOTOE
OpYIoe).

JIume B IOC/IEMHUAE TOABI, B CBSI-
3u ¢ "paspemenuem’ B CCCP reo-
PHIi I3BIKOBOIA TIPATMATHKM M KOT-
HUTUBHOM JIMHTBUCTUKH, HAyKa 00-
pamaeTcst K BOIpocaM COOTHOLIE-
HUS S3bIKA U BJIACTH, SI3BIKA U UE0-
noruu. Kpome Toro, Ha BOJIHE I1ac-
HOCTH TIOSIBJISIFOTCS ITOJTyrIpocdheccu-
OHAaJIbHBIE UCCaenoBaHMS Lingua
Sovetica Kak g3bIKa TOTAJIUTAPHOTO
roCyAapCTBEHHOIO MOXaBICHHS. 3a-
YACTYI0 UM HEOOCTAET ITOCAEA0BA~
TEJIBHOCTH - TO JIH IT0 IPUUUHE OT-
CYTCTBHS IIMPOKOU KYJIBTYPOJIOTH-
YeCKOU MapagurMel, TO JIA U3-3a
npeHeOpeXeHust CKOMIIPOMETHPO-
BanabiMu B CCCP merogamu couu-
aJIbHOTO aHAJIM3a.

IIpo6ieMa, KOTOPAst HHTEPECYET
MEHS, JIEXUT Ha niepudepuu JTUHT-
BHCTHUECKOM Teopuu. MHe xoTe-
JIOCH OBl HA TIPUMEPE OOHOMU U3
BHOBb 00pA30BABIUKXCSI MKOH TEpe-
cTpoiiku - OykBst "'b" - mpocnienuTs
TpaHChHOPMALIMIO KATETOPHH PONa B
TOTAJIUTAPHOM CO3HAHUY U BBISIC-
HHUTh TOT KOHTEKCT, KOTOPBIH CO-
CTaBJISIET IIPATMATHKY SI3BIKOBOTO
3HAKA B YCJIOBHUAX MICOIOTHMUECKO-
ro momasyieHus. Ha ucropun pecop-
MBI PyCCKOTO TIPABOMKUCAHUS - €€
HMIEOJIOTHUECKUX U KJIACCOBBIX
IPEATOCHUIOK, OOpBLOBI 3a ee ocye-
CTBJIEHUE ¥ O0IIECTBEHHDIE TTOCIE-
CTBUSI - MHE XOTEJIOCH OBl IIOKa-
3aTh, UTO COBETCKYIO IUCKYPCHIO
BJIACTH HUKAK HEJIb3sl HA3BaTh
"CKauKOM'" TI0 CPABHEHUIO C U/ICOJIO-
MMM [A0PEBOJIOLIMOHHOIO IIEPHO-
1a, ¥ JIUIb Ipeay0exaeHue Mena-
€T HaM pacCMOTPETh UCTOKHM Lingua
Sovetica B MHOrOrosiocom oouie-
CTBEHHO-TIOJIUTUUECKOM IUAJIOre
Poccun XIX Bexa. He cenyer 06-
MAaHBIBATHCS HA CYET OXBATHBLLICH
00IIECTBO HOCTAIBTUM 10 CTAPBIM
n00puiM BpemeHnam: OKTsa0pnekast
PEBOJIFOLIUS HE SIBUJIACH HETIPEOHO-
JIUMBIM 6apbhePOM TSI MHOTOUMC-
JICHHBIX KJIACCOBO-OPMEHTHUPOBAH-
HBIX MIECOJIOTEM, BBIPAOOTAHHBIX
pycckoit mbicibio. CKopee ee MOX-
HO CPABHUTH C IPOHUIAEMOMN MeMO-
paHoM, KOTOpas MOTJIOTUJIA OTH
WIE0J0TEMBI, U3MEHUJIA UX CTPYK-
TYypy ¥ HATIPABJIEHHOCTD U II0-HOBO-



MY pacnpenenaa Mexny pasany-
HBIMU CJIOIMHU obmecTsa. Monenn
JTOTO HOBOTO PACTIPEAEICHUS AJISI
HAC MOKA OCTAETCSI HESICHOM.

OMAHCHUIIMPOBAHHAY
OPOOTPADUMA

B 1917-18 rogax 60abIIEBUCTCKOE
MIPaBUTEJIBCTBO, BJIACTH KOTOPOrO
BHCHT Ha BOJIOCKE, BBITycKaeT "[le-
KPET 0 BBEACHUHU HOBOI opdorpa-
thun" "B 1esISIX OGIErUEHMST IHMPO-
KWUM MaccaM YCBOEHMST pyCCKOU Irpa-

MOTBI X OCBOOOXKIEHMSI INKOJILI OT
HEMPOU3BOAUTENLHOTO Tpyaa". 31o

OBUT aKT, CHMBOJIM3W POBABILUH TTE-
PCBOI PYCCKOM KYJIbTYPbl Ha HOBBLE
KJIACCOBBIE TTO3UIINM, afaATITALIIO
ee LEHHOCTEW K MOTPEOHOCTSIM U
BO3MOXHOCTSIM IMOOEAMBIINX "IN~
pokux macc". B ero nepBoM nyHKTE
MpOBO3I/IAIIAIACH OTMEHA " JIHII-
HuX" OYKB - MXKULBI, QUTHL, SITh, i U
TBEPJOrO 3HAKA HA KOHIIE CI0BA.
Kakwue cobbiTrs mpennecTBoBaam
9TOMY aKTy?

Byksa "p" GbUTa 3aMMCTBOBAHA
13 TIPEKa COBPEMCHHOIO PYCCKOro
SI3BIKA - IEPKOBHO- CJIABSIHCKOTO.
Euie B epKOBHO-CJIABSIHCKOM OH
yTpaTuI cBoe 0603HaUaEMoe - ca-
MOCTOSITEJIBHBINA TJIACHBIH 3BYK,
BIIOC/IEICTBUHM TIEPEIICAILINM "B BC-
nenue” 6yksst "0". "b" ("epn")
yrmoTpeOIsICsS HA KOHIIE CJIOBA,
T.K. TI0 TIPABUJIAM CJIOBO HE MOTJIO
OKAHUYMBATHCS HA COTVIACHBIN 3BYK
(6yksy). Kpome Toro, TBEpAbIii
3HAK, YKA3BIBABIUMIT, B OTJIUUNE OT
MSITKOr0, HA TBEPHOE MPOU3HECE-
HME TIIPEABIAYIIETO COTIACHOTO, KaK
¥ MSITKUH 3HAK, YIIOTPEOIAICS IS
OT/JEJICHUS CJIOB TIPU CJIUTHOM HX
HaIMCaHUU.

B mopeBoirOLMOHHOM JIMTEPA-
TYPHOM PYCCKOM SI3BIKE TBEPIBII
3HAK Ha KOHIIE CJI0Ba ObLI (hop-
MaJIbHBIM II0KAa3aTEIEM MY KCKOTO
pona. 3HaumMas onmo3uuus OyKB
"p":"a":"0" KaK OKOHYAHUI MY X-
CKOrO, >KEHCKOTO ¥ CPEIXHETO POZOB,
COOTBETCTBEHHO, 3aKPETUISIIIACH B
CO3HAHUM HOCUTEIEH SI3BIKA
IIKOJBHBIMU TPAMMATHKAMU; 9TA
ONMMO3uIUs ObLIA AKTyaAbHA U IS
IPAMMATHK HAYYHBIX, IPOTHBOIIO-
CTaBJISIBINMX CBOM MOAXOX YIIPO-"
IIEHYECTBY IMEPBHIX.

OTcyTCTBHE OrIACOBKH - T.€. OT-
cyrcrBue hoHEMBI (3ByKa) Kak 03-
HAYAEMOTO JI/ISI TBEPIOrO 3HAKA -

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

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

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

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

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

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

masculine gender.”
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eme o ero ynpasgHenus B 1917 ro-
Iy AENAN0 CTaTyC ITON OYKBEI CO-
MHHUTEJIBHBIM C TOUKY 3PEHUS 31pa-
Boro cMmeicaa. Kak mopdosioruue-
CKHIT TI0KA3aTe/Ib OH ObLI IBHO U3-
6oiToucH. TeM HE MEHEE, IMEHHO
BOKPYT 9TOI OYKBHI, a HE IPOUMX
"mumHux" 6yKB PyCCKOTO S3HIKA,
pa3BepHyJiach Haubosee ynopHas
6opsba. D10 GBUT BOIIPOC HE CIIEIM-
AJIbHO-JIMHIBUCTHYECKHIA, a Cyry6o
MOEOJIOTHYECKHUM.

Cienyer IOMHHTb, UTO LIEPKOB-
HO-CJIABSTHCKHIA 3bIK OBLT KAHOHM-
YECKUM SI3BIKOM IIPaBOCJIABHOTO 00-
rociyxenust. Coii angasur oH 3a-
MMCTBOBAJI M3 I'PEUECKOro B pe-
syaprate KpemeHus u niuTenbHO-
ro BU3aHTHICKOrO BustHus. [1o
CBSILICHHOM TPAXHMIIUHU LIEPKOBHO-
craBsiHCKad a30yka ocTaBajach He-
W3MEHHOM.

B Poccuiickoi mMIIepuu rocy-
NapCTBEHHAS BJIACTH, BKJIIOUMBIIAS
B CBOIO CTPYKTYPY ¥ BJACTb IIEP-
KOBHYIO, OOUTEIBHO CTOSLIA HA 0X~-
paHe MpaBONUCATEIBHBIX TpPagy-
nuit. [IpaBonucanue npuodperano
BCE OOJIBIIIE MACOTIOTUUECKUX U IO~
VWTHUYECKUX KOHHOTALM, ¥ 9T TEH-
NEHLMH YK PETLISUIICH TI0 MEpe CTa-
HOBJICHUS KOTU(DULIMPOBAHHON
HOpMBI pycckoro s3bika. B XIX se-
Ke 00UIMM MECTOM JInOepaIbHO-1e-
MOKpaTUYECKOTrO AUCKYPCa CTaHO-
Burcs "opdorpaduueckoe BoJbHO-
IYMCTBO" - TIOTIBITKYA BBEAECHUS MH-
IUBUIYyabHOM opdorpacuu co cTo-
POHBI KPUTUUECKHA HACTPOEHHBIX
MpEACTABUTEEA MHTEJIUTCHIIH.

B Poccuu u mo XIX Beka unen
pedopMEI TIPABONIHCAHUS, B YACTHO-
cTH, ynpasgHenus "umHuX " OyKB,
BO3HUKAJIM HA BOJIHE OCBOOOAN-
TenpHBIX uaei. [Ipeobpasosa pyc-
cKmi andaBuT, ynaaus U3 HETO TPU
Oykssr, [lerp 1. Mineu nmepenenku
anaBuTa U IPABOMTUCAHUS BBIIBI-
rau M.B.Jlomorocos u B.K.Tpenu-
axoBckmit. OMHAKO TIPU UX XKU3HU
HOpMa pPYCCKOrO JIMTEPATyPHOTO
g3bIKa ele He ObuTa yCTaHOBUB-
mieiicst M He BOIUIOmasia B cebe cum-
BOJIA PENPECCUBHOM TOCYAAPCTBEH-
Hou Biaactu. B XIX Beke aTa cuMBO-
JIMKATI OJIyYaeT 3aKPETUICHUE, a K
KOHILY CTOJIETHSI MaHUAKaIbHbIHA
opdorpaduuecKuiin mpoTecTaH-
TH3M OIMHOUYEK Hayasa BEKa HaX0-
IHUT COJUIHOE HAYUHOE 000CHOBA-
HUE.




C navana XIX Beka ckiaampiBaer-
cs1 uenast 6ubnuorpadus Herpagu-
LIMOHHOTO NPABOIKCA, HUS. IloHA-
YaJIy 9TO0 ObLIM PA3HOBUIHOCTU WH-
IMBUAYAJBHOTO MPABOMUCAHUS C
CaMbIMK Pa3HOOPa3HBIMK KOMOUHA -
uugMu HoBoBBenenui. C ucrnosap3o-
BAHMEM WHAMBHUIYAJIbHOM opdorpa-
(buu, 1O BOJIE aBTOPOB, MIEYATATOT-
cs npousBenenus [1.11.93u1koBa,
"Opa Ha 3aKJIIOUEHHWE MUPA C TOTa-
mu"' H.®.OMuna, counnenus maco-
Hckoro Toaka. Kak u B mocnenyro-
X, 6osee cucTeMaTHUECKUX aK-
nusx "opdorpaduueckoro BosbHO-
nymcTBa" (TEPMHUH TOrO BPEMEHH) ,
B ITOJABJISIONIEM OOJIBITUHCTBE
NpENaraeMble PAHHUMH aBTOPAMU
CUCTEMBI BKJIFOUAIOT B CE0SI T.H.
"6e3bepOBOE MUCHMO" - OMYIIEHHUE
TBEPAOTO 3HAKa IOCJIE TBEPHAOI CO-
IJIACHOM HA KOHIIE CJIOBA. ByHT
MPOTHB TPAAUIIMOHAIN3MA B IPABO-
TIMCAHWH B JaJIbHEUIIIEM KOHI[EHT-
PUDYETCS B KPYraxX YUEHBIX - €CTe-
crBeHHMKOB. Llesbrit psn paGor mo
MCIULVHE, CyXeOHOI ICuXuaTpu,
TICHXOJIOTHH IIEYATAIOTCS B CUCTEME
6e3bepOBOro MUChMA. 3aTEM TIPUCO-
EMVIHSIOTCSI MTENATOrNYECKUE KPYTH,
ucropuku. Hakoneu, moserpue op-
torpachuueckoro BosbHOIYMCTBA
OXBATHIBAET U (DMJTOJIOTHUYECKHE HA-
yku. Tax, Hanpumep, 6e3 "epa" ne-
uataroT B 1879-80 roxy xypHan
"Pyccxwmit punomornueckmit Bect-
HUK". B manpHeimem, K KOHIy
1880 roga, TBEpnwIit 3HAK BO3Bpa-
IIAETCS HA CBOE MECTO B IIEJATOrU-
ueckoMm pasgene "Becrauka". C
1881 roma TBEpABI 3HAK BOCCTA-
HABJIMBAETCSI U HA TUTYJIBHOM JIMC-
T€ XypHaJIa, a 6e3bEPOBOE MUCHMO
COXPAHSIETCSI JIMIIb B OTAEJbHBIX
paboTax ¥, mo-BUAMMOMY, TIO OCO-
60My HACTOSIHHIO ABTOPOB (HATIpH-
Mep, ¢uonoros P.®.Bpauara u 1.
A. Bonysna ne Kyprens).

B amusope ¢ "Pycckum hunono-
ruyeckuM "BecTHUKOM", TIO-BUAM-
MOMY, 0TOOpA3HUIUCh TIEPUNTETHH
HE CTOJTh YK OTHAJIEHHBIX OT HErO
MIIEOJIOTUUECKUX cpaxkenuii. Kax
6bI TO HU GBLIO, IMEHHO B 3TO BpE-
M IMIIEPCKME BJIACTH BBITYCKAIOT
CHEeUMaTbHBIA HUPKYJIIp, 3ampena-
Iommii ynorpebiaenue 6e3pepoBoro
HMChbMA B O(hUIIMAIBHBIX TIPOILIEHN -
AX M IOKyMEHTAX, 4 TAKXE B
WIKOJBHBIX U CTYIEHUYECKUX pabo-
Tax. Tem campim opdorpacus 6bi-

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

This content downloaded from

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

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

In the book Obzor predlozhenii po
usovershenstvovaniyu russkoi orfografii (“A
Review of Suggestions on the Improvement of
Russian Writing”), published in Moscow in
1965, we find a bibliography of prerevolutionary
Russian works that use unconventional
spelling. Initially such works use individual
systems of writing incorporating various
combinations of innovations, and it is rather
difficult to systematize them. Some are poetry,
some are translations, one is a treatise on the
occult. Yet despite the differences in
approach, all these individual systems are
united in their omission of the letter 5. By the
late 1840s the revolt against traditionalism in
spelling shifts its epicenter to the natural
sciences. A number of research papers in
medicine and psychology are edited in the non-
b system of writing. Then the movement is
joined by historians and theorists of teaching
methods. Finally orthographic freethinking
spreads among philologists: in 1879-80 the
philological journal Russkii filologicheskii
vestnik is edited without b at the ends of
words. The political climate soon changes, it
seems, and the letter returns to where it
belongs in the journal’s pedagogical papers:
from 1881 on, b is restored on the front page
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Maiisi XJ100bICTHH
Maya Khlobystin, Patriotic Alphabet,
1988. Photo: Susan Unterberg.
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JIa 3aKOHOAATEAbHO 0003HAUEHA
Kak 061acTh G0pbOHI 3a BJIACT, €€
WUICOJIOTU3ALIMS Y TIOJIMTU3 AL
TIOJIY UAJIV MAHU(MECTHBIN XapaK-
tep. [Ipusnaku ouepegHoro mosi-
WTHUYECKOTO TIOXOJIONAHUS - BO3-
BpaT K "NpaBUJIBHOMY" TIpaBOMHUCA-
HUIO- HE CJIYYaNHO NIPOSIBUIHCH
MMEHHO B NIEAaTOrMYECKOM pasjie-
JIe, TIOCKOJIbKY LIKOJIbHAS HAYKa B
Poccuu Bcerna Gbuma 0COOEHHO UyB-
CTBHUTEJIHHA K HACTPOCHUSIM Ha-
YaJIbCTBA.

BrniocnencrBuum husrosorud He or-
Kasanack 0T 6€3bEPOBOro NUChMa B
CIEIUAIBHBIX TPYAAX, CIOBAPIX,
CIpaBOUHMKAX. B obmecTse xe
WIEOJIOTMUECKHE KOHHOTAL MK T1Pa-
BOITMCAHUS CTAJIM OLLYIIATHCS BCE-
MU, OHO CTaJIO OCOOBIM MPU3HAKOM
[POrpecCUCTCKOM TubepasbHON
MPECCHI, €€ CBOCOOPA3HBIM CTHIIH-
cTuueckum npuemom. Hanpumep, B
teueHuu sty mecsues 1911-12 ro-
na 6e3 TBEPAbIX 3HAKOB BHIXOAWIA
ryOepuckas "TBepckas rasera’.

Mneonormueckne KOHHOTALMHA
TBEPAOTO 3HAKA 3ACJOHHMJIN Er0
(DyHKIMU 03HAYATOWIETO MYXKCKOTO
pona. Crabeie BO3pakeHus IPOTHB-
HUKOB €r0 OTMEHBI, YKA3BIBABIINX
Ha OMAacCHOCTh JJIOMKHU MCTOPUYECKHU
CJIOXKHMBIIEHCS] CUCTEMBI MOP(O.JI0-
TMUECKUX KATErOpUid, OTMETAIUCD
KaK HECOCTOSITEAbHBIE U, TJIABHOE,
peakuuoHHbIe. "Bpemsa ucropun”




(M.@Dyx0),, CKOHLIEHTPHPOBAHHOE B
9T0it OyKBE, TATOTHIIO CBOEH He-
(hyHKIIMOHAIb- HOCTBIO, Oecrostes-
HOCTBIO.

Jlasexast OT MOJIMTUKHU, YUCTO
HayyHas KPUTUKA TI0 Y3KO-CIIELU-
AJIbHOMY (DMJIOJIOIH- YECKOMY BOII-
pocy - mucaTh MM HE IIMCATh TBEP-
OblA 3HAK HA KOHIIE CJIOBA - CTAHO-
BUTCSI COBEPIIEHHO IPO3PaYHOI
UISL MAE0JIOTMYECKOM MPOnaraHabL:
"OTUM HaWIKMM BOCTIUTATEISIM, NEii-
CTBYIOLIVUM C OXOOPEHMS ABTOPUTET-
HBIX BJIACTEi, MBI 00SI3aHBI SIOM,
OTPABJISIFOIUM HAIIE MBIIICHUAE
HE TOJIBKO IO YACTH SI3bIKa, HO ¥ BO-
obme", - muImeT 61eCT I TuHT-
BucT Bonysu ne Kyprena, numes B
BHJly IDOTUBHUKOB pehOpMEI Tipa-
BomucaHus. 10 "u Boobme" y Bo-
AysHa 3HayuT MHOroe. OH mocyieno-
BATE/IbHBIA JEMOKPAT, yOEeXAeH-
HBII CTOPOHHHUK CBOGOIBI TMUHO-
CTH, HE3aBUCUMOCTH MHIUBHUA OT
OKDY>Karome cpensl, T0O0pHUK
IIPaB YyTHETEHHBIX HALIMOHAIBHBIX
MEHBIIMHCTB Poccuu, mpOTHBHUK
BCAYecKoro Hacuaus. ['mbens map-
CKo# Poccnu Hu y KOro He BEI30BET
COXaJIEHWSI, TOBOPKJI OH, HE BU/S,
BIIPOYEM, B PEBOJIIOLMMA HUYETO,
KpoMe pusmueckux OenCTBHIA.

B cuny cBoeit nayuHoit koHIEN-
unu Bonysn okasanca pagukans-
HBIM KPUTHKOM "KyJibTa OYKBHL' -
Meradopsl MMIEPCKOit 6ropok pa-

Maiisi X7106bICTHH

Maya Khlobystin,

American Agricultural Techniques
at Work (1. Armand Hammer,

2. Klim Voroshilor, 3. A. Mikoyan).
Photo: Susan Unterberg.
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of Filologicheskii vestnik and is omitted in the
text of articles only on the special insistence of
the authors.

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

The ideological connotations of B came to
overshadow its meaning as a masculine
marker. Among the libertarians were
philologists who were against its abolition,
invoking the possible dangers of demolishing a
historical morphological system — a position
that would usually be labeled reactionary. The
burden of history concentrated in this single
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letter was becoming irritating, since in practice
the letter was functionally useless. Thus a
specialized and purely professional critique
dealing with a narrow philological issue became
a matter of ideological propaganda. “It is to
those teachers of ours who act on the approval
of the authorities that we are indebted for the
bane that poisons our consciousness, not only
in matters that refer to language but on the
whole,” wrote the brilliant Russian linguist
Baudouin de Courtenay concerning adversaries
of writing reform. His “on the whole” is

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

It was due to Baudouin’s theoretical ideas
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meaningful, because Baudouin was a Ludmila Makelova, Self-Portrait After

Titian, 120x100 cm., 1991.
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THU - U KAK HOCUTEJb OOIMIECTBEH-
Hou uneosioruu. OH MOTPATUIT MHO-
TO CHJI Ha TO, UTOOBI pa3o01aunTh
IIKOJIBHO-aAMHHICTPATUBHOE TIPE-
CTaBJICHUE O CJIOBE KAK COCTABJICH-
HOM u3 OYKB, pa3BEHUYATH MPEKJI0-
HEHUE TIEPER NUCHhMEHHBIM, CAKPA-
JIN30BAHHBIM, 3a0F0POKPATU3HPO-
BaHHBIM C10BOM. ET0 Teopusd ¢one-
MBI, KOTOPYIO OH OTKPBLI HC3aBUCH-
Mo ot e Coccropa, HO OIIpeme/InI,
B OTJIMYHE OT IIOCIETHETO, HE KaK
CHCTEMHYIO, a KaK IICUXO0JIOTHYE-
CKYIO, T.€. BOIUIOUIEHHYIO, OUEJIOBE-
UEHHYIO CYIIHOCTD, OBLIA TLIOXOM
HE TOJIBKO WHOU (hrtocoduu g361-
Ka, HO ¥ MHOM (hrutocohmu "u BOOO-
me". [TpuHnun ¢hoHeMaTHUecKoro
MKCHMA, TIPENVIOKEHHBIA UM U [P~
HSTHIH B IeKpeTe 0 pechopme mpaso-
nucanus mocae OKTa0pbCKOoi peBo-
JIFOLMY, TIONPHIBAJI YCTAHOBKH PYC-
ckoit opcorpacuu Ha He3nIOIE-
MOCTb OyKBBI, HA YBEKOBCUMBAHUE
"nmyxa 6ykBsl". D10 OblIa QUBEPCUST
TIPOTUB MATMYECKOM CHJIBI, KOTO-
pyto ueprmasia B "nyxe 6yKBor"
BJIacTh. Maruu BaacTi GyKBEI TIPO-
THBOIIOCTABJISIICH TIPUHIIMITEL HA-
YUHOCTH, 00bEKTUBHOCTH, TICUXO0JI0-
Tu3Ma.

B 1904 rony BonysH Bo3riaBmr
pabory Opdorpaduueckoit KoMmuc-
CHUY, TIPUHSIBIINHN TIPOEKT pedopMBbI
TIPABOMMCAHNS HA MPEIJIOXKEHHBIX
uM npuHnunax. OqHako noHanoou-
JIMCh OJVH HEYOABIIUICS U OBA
YHEAUHBIX TOCYyXaPCTBEHHBIX TIEPEBO-
poTa, IMPexX/ae YeM OTU PEUICHU T
OKa3aJIUCh PEaIM30BAHHBIM.

B mopsanxe orcryruieHuga, 3ame-
THM, UTO TOT € AyX OYKBHI, XOTS ¥
HE OKPAIIECHHBIA UMITEPCKOM TIpar-
MaTuKou, boxysH orMeuas B mep-
BBIX ITO9TUYECKHX ONBITAX Oymer-
JISIH, B MX T€OpuH "OyKBbI KAK TAKO-
BOI" 1 "coBa xak takoBoro”. OH
ObLIT YOEXIEH, UYTO MX MOMBITKI
YBUAETH B cOUeTaHUM OYKB "eyn”
"0OHOBJIEHNE N3HACUIOBAHHOTO 1
3aXBATAaHHOTO CJIOBA Jwyus’" - 3TO
pe3yabTaT JUb (PUIOTIOTUUECKON
HerpamMoTHOCTH. Pe3kuif mporect
BBI3BaJIO y BonysHa crpemienue
OymeTJIsH CBA3BIBATH C OYKBOM TO,
YTO MBI CEUac Ha3bpIBaeM 00pa3HO-
aCCOMAaTUBHOM KapTUHOM MUDA.

ITpenreua crpykrypaausma, bo-
Ay9H HE PACIO3HAJ B UX UCKAHUSX
CTPYKTYPAJbHOU TEOPHH, KOTOPAST
OblJ1a HATIPABJIEHA HA MOMCKU 00b-




exTa 6osiee rIyOMHHOTO, UeM 00Dh-
€KT €ro COOCTBEHHOI MCCIENOBA-
TeabCKOM MBIcu. OH cTOSLT HA ca-
MOM ITOpOre, HO TaK M HE Tepenrar-
HyJ1 uepes Hero. OuenuBast pa6ory
co3gasHoM uM KaszaHckoit auHrem-
CTMYECKOM IIKOJIBI - TIEPBOTO TI0
3HAUCHUIO JIMHIBUCTHYECKOTO TeUe-
HUSI AOPEBOJTIOIMOHHOM Poccuu -
OH OTMEUaJ "CTPEMJICHHUE K pPamy-
KAJbHOMY Pa3pyIIEHUIO MHOTHUX
CTapBIX BO33pPEHUI 6€3 BO3MOXKHO-
CTH 3aMEHSITh UX JOCTATOUHBIM KO-
JMYECTBOM HOBHIX ... Takum o6pa-
30M, Ha IIEPEJIOME CTOJIETUS CBSI3H
MEXAY BJIACTHIO FOCYAAPCTBEHHOM
U BJIACTHIO Opdorpacdmueckux mpa-
B OBLIA HE TOJBKO OCO3HAHA, HO
¥ 3aKPEIJIEHA KaK JOKyMEHTAMU
UMIIEPCKOIT OI0POKPATHH, TAK U BBI-
CKa3BIBAHUSIMU ee JnbepaibHO-1e-
MOKPATHUUYECKOM ONIO3ULUH, OblIa
OCBSINIEHA BHICOKMMM CAHKLIMSIMM
Hayxu. Konnorauuu "Hosoit" op-
dorpacduu mosoxuTenpHO OKpacu-
Juch 61aTonapst HCKTIOYHTEIBHBIM
JMYHBIM KAUECTBAM €€ CTOPOHHHU-
KOB - KPUCTAJIbHOM UECTHOCTH,
NPEAAHHOCTY UEAIAM TYMAHNU3MA,
HETIPUSTUIO HACHIUS HAaf JIMYHO-
crero. Opdorpacuueckoe BosbHO-
IXYyMCTBO IPEBPATHIIOCH B ITOCJIENO-
BaTEJIbHYI0, CHCTEMATUYECKYIO,Ha-
YUHYIO UAEOJIOTHIO ONIO3ULIMOH-
HOM MHTEJIJINTEHI M.

CxommnpomeTupoBanHoe oduLu-
AJIBHBIMH Yy CTAHOBKAMM UyBCTBO HC-
TOpUH, 3aKJIOUEHHOE B "TEHETHYE-
CKOIT" maMsITH SI3bIKA, B 3Ty UACOJIO-
THIO HE BOLLLJIO.

Wnew opdorpaduueckoro nude-
panu3ma BOIIOTUIMCH ocae Ox-
T0pbekoit pesosrouuu. Co cTopo-
HBI HOBBIX TIOJIUTHYECKUX CHJT AKT
OTMEHBI CTapoit opdorpaduu 6sLT
HE TOJIBKO CUMBOJIMYECKUM - OH TTO-
MCTUHE IIPOM3BEJI TIEPEJIOM B CTa-
POil KyJIbTYpe, B CTapoM CO3HAHUM.

“For the new political
forces in power, the act of
changing spelling was not
only symbolic but actual,
a blow to the old culture

and the old consciousness.
It was intended to

undermine one of the most
deep-lying cultural

metaphors: gender. “

COTBOPEHUE
TOTAJIMTAPHOTO
AHIOPOTUHA

B PSI 1 KTO-1160 TOrna oTaasan
cebe oTuer B TOM, TIOYEMY HOBOM
BJIACTH IIOHAZOOMIACh 9TA MAHMITY-
Janus. [Tosnueimue o6bacHEHNST
N0pa>karoT: yrnpasgHeHue "um-
HuX" 6ykB paccMaTpuBaeTcs Kax
YRauHast X03iCTBEHHAS AKIIMS,
TI03BOJIMBIIAST COKOHOMUTD GOJIh-

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

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

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

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

The Creation of
the Totalitarian Androgyn

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

As Lenin underlined in one of his works, a
socialist revolution renovates the world to such
an extent that it cannot make use of the
formerly existing institutions of power and must
demolish them to build up the new socialist
ones. This is true not only of the parliament
and police but also of the value system
preserved and nurtured by the old culture. The
change of values involved in the socialist
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II0€ KOJIMYECTBO (IIPUBOAUTCS TOU-
Hag uudpa) Tumorpacdckoit Gymaru
¥ KPACKH.

Ha camom mese 310 Oblia akuust
mpoTuB "'cTaporo’ CO3HAaHMS, U OHa
Onlaa HATIpABJIEHA HA TOAPLIB OX-
HOI M3 CAMBIX CYIIECTBEHHBIX KOP-
HEBBIX MeTacop B KAPTHHE MUPA.
Ynpasgaenue "p" HAa KOHIIE CJI0BA U
3aMeHa ero "3HaAUMMBIM HyJIEM"
(My>XD - My>X) GYKBAJIBHO CBEJIA K
HYJII0 3HAUNMYO OTIIIO3UIIUIO MY K-
CKOro M XxeHnckoro poaa "n":"a". Or-
HBIHE 3HAUEHUE MY>XXCKOTO POJa OIl-
penesIeTcss HeraTUBHO - KaK He-
KEHCKOE M He-cpefiHee (CpenHun
POI aCCOLMUPYETCS C PEOEHKOM) .
JKeHckuit ¥ CpeqHuil poObl CO3AAIOT
3HAUMMOE OKPY>XEHHE I HEeCyIe-
CTBYIOLLETO (He0O003HAUEHHOIO)
MYXCKOT0, CyOJUMHPYIOT OTCYTCT-
BUeE 3T0ro oboznauenus. Otmena
"p" - OYKBBI CO 3HAUEHUEM KATETO-
p¥H pOna - TIOXOPBAJIA THICSTUEIETH-
SIMU CKJIABIBABIIEECST TIPEACTABIIE-
HHUE UeJI0BEKA O caMoM cebe Kak o
CYLIECTBE, PEaJn3yIOMIEMCSI OHO-
BPEMEHHO B IBYX TIPOTHUBOTIOJIOX -
HBIX, ACCAMMETPUYHBIX B3aMMO3a-
BHCUMBIX CUCTEMAX - MY>KCKOM U
>keHCKou. JInmuiace CBOEH SI3BIKO-
BOM PENpE3eHTAIMH KYJIbTYpooOpa-
3YIOLIAS KATETOPHSI, TIOCPEACTBOM
KOTOPOW UEJTOBEK HAMEJISIT AaHTPO-
MOMOP(MHOM ABYITOJIOCTHIO OKPY>Ka-
FOIIMIA €ro MUP TIPEOMETHBIX U HE-
MPEIMETHBIX CYIHOCTEH, TO3HABAS
TEM CaMBIM MUD B €ro nomobuu cede
caMmomy.

Corsopenue Homo Soveticus -
HMIEOJIOTUUECKOTO BOTUIOLICHH ST
OXUITAHUM TOTATUTAPHOIO PEXUMA
- HAYaJIOCh C HACAKACHUSI Iy DHOM
AHIPOTMHHOCTH B KOHIENTYAJbHON
cchepe uesoBeka. 3a HUM MOCIENO-
BaJIM COUMAJIBHBIE, TOJIUTHYCCKHE,
9KOHOMHWYECKHME MEPHI, BHITTOJIHSIB-
LIUECS 110 TIporpaMme peopMBI
npasorucanus 1917 ropa.

Best uctopus Coerckoro rocy-
napcTBa - UCTOpUs OecrnpeueneHT-
HOTO (hM3UUECKOT0,9KOHOMMUUCCKO-
IO, MOJIMTHYECKOr0, MOPAJIBHOTO,

HIEOJIOTMUYECKOTO HACUJIUS HAJ Ye-
JIOBEKOM - 3TO UCTOPHS CILIOMIHOTO
(hpM3UUECKOr0 YHUUTOXEHUS MY XK-
CKOro ¥ 00JIEBOI IPECCY PBI KEHCKO-
ro HacejeHusd. "Pemenue” XXeHCKO-
ro Boripoca B CCCP daktuuecku
IPOM30IILIO 32 CUET IKCTEPMHUHA-
U MY>XKUYHUHDL 1 HACUJIBCTBEHHOI'O




BTATMBAHMS B 9KOHOMHKY HA OCBO-
fomuBLINECS TAKUM 00pa3om Mecrta
OCTABIIMXCS B XXUBBIX JKEHIIWH.

B npeonornueckom mrane coser-
CKUH aHIPOTMH CO3XABAJICS OTPUILIA-
HUEM LIEHHOCTEU T'yMaHU3Ma,
YHHUTOXEHUEM UAEaia CBOOOTHOM
BCECTOPOHHE Pa3BUTOM JIMUHOCTH,
HAJApyTaTeJbCTBOM HAJ IPABAMU U
cBOOOIAMM UEIOBEKA U IPAXKIAHM-
Ha, npodanayei Mopaau, obeck-
POBJIMBAHUEM KYJIBTYPHO-HCTOPHU-
YECKUX CBSI3EM - T.€. HETATUBOM
BCEX TEX LEHHOCTEH, KOTOPHIC BhI-
paboTa/ia [UBIIN3ALMS U CyObEK-
TOMKOTOPBIX TPAXUIIUOHHO SBJIIET-
C My>XUMHA, a HE XXeHmuHa. Tpa-
TMUECKYIO POJIb B OOJIBIIEBUCTCKOM
KyJIBTYDHOM PEBOJIIOLUH CHITPAJIO
TPaAMLIMOHHOE TIOJI0XXEHUE XKEHIU-
HBI KaK ayTcauepa, ecu He JIOM-
NEHA MATPUapXaabHON KYIbTYPBI.

HacunscTBeHHO HacaXXmaauch
HOPMBI COBETCKOTQ KOJUIEKTUBUCT-
CKOro co3HaHus. KoHueHTpanuon-
HBIE JIaTepsi, KaK 9TO ¥ YTBEPXKAAIa
ocunranpHas Mponarasaa, KoTo-
PYy10, K COXKaJICHUIO, HEJIb3S CUl-
TaTh HU JIMLIEMEPHOMN, HU JIXKUBOM,
ObLIN 3aBENEHUSIMH TIPEXK/E BCETO
BOCIIUTATEAbHBIMU. Hepes oTy
"WKOTy" MPOILIN "KJIACCOBO Uy XK~
nele” ayeMenTsl uucaom ao 100
MJIH uesnoBeK. Ecu myxckoe Hace-
JIEHUE TAKUM MEpaM BO3HNEUCTBUS
MOAJABAJIOCH IUIOXO, TO KEHCKOE
0Ka3aJI0Ch TOPA3M0 TIACTUUHEE.

MHorouncieHHsIe TarepHbIe BOC-
NMOMUHAHUS HABOOAT HA MBIC/b,

UTO OOLIECTBEHHAS M30ISIIUST KEH-
WHMH NMPECIeA0BAa MHBIE LE/IHU, He-
XEJIM TOBAJIbHOE (hU3MUECKoe
YHUYTOXEHHE.

B BocroMuHAHMSAX 39UEK YACTO
OTHCHIBAIOTCS CEMXO03BI M COBXO-
3B1,I21€ MOXHO OBUIO "OTHOXHYTH"

Ha Bosiee sierkux paboTax, ¢ TIOpeM-
HBIMU SICJISIMHM M TETCKUMM CATaMH,
B KOTOPBIX TTOJTYYaJId TTPUMUTHB-
HOE 00C/IyKMBAHME JIATEPHBIC [e-
T, ¢ G0IbHULIAMY ¥ TIPOYNMHE 3aBE-
ACHUSIMU, TIPEOHA3HAYEHHBIMHI

XOTb B KAKOM-TO CTETIEHU MOANEP-
XaTh (PU3UUECKOE COCTOSHUE >KEH-
IMH, OBICTPEE MyKUUH "TOXOXNB-
mnx" B IAXTaX U HA JIECONOBAIAX.

Oco6bLit HHTEPEC TIPECTABISIOT
ONMCAHUS XEHCKUX MOJATHUECKUX
6apakos. OTge/IeHHbIE OT GBITOBH-
UY€K ¥ YIrOJOBHULL, XXEHIIMHBI-TIO-
JUT3aKII0YEHHBIE CTUXUUHO CO3/a-

MapTta BoJika
Marta Volka (Elena Shevelenko),
The Childhood of Napoleon, 1988.
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revolution is the denunciation of the
supposedly eternal ethical and esthetic
humanitarian treasures that constitute old
consciousnes and generate cultural self-
identification at any given moment. Put
another way, it is the abolition of 5. The
destruction of the old mentality in the U.S.S.R.
was closely related to a new gender ideology.
For seventy years building a new society has
been effected through the physical

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

As the male population was being
exterminated in concentration camps and
numerous wars, the female underwent socialist
training by standing in queues for bread
or queues in the waiting rooms of the National
Security Committee for information about her
repressed relatives, working herself to death
in factories and on farms, and bringing up
her children to be true leninist-stalinists
who disowned their enemy-of-the-people father.
The women’s GULag barracks were extreme
cases of socialist education. Here the
pressure was sometimes lifted enough for
the women prisoners to be able to form
primitive social structures, something that

HaTta KoHbllieBa
Natta Konisheva,
The Alexeev Family.

BaJIM TaM 3aYaTKX COLIMAJIBHBIX
CTPYKTYP Ha COL[MATUCTHUECKUX
Hauanax. CropHbie BOIIPOCH! perra-
JIMCH Ha 00meM coOpaHuu TPy IO~
YMHEHWM MEHBIIMHCTBA OOJIbIINH-
CTBY, BEIOOpHAS BIACTE (CTAPOCTHI)
cJIennIa 3a COOIIONEHNEM CIIPABEN-
JIMBOCTHY ¥ PABEHCTBA IIPY pacripe-
IEJIEHUM TPYIOBOM IIOBUHHOCTH U
MPONUTAHUS, HAXOOUJIA Iy TH KOM-
MpoOMMCCa ¢ HauaabcTBoM. Obura-
TEJBHULBI 6APaKa CTPEMUJIKCH IO~
OEPXUBATH AYX KOJLICKTUBU3MA U
TOBAPUIIECKO TTOANEPXKKH, BBICO-
KO LEHUJIMCh HAEWHOCTh, CO3HA-
TEJIbHOCTb, TIOJTUTHYECKAST 3pe-
Jocth. CyIecTBOBaIM HETIMCAHBIE
KOJEKChI JOCTOMHCTBA M XXEHCKOM
YeCcTH, COOTIONEHIE KOTOPBIX B YC-
JIOBHIX MY>KCKOTO HAUaJIbCTBA ObI-
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JIO 3aTPYAHEHO, HECOOJIIOEHNUE Xe
KapaJoch KOJIJIEKTHBHBIM Mpe3pe-
HuEeM, 6OKOTOM, OCTPAKM3MOM.
Hopmsr nemokpaTtuyeckoro uenTpa-
JIA3Ma U COIUATMCTHYECKOrO obrie-
JKUTHSI IOMOTAJIA TIEPEHOCUTD MO-
paJIbHBIE M (DU3MUYECKUE TSTOTHI 3a-
KJIFOUCHUS.

Hwuuero moxo6Horo mer He mpo-
YTEM B BOCHOMUHAHMSIX MYXKUHH.
U nmpexne Bcero obpamaer Ha ceOs
BHUMAHUE PA3TUULE MEXKIY MY K-
UMHAMHU U XCHIIMHAMMU B OTHOIIIE-
HUU K JIaTepHOMY TPynRy. Myxuu-
HbI BCIIOMMHAIOT €0 KaK KPANHIO0
(hopMy HACHJTHSI HAl TMUHOCTHIO,
M30LIPEHHBIN CITOCOO M3HUUTOXE-
HUSL. IS XKEHIWH - U 3TO MBI HA-
XOIUM Y MHOTMX MEeMyapucTok ['Y-
Jlara - HenmocvIbHBIN GEeCCMBICTEH-
HBI KATOPX- HBIA TPy B 3aKJII0UC-
HUH OB €IMHCTBEHHOM OTIYIIH-
HOM, €IMHCTBEHHOM BO3MOXXHO-
CTBIO TIPHOOIIEHMS K MUDY TYXOB-
HBIX LICHHOCTEH UesIoBeka, X bory.
OmyxoTBOpeHME KA3HU HETIOCHIIb-
HBIM (DU3UYECKUM TPYIOM - BEIIb
HEMBICIMMASL B MY>KCKOM 30HE.

Coumonorus xenckoro 6apaka,
WJIN COLIMOJIOTHSI XK EHCKOI0 Co00mIIe-
CTBA B 9BAKyalUU B ThUTY Bennkoit
OreuecTBeHHON BOMHEI - TeMa, a6-
COJIFOTHO HEUCCJICAOBAHHAS, BO3-
MOXXHO, 3amMauuBaemMasi. Mexmy
TEM, CJETOBAJIO OBI 3aMyMaThCS O
TOM, UTO NPUHIUIIBI CECTPUHCTBA U
COUMAMCTUYECKYIO YTOIMIO U3 J1a-
Teper U 9BAKYAL WU XKEHIIUHBI BBI-
BE3/TM HA MATEPUK CBOOONHOM Mup-
HOY Xxu3Hu. Kpome pacmupenns
pmsnueckux npenesoB 3051, 310
MaJIO YTO U3MEHUJIO B MX XXU3HU 10
cymectBy. OnHako npoiineHHas
HUMH 1IKOJIA BEIXKMBAHUSI, HAWOCH-
HBI HA TPAHU YHUUTOXEHHS CITO-
€06 coXpaHeHHs (hU3MUECKOro Cy-
MIECTBOBAHUS -~ CBOETO U AETEH -
Gbina ycoena Briosae. Mneans: na-
TEPHOM COLMATMCTUYECKOM yTO-
MUK, ONYXOTBOPEHHUE KATOPXKHOTO
TPYAA, TOTOBHOCTH ITOXKEPTBOBATH
BCEM panu BEDKMBAHUS M OTHOLIE-
HUE K BOJIE HAYAIbCTBA KAK K CTH-
XUIHOWM CHJIE - BCE 3TO OHU TIpH-
BHECJIM B CBOIO AEATEABHOCTD, 3a-
HSIB paboune MecTa Ha MPOU3BOICT-
BC M B IOABAJILHBIX 9TAXaX KOPUI0-
POB BJIaCTH, OTKyaa CTAJTUHCKUHN
TEPPOP MOBHIOMBAJ 3aHUMABIINX
MX PAHEE MY>KUMH.

Ora JlarepHast XEHCKAast MOTEb

“Totalitarian androgyny
began as a socialist
feminist utopia. It
became as repressive to
women as to men and
was an important factor
in the establishment
of totalitarian control.”
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would have been unthinkable in the male
zones, where each man was always alone
against the rest of the world.

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

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

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

Totalitarian androgyny began as a socialist
feminist utopia. It became as repressive to
women as to men and was an important factor
in the establishment of totalitarian control.
After the devastating repressions and wars,
women began in the mid-1940s to fill
vacancies that even in the early 1930s, when
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women had been actively involved in
production, had remained purely male —
vacancies involving hard physical labor, which
women had to take up for the sake of the
survival of their motherland, their children, and
themselves, vacancies at a level where no
decisions can be made and all initiative
muffled. The stereotypical female petty
bureaucrat is probably a sublimation of the
castration complex, Soviet style, but in actuality
her function is very important for the regime:
ideally the Soviet people should have no needs.
Women acting as petty bureaucrats or
inefficient teachers or doctors (especially
gynecologists or pediatricians) or salespeople
in foodstores are women on whom you depend
for survival, and they are positioned to say no
to your basic needs. In this way Woman has

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

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

Elena Romanova, Old Folk from
the Northern Village, drawing on
paper, 60x75 cm., 1968.
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COLIMAIbHOTO MOBEACHUS U BIIPEAD
OTIpE/IENSIA TIOBEIECHUE COBETCKOTO
YEJIOBEKA, OTBEYAJIA IKCIEKTALU-
sIM TOCYAapCTBa U ObLIIa OCHOBOM pe-
NPECCUBHOM TOCYAaPCTBEHHON HAE-
osioruu. ToTasuTapHasi BJacTh 10~
CJIEIOBATENBHO YHUUTOXAJIA pa3-
JIMUUST MEXY JIFOIbMH, ICKOPEHUB
IpeXne BCEro CaMoe NMepBoe, CaMmoe
IIPOCTOE - Pa3NMuKe POAa, CIIocod-
HOCTb OJIHOM TIOJIOBMHBI HACEJIEHUS
BOCIIPMHUMATH ce0s "He TaKuMu'",
xax apyras nososuHa. Crepeotun
JIXE-aHAPOTMHHOCTH, BOCIIUTAH~-
HBIH B CO3HAHUH COBETCKHX MYX-
UMH ¥ XEHIUH, 6€3yCJI0BHO, MOX-
HO pacCMaTpUBATh KaK ONPENESIO-
i pakTop, Ha KOTOPOM 3UXKAET-
CsI TOTAJUTapHAsI HAYKa yIpaBe-
HUSL.

OcBoGoOUB CO3HAHME COBETCKOTO
YeJIOBEKA OT MCTOPUYECKH 3aKPEI-
JIEHHOW B HEM OUXOTOMMHU POAA, pe-
UM 130aBUJI €TO ¥ OT UCTOPHYE-
CKOM OTBETCTBEHHOCTH, OT IIPECIO-
ByTOro "GpeMEeHU UCTOPHH ', OT BE-
KOBBIX KYJIbTYPHBIX LIIEHHOCTEH,
KOHHOTATHBHO CBSI3AHHBIX C 9TOH
nuxoromuei. Tak cOBIIIOCH B COBET-
CKOIi peaJbHOCTH BEIHOLIECHHOE Ty~
MaHUCTAMM-IEMOKPATAMHU U AEKPE-
TH- POBAHHOE OOJIBIIEBUKAMU YII-
pasnHenue "nuuHei OyKBE" TBEp-
IOro 3HaKa.

CouuanbHbIe OPOXEHUS TOCIEH-
HUX JIET BCE UALIE PETIPE3EHTUPY -
JOTCS HA ypPOBHE UKOHOrpaduu BJia-
cty. JIeMOHTAaX MAMSTHUKOB COBET-
CKUM TOCYaPCTBEHHBIM JESTESIM,
0TKa3 0T 0(hUIaILHBIX IOPTPETOB
¥ TPAHCIIAPAHTOB, CTABIIMX HEOTh-
eMJIEMOM YACTHIO ADXUTEKTYPBL U
Iu3aiHa, BO3BPAIICHKE K JTOPEBO-
JIIOLMOHHBIM HA3BAHUSIM yJIHIL M T0-
pOIOB - BCE 9TO TOBOPUT O KMUBYUE-
¢ty BocnutanHoro COBETCKOM BJa-
CTHIO MPPALMOHATIBHOIO, MUCTHYE-
cKoro oTHOLEHUS K 3HaKy. ITepe-
CTPOEUHOE NKOHOOOPUECTBO IIPOSIB-
ssiercs 1 B opdorpacduu. To TyT,
TO TaM MBI BCE UaIIe CTaJIKUBAEMCS
C IEMOHCTPATHUBHBIMY TTOTIBITKAMHU
BO3BpATa K CTAPBIM IIPaBONUCA-
TEJBbHBIM HOPMAaM, Yalle BCETO - K
BOCCTAHOBJIEHHIO TBEPAOTO 3HAKA
Ha KOHIIE CJI0OBAa. BHOBB MyXCKOE
okoHYaHue "p" - CaMOE MpoCToe
NIPaBHUJIO M3 OTMEHEHHBIX B 1917-
Geper Ha cebs hyHKIIUIO KOHHOTA-
L[MY HACTPOEHMM IPOTECTA.

Ceituac cTano 0COOEHHO SICHO,
YTO UIEOreHHas MPIpPoaa KaTero-




pUH POZIa, €€ TeCHas CBSA3b C MeXa-
HU3MaMH BJIACTH YEPE3 CTPYKTY PhI
6eCcCO3HATENBHOTO U uepe3 Tabyu-
POBAHHYIO CEKCYaJIbHOCTD HE OC-
MBICJICHA B PYCCKOM KyJIBTYpE, a CO-
OTBETCT- BYIOIIUH AUCKYPC HAMEPT-
BO OKKYNIMPOBAH "HU3KMMH' XXaH-
pamu. ITpenebpexenue 1o oTHoImIe-
HHUIO X IIpobIeMaTuke poga
(Gender) xak cOUMAaIbHOIO KOHCT-
pYKTa, OTPa>kaoLIero XapakTep
pacUpENesIEHUs RBIACTH B OOLIECTBE
BOOOILE ¥ MEXIY MY>XXUMHAMHU U
XKEHIIMHAMM B YACTHOCTH, OTCYTCT-
BME COOTBETCTBYIOIIErO JUCKYpca
MOPOXIAET KYPbE3HYIO My TAHUILY
B IOJTUTHYECKHUX PENPE3CHTALMIX.
Taxk, uncTo "reHaepHbIiH" MoKa-
3artenb - 6yksa "'b" Ha koHUE MY X-
CKOTO UMEHH - IPUoOpes CBOWCTBA
NOJIUTHYECKOrO JIO3YHIa I IPOTU
BOOOPCTBYIOIIUX TEUEHUI - OT MO-
Hapxu3ma 10 aHapxusma. Ero ymor-
pebsieHrE CUCTEMATUYECKH CBSA3EI-
BAETCSI C IPOrPaMMAaMH yTBEPXKIE-
HUAS IKOOBI yTPAUEHHBIX MYXCKHX
LEHHOCTEH - 6YIb TO BOCIIOMHHA-
HUSI O BPSIT JI KOIJA CyIIeCTBOBAB-
mel naTpuapxanapHoi Pycu-ma-
TYIIKE IO BOCIIEBAHUS HE MEHEE CO-
MHHUTENBHBIX YCIEXO0B JOPEBOJIIO-
IMOHHOU Poccuu Ha HUBE PHIHOU-
HOl 9KOHOMHMKH | IIPAB JIMUHOCTH.
[Tpu Bceit COMBUMBOCTH M HETIOC-
JIEAOBATEJILHOCTH UACOJTOTHYECKHMX
TEUEHUI B COBPEMEHHOM COBETCKOM
KYJIbTYDPE JIUIOb ONHA TEHACHIIUS
TIPOCJIE>KMBAETCS SICHO - 3TO CTPEM-
JIEHUE K PEKOHCTPYKIIMK TATPHAap-
XaJib- HBIX OTHOLIEHUM poAa, KOTO-
pOE HACTOMYMBO 3a9BJIKET O cebe u
B 00LIECTBEHHOM XHU3HU, U B JUC-
KypCE CEKCyaJIbHOCTH.
Bosspamenue (viu cybsuma-
L[MST) MCTOPUH MPOTEKACT HAa hoHE
OypHoit spoTusanuu. BusyanbHbIi
PSIX CTaJI OCTPO-TIOPHOrpaueH.
Kuruessie etrmu "npexueir”
XXM3HH - CyCaJIbHBIC H300pa’keHuUs
Boxbnx xpamos, BcTpeuarompuecs
Ha KaX[OM IIary - He COCTABJISIOT
KOHTpacra rpy0oii mopHorpadum,
TAKXKE 3aTIOJIOHUBILIEH ra3ETHHIE
KMOCKH, Te paHbuie "oOHaXeHKa"
IPHUCYTCTBOBAJIA JIMIID B IJ1aHE "'00-
HAXMBIITHXCS TIPOTUBOPEUMiA Oyp-
XyasHou KyapTypsl . Cexcyanb-
HOCTb FOCIIOACTBYET B yMaX HAPSAY
CIIOBAJIbHOM MaHUeEH "'moncKa Kop-
Heir",
Omnoxa MCTopruYEcKOro MaTepua-
JIM3Ma CMEHUIACh STOXO0M UCTOPHU-

“Sexuality reigns
supreme alongside the
maniacal search for one’s
roots. The epoch of

historical materialism

of historical masochism.
Historical guilt is

experienced ecstatically.”

has given way to the epoch

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

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

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

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

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

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

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

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

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

7 | don’t know what the consequences are for feminists,
but | am certain they are not to be neglected. | do think of
myself as a feminist, but | can see that not everything is
clear with feminist theory when applied to the Soviet
situation. | do believe, though, that whatever problems
there might be, feminism remains the only reliable
analytical tool in understanding the processes that are
going on. Sociologically, politically, and economically, the
situation is very confused. In feminist terms, it is more
definite and can be interpreted as a situation of re-
articulation of patriarchy in discourse. B
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yeckoro mazoxuama. ObpereHue yT-
pPAUYEHHOrO UYBCTBA MCTOPUHU COIPO-
BOXKIAETCS IKCTATHUECKHM TIepe-
JKUBAHMEM KOMIUICKCA HCTOPHYE-
CKOM BUHBI. XapaKTEePHO, OJHAKO,
UTO pELIEHUE BHOBh BO3HUKIINX
npo6ieM BUAUTCS B CTAPOM JOIIEpe-
CTPOEUHOM METOJE - Maru4yecKoi
MaHUNyJasuuei 0yKBoi, IMEHEM
KaK MaHAaJo0u CyAbObI BCEit cTpa-
HbL Tak 4To Mmoka couuanbHas npo-
rpamMma, 3aJI0>KEHHast OOJIbIIEBUCT-
CKOI1 pehopMOit MpaBONuU- CaHUSI,
HUKAK HE MOXET CUMTAThCS 0Tpado-
tanHou. H
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“Women'’s bonding and friendships were

JKEHIIMHaMM OblIM 0JIM30CTbI0 CECTEP—

not androgyny, they were sisterhoods — another

ene oaAvH ngeasi, AoCTUrHyTeiri B C.C.C.P.

feminist ideal achieved in the U.S.S.R. through
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Another challenge to feminism, I'm afraid.”
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THE FIRST

It was Sartre, and later Derrida, who
referred to the unknowability of the world —
and human inability to perceive in it anything
beyond solo ipse — as blindness. To unfold the
metaphor, one may suggest that if male
perception of woman does not involve complete
blindness, it at least involves a squint as the
contemplating eye tries to get the picture in
focus. A smugness, however, tends to
accompany the squint.

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

For Gerostratus, therefore, the feminine
gender is suicidal. Female suicide is an
attempt at destruction of the common cultural
property, the symbol. Brandishing an axe, a
militant suffragist rushed at Velasquez's
Reposing Venus in 1914 (the same year a
Russian Jew attacked Repin's masterpiece Ivan
the Terrible Killing His Son), thus committing an
act of autoagression and leaving on her own
accord the world of higher values for that of the
tabloid anecdote and madness.
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Capr, a Bcaen 3a Hum Jleppuna,
HA3BIBAET HEMIO3HABAEMOCTh MUDaA

. ¥ HECTIOCOOHOCTH UEJIOBEKA YBH-

IIETH B HEM UTO-1M00, KpoMe Solo
ipse, Cnenoroii. PazsuBas MeTago-
DY, OTMETHUM ECJTH He TOJHYIO CJIe-
IOTY, TO IO KpaiHelH Mepe HEKOTO-
PYIO 3aXKMYyPEHHOCTD B MY>KCKOM
B3IgAe Ha Xenmuny. Otuacrn
OHA ONPABIBIBAETCS SMITMPU3MOM
KaTeropui My>XCKOTO ¥ XXEHCKOIO
(Gender, Pon) . Cosepiaromuit
B30p MOHEBOJIE MPHUILY PUBAETCS,
uTOOBI IIOMMATh KAPTUHKY B (hoKycC.
OxHAaKo NpHIIYp 3TOT | HE 6e3 s1y-
xaBscTBa. Kak Bcakas sMmupuye-
ckas kareropusi, Gender KOHBEH-
[MOHAJIEH W KaK BCSIKas KOHBEH-
IS, 3aKPEIUICH B CO3HAHMAY OTHO-
menueM Baacru. B ciry obme-
CTBEHHOTO AOTOBOPa MHOTOE U3 TO-
I'0, UTO MOXHO MY XXUHHE, HEJIb3S
XEHI[UHE. 3anpETH Ha XEHCKOE Ca-
MOIIPOSIBJIEHME KOHIENTYAIH3HDPY-
JOTCS B MOHATHY 2K €HCTBEHHOCTH.
CrpeMsch COXPaHHTh MYXCKHE
TIPMBUJIETHH, TTATPAAPXaJIbHAS (hH-
nocotust Gender KyIBTHBHPYET HX
Kax "ecTecTBEHHBIE", "TIPHPOXICH-
Hbie", "TpancuenenTHbe”. MyXx-
CKOM NPHILYD JEMOHHASHPYET ¥ MH-
(hOIOrH3HUPYET XKEHIMUHY, IIPHITH-
CHIBAET €€ HMMEHH CEMAaHTHKY HH-
TeHCHoHaIpHOro obbexra. Hane-
JICHHBIH TOJTHOMOYHMSIMH HMEHOBA-
HHS, ATaM OrpaHAYHBAET €€ CYTh
MOJIaJIbHOM paMKO# B hopme une-
aJIbHOM 3aMKHYTOH KpuBOi. Bos-
MOXHOCTH XEHIIHHE OrDAHHYHBA-
JOTCSI 37IEMEHTAPHOM reOMeTpHeE -
CEMEMHBIH KPYT, IOPOYHBIH KPYT,
JI000BHBIH TPEYTOMBHUK. JK eHIIH-
Ha s Homo symbolicus - n3sey-
Has obnacts [pyroro, "He-51"- Mu-
pa. HaBsi3siBaeMEIi €1 HETEHCHO-
HAaJIbHBIM KOHTEKCT ('TaliHa XEH-
CKOJ Aynri'") OTUYXAAET XKEHIMHHY
OT HCTHHHOCTH. JKeJIaHue CaaBshl -




TIIETHEIE I0KA3aTENbCTBA cebe ca-
MOJ1 X APYTUM 00BEKTUBHOCTH COO-
CTBEHHOIO CYINECTBOBAaHMA. Tiie-
CJIaBHE - JIOXKHOE (BHE-UCTUHHOE)
tq

IToatomy xeHckuit pox ot [epo-
crparta - camoybuita. JKenckuit
CYULIMA ECTh MOKYIIEHNE Ha 00Ime-
KyJIBTY DHOE JOCTOSIHUE -~ KOHBEH-
muio Cumeosia. Bonncrsyromas
cydpakucrka 6pocaeTcs ¢ TomopoM
Ha BesackecoBy "Jlexamnryro Bene-
py" (1914 rox, ogHOBpPEMEHHO C 1O-
KymenueM Ha menesp Misu Edu-
MoBuua Penvna ot pykn espes),
TEM CaMBIM COBEpLIAS AKT AyTOAr-
DECCHH, H3HUUYTOXEHHS CeOsI, 10-
6pOBOJIBHOTO yXx0/1a oT MIpa Boi-
cunx Ilennocrei - B Gesymue, B
AHEKJIOT.

Bea sanmannas kyeTypa B3pocia
Ha CHMBOJIA3AI[AH >XEHCKOIO TEJIA.
OTHYECKHE M ICTETUUECKHUE OLICH-
KH BEICOKOT'O ¥l HU3KOTO, IIPEKPAc-
HOTo 1 6€306pa3HOro, JOMYCTHMOTO
1 Pa3pEMEHHOTO CYTh MOAYCH BOCI-
puaTHs pU3NUECcKoro o6pasa KeH-
muael. Texo Jessr Mapuu, BeIHO-
cuBmiei (BepuuoupoBaBIIEH, B
CMEICJTE IOATBEPXKACHUS HCTHHHO-
ctu) Teno Xpucrozo. I[Tpoexmus
BYHBI Ha TDEXOBHOE XKEHCKOE TEJI0
B 9KCTA3€ CaMOOMUYEBAHMS WU
banmrueckoro camomo6oBaHus - B
NaTPUCTHKE, KAK U B OyJIbBapHOM
sporuke. Crpax nopabouieHus (xa-
CTPanuy) NOPOAMBIIEH Tebs
mnoteko. JIrobumas momennp, obHa-
xeHHoe "JIpyroe ", noneiTka 065-
CKTUBHPOBATH - M TEM CAMBIM
CHATB - pA3BOEHUE COOCTBEHHOM
JMYHOCTH. 3ananHAs ATPUAPXashb-
Hasl KyJIbTypa OCMBICIMBAET aHAPO-
THHHOCTP B 2CHMMETPUYHOM OTIIIO-
3UIUK O6BEKTUBHOTO MY KCKOTO
"Ego" u cy6mexTuBHOrO cCuMBOTH-
4e€ckoro xenckoro "1d".

XKenmuna B maTpuapxanbHO#

Esther Zhezmer
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The whole of Western culture has been
bred on the symbolization of the female body.
Western ethical and aesthetic ideas of the high
and the low, as well as the beautiful and the
ugly, are simply categorizations of woman’s
physical image. We have the Virgin who bore
(that is to say, verified) the body of the Savior;
projection of guilt onto the sinful female body
in the ecstatic self-flagellation and
phallic narcissism of sleazy erotica; fear of
enslavement (castration) by the very flesh that
begat oneself; and the beloved artist’s model,
the naked alter ego, an attempt to objectify a
man’s own existence and heal his split identity.
Western patriarchical culture poses androgyny
as an asymmetrical opposition of the objective
male ego to the subjective female id.

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

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

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

Which method has proved more effective,
the western European or the Russian? Gunther
Veist provides some statistical data: In all of
art history only 2 percent of artists were
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€BPOINECHCKON TPAAUIMU PACUICHE-
HA ¥ IPEACTABJICHA OT IIEH 10 KO-
nen. Haobopor, pycckas natpuap-
XaJBHOCTh CUMBOJIU3UPYET XKEH-
CKYIO AYILy - JIyUHCTHIE I1a3a, U3~
HEXEHHBIE MaJIbLbl, U3DAHEHHBIE
TEPHUSIMH HOTH... Poccuiickas xap-
HaBaJIU3aLys - HTO HE CHUXKECHUE
Bricokoro, a Bozuecenne Huskoro,
ONYXOTBOPEHHUE PaboUEH CKOTHHEI,
000XECTBJIEHNE YIMUYHOMN IEBKHU.
O6BeKT HHUBMUECKOTO BOXKAECIEHIS
BO3BBIIIAETCS 0 PAHTA TPAHCLCH-
JIEHTHOTO BAOXHOBEHUS. [yXOBHbBIE
Hauaya Myxckoro u 2KeHCKoro -
Jloroc u Codust - coueraroTcs B acr-
panbHOM Opake. ['1a3, OTKpHIBAKO-
IUUCA HA ToI0BKe membris virilis,
cmotput npsmo B Koemoc. @uro-
CO(hCKOE MO3HAHUE - OTKPOBEHHUE
"reHMAaIbLHOM PyCCKOM 6a6BI, MUCTH-
ueckoit 6absr’. Pycckast peauruos-
HOCTb, PYCCKHI HALIMOHAIU3M, PYC-
CKast TOCYJapCTBEHHOCTD - KEHCT-
BEHHBL; 3aJABUT CBOE JUTS BO CHE,
3ACIUAT HACMEPTD - M HE 3AMETHT.
"Cepebpannii Bex'" - Conosbes, Po-
3aHOB, Bepases - TeHUAIBHO Oy~
XOTBOPMJI My>XCKOe Geccumme (6:10-
xoBckas [Ipekpacuasa nama, cemen-
HBIE TPEYIOJbHUKY Hauasaa BeKa,
"O6nako B wranax"). "Iloromy
YTO,COBEPIIEHHO TAK XK€, KAK JXKEH-
CKas CYyIIHOCTh B MEUpE (husnue-
CKOM OILTOZOTBOPSIETCS MY>KCKOH,
TOUHO TaK X€ U B 00,1aCTH [y XOB-
HOM My>XCKas CTUXUS DOJKHA OBITh
OILJIOIOTBOPEHA XKEHCKOM, UTOOBI
BBEISIBUTH ce0s B TBopuecTse. O1cio-
14 3HAUCHHE XX ECHIUHBI-BIOXHOBH-
TEJBHUIIBL B XXU3HH KAXI0TO Xy-
noxHuka." (Bomommun).

CuMBOIM3ALMS TBOPUYECKOM
SHEPIUY B XEHCKOM 00pase [ist
PYCCKOWM KyJIbTY DBl MIMEJIA JATCKUE
mocaenctust. C OQHOM CTOPOHEL,
OHA IIOATOTOBYIIA IIOYBY IJISI AKTHUB-
HOTO >XEHCKOTO YUACTHS B arpecCunt
aBanrapaa 20-x TOHOB MPOTHB CTa-
pout KyaeTypsl. C qpyroit, n3HaHOU-
HOM, CTOPOHBI, OHA BIOXHOBMJIA HE
OIHOTO0 MOHYMEHTAJIUCTA SITOXH
corpeanu3ma ('BOOXHOBISIIOIIAS
poss KoMmyHMCTHUECKOM TTap-
tun'"). [llupe, MOXHO paccMaTpy-
BATh MY>KCKYIO UMIIOTEHIIMIO KaK
TIPUHIMOXAAJIbHY O ITO3UITU0 COBCT-
CKOT0 MHTEUTUTEHTA I10 OTHOLIE-
HUIO K "kyenanoii 6a6e”, "Codne
(Cocun) Braceesne".

Pycckas Muchosiorms “myxoB-
HOM'"' XEHIIWHBI OTIPEAEeInIa MECTO




JKEHIIUHBI PEaIbHOM B MCKYCCTBE.
Ecim Ha 3anage oHa MOAEID XY-
NOXXHUKA, B Poccuu - ero My3a,
MPUYEM, B AyX€E UCKAHUU MPOrpec-
CHBHOM MHTEJUIMTEHIMH, 970 Mys3a
"c HanpaBaeHueM', My3a rpaxmaH-
crBeHHast. I B ToM, u B Apyrom ciay-
yae, ISl TOrO, YTOOBI BKIOUUTHCS
B XYAOXECTBEHHBIN ITPOLIECC, K-
Bast TBOPUECKAS XKEHCKASI IMUHOCTh
JOJI>KHA TIPEOIOJIETH BJIACTH CBOETO
CUMBOJIM3MPOBAHHOTrO moJia. Oue-
BHIAHO, uTO B EBpomne u B Poccuu
JKEHCKOE BTOP>XKEHUE B MYXKCKOMI
MHP UCKYCCTBA IIPOXOXUIO PA3HBI-
MH Ty TSIMH.

B espomnerickoit ncropuu uckyc-
cTBA COOCTBEHHOE 3HAUCHUE XKECH-
IIWHBI YTBEPXAAETCS B KOHDIMKTE
Mapsl - TAJAHTA ¥ TOKJIOHHM-

LBl, YUUTE/IS M YUEHU LB, OTUA U 10~
yepu, Myka u >keHul. Jluaga Hok-
JMH yOeanTebHO OKA3hIBAET BAX-
HOCTb ITOHOOHOM Mapsr Kak o01e-
CTBEHHOTO MHCTHTYTA, B PAMKAaX
KOTOPOTO IPOXOOUT COLMATH3ALIHST
XEHIIUHBI- XyXOXHUIIB il COOTBET-
CTBYIOLINY mepenen chepsr Xymo-
XKECTBEHHBIX BJIMSHUM.

Pycckasa xymoxuua mpeomosie-
BAJIa MIMIIEPATUB CUMBOJIA HE B CE-
MEHHOM KOH(JIUKTE, a Ha BOJIHE
IPa>XIaHCKOTO JABHXKEHUS, HA I10-
YBE PACTYIIErO CaMOCO3HaHus. Pyc-
CKasl >KEHIIMHA PAaHO ITEePecTasa ae-
JaTh YCTYNIKYA POMAHTAYECKUAM
OpenHIM My >KCKOit TpodeccHoHaTb-
HOH cpenel. Y ecm 3a6mrast IKoIb-
Hasl yUATEJHbHMLA EUIE MIO3BOJISIET
HEHCTOIIMMOMY MUCTUDHUKATOPY
Bonommay cnesmate u3 cebs TauHCT-
BeHHYI0 UepyOuny ne 'abpuak, To
1oHas IBeTaeBa Takoro BOGUTEIb-
CTBA 10 OTHOLIEHHMIO K Ce0e yxXe He
JONyCKaeT. ITO OHA MPOBO3IIACH-
J1a 0 cebe B MyXKCKOM pofe -"... o -
no9T...". B pycckoM uckyccTBe Ha-
Uaja BEKa - TaK Xe KaK U B COBET-
CKUH TEPUON - HET XYXOXKHHUIL, 105~
TECC, MACATEIBHUIL, 4 ECTh XYHOX-
HUKH, TIO9THI, TIUCATENH, AEATE/IA 1
MacTepa KyJIbTyphI, XOTS XKEHIIUH
Cpey HUX OUEHb MHOTO.

Yeit criocob ahpexTHBHEE - €B-
ponerckuit uim poccuickuit? ['oH-
rep OaicT MPUBOIUT CTATHCTHUKY .
Bo Bceit ucTopuu mckyccTBa XeH-
UIMHBI COCTABJISIOT 2 Y, XYHXOXHU-
xoB. B Poccum 10-x -20-x rr. -

20%,. o cpapuerwmio ¢ l'epma-
Huen, roe emte B 1918 romy 7 xymo-
XECTBEHHBIX akamemuit u3 10 e

“While in the West the
woman is the artist's
model, in Russia she is his
muse. In both contexts,
however, the female
personality must overcome
the symbolic power of her
sex in order to be included

in artistic activities.”

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

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

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

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

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

The Moscow part of ZEN, curated by art
critic Valery Sergeyev, was a group of paintings
and objects in which women artists were in the
absolute minority. Here the subject/object
relation set by the exhibition’s subtitle sounded
a lyric note of perestroika disappointment (the
opening of the show took place by chance on
International Women'’s Day). The curator saw
his task as “equating the man’s and the
woman’s rights to existence.” The idea of
equality was to be conveyed as if through a
compound syntactic construction with the
coordinating conjunction and, as in Woman and
History, Woman and Politics, Woman and Sex,
Woman and Form, and so on. Yet instead of an
expected mutual refinement in the meaning of
the coordinated nouns, what emerged was the
ambiguity of the conjunction: the connective
relation and broke down to produce the
adversarial but. It was a violent attempt to
include woman into the context of masculinist
fixations. One saw here the same absurdist
effect of the mutual annihilation of values
through the and construction that was
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NIPUHMMAJIHM Ha yueOy XEeHIIUH,
PYCCKME XyNOXHHIBI PAHO ITOJTY Un-
JIM BO3MOXKHOCTH 3aHUMAThCS UC-
KYCCTBOM MpOoheCcCHOHATIBHO U pac-
CMaTPHUBAJIM CBOIO [ESTEIBHOCTD
KaK OOILECTBEHHOE TIONPHIIE, a HE
caJaoHHOE paspieueHue. Jonen
JKEHCKOTO YUaCTHsI, B TOM UHUCJIE B
XYIOXECTBEHHOMW XXU3HHU, KOCBEH-
HO OIPENEIFETCS ¥ CTeTICHb MTOJI-
UTHUECKUX CBOOOM: B KOHIIE TIEPHO-
ma BeiiMapckoit peciy6IuKi XeH-
muHLL coctaBasn no 309, yuact-
HUKOB XYHOXKECTBEHHBIX BBICTABOK,
MpY HALMCTCKOM PEXUME UX UMCIIO
ymaso po 10%.

ITo KOHTpAcTy C >KEHCKOW BOJIb-
Huneh 20-x, HCKYCCTBO SMOXH COII-
peasn3Ma He 1aji0 HU OQHOTO BBIA-
JOILIErOCS XKEHCKOTO MMEHHU, KPOME
Bepst MyxuHO#, XOTS KOJIMUYECTBO
JKEHIIUH B 9TO BpeEMS OBLIO HEMA-
JI0€: BCce OHM OBIJIM BHITECHEHBI B 00-
JIACTh TIPUKJIAIHOTO ¥ 0DOPMUTENB-
CKOTO - "HEHACTOSIIEr0" - MCKYCCT-
ra. HecMoTps Ha TO, UTO ceiyac xy-
TO’KECTBEHHOE 00pa30BAHME ITOJIY-
YaeT MHOXECTBO XEHIIUH, JIUIIb
CUMTAHHBIE CAMHUIIBI JOOMBAKOTCS
n3BectHOCTH. COBpEeMEHHAS - TIOCT-
TOTAIUTAPHAS - XYXOXXECTBEHHAS
cpena 8 CCCP mpoHUKHYTa HacTpO-
E€HUSIMHU IPEMYUETO MACKYTHHHA3-
Ma, pa3feasieMoro U CAMUAMM >KEH-
IMUHAME, KOTOPBIE IPUHUMAIOT
CBOE IOJIOXKEHME 32 PABEHCTBO IO-
J10B. MOHO CKa3aTh, YTO XyH0XKE-
CTBEHHBIM OMBIT XKEHIIHH PYCCKOTO
aBaHrapaa, JOOUBIIMXCS TTOJIOXKE-
HHS HE3AMEHMMOCTH HA aPTHCTHYE-
CKOJ CIIeHE, OBIT 3a0BIT, KAK TOJIb-
KO CIIaJia BOJIHA "PEBOJIIOIMOHHOIO0
OOHOBICHUS CO3HAHUS .

MacKyTMHUCTCKUH - YHUTAP-
HBIA - IIOAXOM K OLIEHKE ITPOU3BEIE-
HUI UCKYCCTBA CTABUT >KEHIIVHY B
YCJIOBHSI 3aBEIOMO JIOXKHOTO BbI0O-
pa: WM YMCITUTHCS MY>KUHMHOM BTO-
poro copra (IoxBaJia: XyJZ0XKHUIA C
MYKCKUM CEPALEM, MY>XKCKOH CH-
JIOW, HE>KEHCKOU MYAPOCThIO M HE-
JKEHCKOM JIOTUKOM) - WX BHIIACTD
13 KoHTeKcTa Boodme. U B ToM, n B
JIPYTOM CJIy4yae UCKYCCTBO TpedyeT
OT >XCHIIMHEI HY C YEM HE CO00pas-
HBIX XEPTB,yCIex ToCTUraeTcs (a
yame He 0CTUraeTcs) 3a CYeT OT-
kasa ot ced4. [IpeomosieBast CUMBO-
JIMKY CBOETO I10J1a, >XEHCTBEHHOCTD
OKa3BIBAETCA B YCJIOBUSX MOHABJIE-
HHUS - HE3ABMCUMO OT IO3HIUH, 38~
HSITOM MY>XUMHOM, Oy b TO 3anan-




HBIN WM COBPEMEHHBII COBETCK UL
BapUAHT (haJIJIOKPATUUECKOTrO
machiSmo uiu pycckmit My>XCKO
abceHTen3M Hauana sexa. I1poru-
BOPEUMBOEC ITOJIOXKEHHE XK EHIIMHDBL
Ha COBPEMEHHOM COBETCKOM apTH-
CTUYECKOM CIIEHE BBISIBUJIOCH, HE-
CMOTPS HA OTCYTCTBUE MPELEACH-
TOB, B IIEPBOM XK€ (hEMUHUCTCKON
BBICTABKE, NPOBOAMBINEUCS B MOCK-
Be B Mapre 1990 r. ("ZEN: Xenuu-
Ha KaK CyOBheKT B MCKyccTBE") .
HasBanue BrICTaBKM - KOPEHD
PYCCKOTO CJIOBA ">XEHIOWHA", 3a1H-
CAHHBIM METAS3BIKOM TPAHCKPHII-
LMY - C OMHOM CTOPOHBI, KOCMO- T10-
JIUTU3UPOBAJIO U3IHOOIEHHDII CUM-
BOJI "HAIIMOHAJIBHOM rOPIOCTH BE-
JIMKOPOCCOB" ¥ - B OPMEHTAIHLHOM
IPOUTEHUH - 0003HAUMIIO €€ KaK
AKIMIO BEIDAXKCHUS MpeHeOpexe-
HUS TI0 OTHOLIEHHIO K COBETCKOM
UJEO0JOTUHU XKEHCTBEHHOCTU KAK BbI-
HYXXJIEHHOM (hopMe CyLIecTBOBA-
HUSI XKEHCKOW JIMYHOCTH.
JlenuHrpangckas KoIeKIus Ha
9TOM BBICTABKE (KypaTOPLI - HCKYC-
creoBex Onecs Typkuna u chuao-
cot BukTop Mazun) npencrasasia

c000¥ KOHUENTYaAbHYIO SKCITO3H-
LU0 TEKCTHIS (apredakTsl paboTsl

JICHWHTPALCKOM XYI0XECTBEHHOM
TYCOBKH, 000€r0 1oJIa CO3MAHHBIE
CIIEIMAJIBHO TS IEPBOTO - JIEHUHT-
PaZICKOrO0 - BAPUAHTA BBICTABKH I10
3aKa3y yCTpOMTEIEH ¢ fobaBIeHM-
€M objets trouvees U3 uncIa mogap-
KOB JiroOuMBIx 6abymek). Bee pabo-
THI - I MY>KCKH€, U XXEHCKHE - ObI-
JIY TIOATIMCAHBI TTPO3PAYHBIMU (15
3HAUEHWS TIPUKOJIA,HO HE [JIs 3HA-
YECHHUS POIA) XKEHCKUMH TICEBIOHMU-
MaMmu. 3pUTEISIM TIPEIOCTaBIISIIOCH
3HAKOMUTHCS C "TEKCTBYAJIbHBIM
uckyccrsoM JlennHrpanga” w, mamsi-
TYsI 0 DEMUHUCTCKOM HATIPABJICH-
HOCTH BBICTABKH, IIPOBECTHU CEKCY-
a7bHYIO (2 TAKXKE,B PSIAE CIYyUaEB

C MaJIOPYCCKOSI3BIUHBIMU TICEBIOH M-
MaMM, HAL{MOHAJIBHY0) aTTpHOy-
MO0 COOOPa3HO YCBOEHHBIM CTEPEO-
tunam Bocnpusatus. 'TkaHb, - yT-
Bepxnarot Onecs u BukTop, - oqHO-
BPEMEHHO SIBJISIETCST ¥l HE SIBJISIETCSI
NPOM3BENEHEM UCKYCCTBA. B oTim-
YK€ OT KAPTUHBI, XOJICTA, TIPSTUYIIC-
TOCS TIO CIOSIMM KPACKU, OHA PYyKO-
TBOPHA M €CTECTBEHHA B CBOEM IIPO-
TOJIKEHUH YEJIOBEUYECKOro TeJIa
(6ymb TO OpExaA UM UACTh OMALI-
HEro uHTepnepa). Tkaub mpo3pau-
Ha u uckpenna. [Iponssenenue

This content downloaded from

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

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

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

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

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

Olga Astafyeva’s objects happen to
condense numerous semantic areas being
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Osibra AcrtabeBa
Olga Astafyeva

(KapTMHA) BEIIECTBEHHO B CBOEH
MpEeTeH3UM Ha HEMATCPUaJIbHOCTD.
TkaHb - MaTEpUs, 00IaNAOIIAS
CMBICJIOBOM ¥ PEaIbHOM NPO3PAUHO-
CTHIO: ByaJib.

Byauib, SIBJISISICh IPEAMETOM
JKEHCKOTO TyaJieTa, CO31a€eT Mpo-
CTPAHCTBO HATSKEHUS MEXAY TJ1a-
30M ¥ 0OBEKTOM HAOTHOXEHUSL.
Mo>xHO cKa3aTh, UTO ByaJb pacceu-
BaeT (haUTOLEHTPUYECKUHT (MY X-
CKOWM) B3TJISIA HA KEHIUUHY, TIpe-
Bpamas €€ B 'CMyTHBIIT 00BEKT Xe-
ganus”. VIHOroa mox Byaablo CKpLl-
BAaEeTCS My>XKuynHA. Tak ucnosbp3oBa-
HUE SIKOOBI HECBOMCTBEHHOTO MY X-
CKOMY TBOPUYECTBY MaTepuasa Mo-
et oOMaHyTh HaOromaTess. Tek-
CTUJIb - TIAPAHAXKA TSI MY XXUMHDL.
Texcr-il u Tekcr-elle cnieraroTcs
B FETEPOreHHYIO TKAHDb 9KCMO3M-
1uu, oOpeTas HOBBIE 3HAUCHUSI B
KOHTEKCTE BhICTaBKM. Voila."

JIeKOHCTPYKLMS UCKYCCTBOBE-
UYECKOM yCTAHOBKH HA JEKOPATUB-
HO-TIPUKJIANHOE NTPEAHA3HAUECHUE
JKEHCKOI0 MCKYCCTBA ObLIa TIpoBe-
7IeHa JOCTATOYHO YOEeIUTEIBHO.
Bonpoc xe 0 cyObheKTHOM ITO3UL UK
>KEHIMHBI-XYA0XHULBI OTCTY U
Ha 3aqHWI TJIAH TIEPe]] MOCTaBJICH-
HOJ Cynmpyramu rpoGieMoit aHapo-
rHHHOCTH. "'TeKCTByaIbHOE NCKYC-

ctBO JIennHrpana" npeacraso ne-
pex 3puTeTeM KaK M3bICKaHHBII 00-

pa3suMK MCKYCCTBA ITHKETaxa (apr-
NPOMBICEJI, CTIEU(HYECKHUM IS TO-
pona Ha Hese).

B MOCKOBCKOM YaCTH KCIO3M-
muu (KypaTop - MCKyccTBoBex Ba-
nepuit CepreeB) ObUIM UECTHO ITOKA-
3aHBI )KUBOIIUCH ¥ O0BEKTHI, CPEAN
KOTOPBIX XKEHIIUHAM TTPHHALICKA-
JI0 a0COTIOTHOE MEHBIIMHCTBO. 3a-
NaHHAS HA3BAHUEM BHICTABKH CyOb-
EKTHO-00hEKTHAS KOHCTPYKIIHST
MpO3BYyYasIa JUPUUECKON HOTOU Ie-
PECTPOEUHOM pa30yapoOBAHHOCTH
(OTKpBITHE BEICTABKH CJIy4YalHO
COBIIAJIO C ITpa3gHOBaHUEM Mexy-
HapPOIHOIO XEHCKOTO JHS) . ABTOD
SKCITO3HMI[AH BUEJ CBOIO 3aKaUy B
TIOTBITKE "'y PAaBHUBAHUS >KCHITUHBL
B OK3MCTEHLIMAIBHBIX ITPABAX C
myxuuHOu". VigeanpHou hopmoi
TAKOr0 ypaBHUBAHUS EMY TIPEH-
CTaBJISIETCS CIIOXHOCOUMHEHHAS
CHHTAKCHUECKa st KOHCTPYKITHUS C CO-
1030M "H'': XKEHIOIWHA ¥ UCTOPHS,
KEHIIMHA U TIOJUTUKA, KECHITUHA 1
CEeKC, XXEHITUHA U ObITUE, XEHIIH-

¥
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Ha 1 (hOPMOTBOPUYECTBO - LEJIBIN pe-
ecTp XeHckoro yuactus. OgHako,
BMECTO B3aMMHOTO yTOUHEHUS
KJIACCU(DUIMPYIOMUX UMEH, STOT
MPUEM HEOXHUJAHHO BHICBETHII CE-
MAaHTHYECKYIO {BYCMBICJIEHHOCTD
coro3a. CoequuuTeIbHAS CBSI3b Pac-
nasach ¥ 00EpHyIACh IPOTHBUTEb-
HOM, CTaJI OYEBHUIAHBIM 3JIEMEHT Ha-
CHJIVS TIPY TIOMELIEHUY JKEHIUHBI
B KOHTEKCT TAKMX MACKYJIUHHUCT-
CKMX (DUKCALMI, KAK CEKC, TOJTUTH-
Ka, ucropus, popma... B mocraHos-
K€ MpobJIeMBbI HEOCO3HAHHO MCIOJIb-
30BaH TOT Xe a0Cy pAMCTCKHIA TpH-
€M B3aMMHOM aHHUTHJISILIMY [ EHHO-
CTEH TPU MX COUMHHUTEIHHOM COEM-
HEHHUH, K KOTOPOMY NPUOEraeT mpo-
marasga COBETCKOro 00pasa >XHU3HM:
"Hayka u xusup", "Kyasrypa n
xu3nb", "CoBeTrsl ¥ XXu3Hb'", "Mo-
panb 1 ipaBo”, "Tpe3BoCTh U KyJIb-
Typa".

YrnorpebieHne COUMHUTEIbHON
KOHCTPYKI[MHU, OQHAKO, NPEACTAB-
JIIETCSI KOPPEKTHHIM B CJIOBOCOUYE-
tauuu " KeHCTBEHHOCTH M BJIACTD' -
Kormga 00a nNpearKaTa IOHUMAKOTCS
B CMBICJIE OOLIEH IPECy NIO3ULUI
HACHUJIBCTBEHHOTO MTONABJICHUS. Bbi-
CTaBKA MOX STUM JEBU30M IIPOBOIM~
nack B Mockse B okta6pe 1990 ro-
ma. Ona cobpasia paboTHI XXEHIIUH,
KOTOPBIE OTHIONb HE TIPECIENYIOT
3amauy heMUHHUCTCKOTO BTOPXKE-
HUSI B MY>KCKOU $I3BIK U300pasu-
TEJBHBIX (POPM, HO CTPEMSITCS yT-
BEPIUTHCS B PABHBIX MPABAX HA3bI-
BaThbCsl APYTMM, HE MYXCKHM, NpO-
(eccHOHANTbHMM UMEHEM, CTOSTh
Ha JpyroM MO3HLUH, HMETh APYTOH
B3risA. B aToM oTHOmenuu pabo-
TH, IOKA3aHHBIE HA BHCTABKE,
NPEACTABASIOT CO00I BH3YaTbHBIH
aKT, KOMMYHHULUPYIOIHXI OTHOIIE-
HHe K Bnacru u ITonasaenno,xyno-
XECTBEHHHH XXECT NPOTHBOINOCTaB-
Jenud cebs AaBIeHUIO o0menpuHY-
TOro MHeHHs. MaTb, BO3mOOIEE-
Has , MOHAMKA, JOMOX03g#Ka, Kpy-
XEBHHIIA, CANOBHHIA, IPOPOYHIA,
KOJIYHbS - KAK KapHaBaJIbHHE KOC-
TIOMH, pabOTH OBUIH aKKYPaTHO
pa3BemaHu gu3aiiHepoM Osierom
Kysnxom Ha rapaepobunix mwieyu-
Kax no BceMy MPOCTPAHCTBY 3aJ1a.
"MyXuHHa NeJaeT HCTOPHIO, NOIb-
3ysiCh CBOMMH C1a00CTAMM - MAHUS -
MH, GoOusIMH M npoyeli NaToo-
ruei, - rosoput Kynuk. - XKenmu-
He C1aboCTh 3anpemena, OHa HOMXK-

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

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

Tatyana Spasolomskaya’s “typically
feminine” works precisely represent
repressive/repressed femininity. The portrait of
a woman with her head hidden behind a
balloon and her fingers bound up with thread
personifies the feminine mystique that voids
the woman'’s self and ties up her creativity. The
title, An Emigré, is characteristic; lost identity
and repressed creativity are both associated
with rejection of the motherland, the loss of
ground. In Spasolomskaya’'s paintings the
subjects of motherland and motherhood, both
of them holy in Russian culture, seem to reveal
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TaTbsiHa CriacoJioMcKast
Tatyana Spasolomskaya
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Ha OHTH BO BCEOPYXHH CBOEH CH-
JIB, 3aCTETHYTOH HA BCE MyTOBHIIK.
PacnaxuBag nepen 3puTesIeM CBS-
Tasd CBITHX, CBOM rapaepod, XeHCT-
BEHHOCTb JOOPOBOJILHO TOKA3HIBA-
€T CBOM (J1abOCTH ¥ TEM CAMBIM OT-
Ka3HBAETCS OT HACWIMS KaK TIPHH-
[MMa B3aUMOXEHCTBUS. "

C npyroit TOUKH 3PEHHUS, IPHH-
LIMII SKCTIOHMPOBAHHS, TIPEITIOXKEH-
Huit KyJIMKoM, TOguepKkHyJI T ra-
JIAHTEpEHHBIE KOHHOTALHH, KOTO-
pHe Hen30eXHO BO3HMKAIOT IPH
BOCIIPUSITHH, €CJIM paboTa NoxmHCa-
Ha XEHCKUM uMeHeM. [Lneunxu,
KPIOUKH M JIEHTH, PACXOXHH CHUM-
BOJI XEHCTBEHHOCTH, - 3TO TO, 32
YTO XEHIIMHY "TIOABEIIHBA-

01", ueM ee "uemnsoT". Takad KoH-
LIENLHUS XEHCTBEHHOCTH M €CTh nep-
BOE NPOSIBJIEHME BJIACTH, TO HEX-
HOE MAE0JIOTHYECKOE TIONABJEHHUE,
KOTOPO€ BBIHYX/A€ET XEHIIUHY Ha-
3HBATHCS XYAOXKHHUKOM, a HE Xy-
noxuunen. [Tneunkn u 6aHTHKH
MO3BOJTHJIM BHIHECTH 32 PAMKH HH-
TEPIPETALHH XEHCKOIO TBOPYECT-
Ba ee "rapnepoOHyI0" KOMIIOHETY.
2KupHo noguepkHyB OKOHYaHHE
XEHCKOro pona, 3KCrno3uuus n3ba-
BH1a NIPOU3BENEHHE OT BJACTH HMe-
HH, OT HACWJIMSI HCTOPHUYECKOIO CTe-
peoTHna, 3TUM MMEHEM 0003HaueH-
Horo. Mu yBumenu B kaxmoi pabo-
T€ NOMHTKY MOCTPOECHHS JIECTHULIH
B Hebo, U eciH 06CTOATEIbCTBA 3a-
CTaBI4IOT BO3ABUIaTh 3Ty JIECTHH-
Iy He H3 MaCTEpCKOM - XxpaMa uc-
KYyCCTBa, a Yamle U3 KYXHH, Ae-
TCKOH, CITaJIbHYU, Cana WK XJIEBa,
TO 3TO HE BUHA XYNOXHHUIHL, a Gena
KOHIENIMH XyJOXECTBEHHOIO
TBOPYECTBA B LIEJIOM.

Kostexuus pabor kpaitHe pas-
HOIUIAHOBA B )XdHPOBOM M CTHJIH-
CTHYECKOM oTHomeHuH. Mnentu-
¢HKaLMs C HMEHEM HANIPABJIEHHUS -
TO X€ CaMOe, UTO OTKAa3 OT JE€BHYE-
CKOTO UMEHH NPH 3aMYyXeCTBe: NpH-
3HAHME M YCIEX 3aBUCST OT obme-
cTBeHHoro Beca "usaMa". Onwr ca-
MHX XyIOXHHII IIOKa3HBAET, UTO
KOHKypeHTHas 6oppba Ha apTUCTH-
YeCKOM CLIEHE BCETAA CONPOBOXIAA-
€Tcs ONKTKAMHU 3aKpe- NMUTh 33
ux paboramu “u3M" ocoboro poxa -
XaHp "THIHYHO XEHCKOro HCKYCCT-
Ba" - H3HAYAIbHO HEMPUEMIIEMBIH,
HU3KHMH, aHTUXYAOXXECTBEHHBIH.

IlpencraB/IeHHBIE HA BHICTABKE
obwexthl Onbru AcradneBoii cdo-

-
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KyCHPOBaJIM B cebe CEMaHTHYECKHE
NpOCTPAaHCTBA, OCBAMBAEMBIE KaX-
JOM M3 XyAOXHUIL B OTAEJIBHOCTH.
OHa Hauwia obpas-Kjaccemy, npo-
TOTHMITHOE BU3YaJIbHOE 03HAYAIO-
miee /1 BCEro TOro, YTO COCTaBJISI-
€T 03HaYaeMOoe B XEHCKOM MCKYCCT-
Be - 310 Hiio. S#uo - Moxesnp ra-
JIAKTHKH, TOYKa oTcyeTa (ab ovo),
JIOKAJTM3a1 U MY>XXCKOHM M XEHCKOH
MOTEHIMH, BOILIOMIEHHAS J000Bb,
TBOPYECKUH 3aMBICEJ TIPUPOAH HJIH
ero IMEeTHYECKHUH NyCTOLBET, METa-
¢dopa nepBUYHOCTH/ BTOPUYHOCTH U
KOHQJIMKT OKOJIEHUH (4 TO, M ApPY-
o€ 10 OTHOMIEHHIO K Kypuie) ; hu-
nocodckoe IO - KJIIOY K UCTHHE;
BHIEIEHHOE AULI0 - yucTas popma,
"MCKYCCTBO IISL HICKYCCTBA" ...
"“Ceitd-npocTpancTea” ActadbeBoit
- KOHTEHHEPH CMbIC/A, KOHLIENTYa-
JM3NPOBAHHOTO B Moxyce Sliiua.
BHyTpy ux ceTuaTsix 060104€eK
NoABELIEHH KPYIJ/Ible 3€PKaJiblia -
aTpubyTH BeHepsl, "TUMIMYHO XEH-
ckas" neranb.

Ecau o6bvextol Osbru Actadne-
BOM OTNPEAEJISIOT CIEKTP XYOOXECT-
BEHHBIX HHTEPECOB XEHIIUHBI, TO
y4acTHe B BbICTaBKe pabot Asnek-
cannpsl Kopcakosoir (1904-1990)
NPMOAJ0 NOCTABJIEHHOM npobyieMe
0 COOTHOIIEHUH XEHCTBEHHOCTH U
BJIACTY BPEMEHHYIO NIPECIIEKTUBY.
Bo-nepsrix, KopcakoBa kak Xxynox-
HMLA ABaHrapAa ¥ CHOABHXHHLA
B.TartnuHa npuHsuia Ha cebs Bce
TSTOTHI UAECOJOTUYECKHUX TOHEHMI H
omnajibl B CTAJIMHCKHUE M NTOCJIECTA-
JIMHCKHME BpeMEHA. Bo-BTOpHIX, CHO-
BA B KQUeCTBE XYNOXHMIB ABaH-
rapaa ¥ CnonBMXHHUH TatauHa,
OHA HCIIKITAJIa Ha COOCTBEHHOI
TBOPYECKO¥ CyAbOe NaBAeHHE NAT-
PHAPXABHOIO UCKYCCTBOBEXYECKO-
ro crepeotuna. B apcenane Kopca-
KOBOHM HET HH OJHOTO XYIOXECTBEH-
HOTIO NpHeMa, KOTOPH KPUTHK HE.

NpUnucaa 6u YV>XKOMV BIAHSHHIO.
He B 3TOM 1 npnyYyHHA TOIO, UTO

TIOJ KOHEL[ XNU3HA OHA OTKa3HBAET-
€S OT BCIKOM XYAOXECTBEHHOCTH
BooOmie. Ee nmacropamm (cepas
"BecHa B nepeBHe") BHIIOJHEHH B
xonopurte 6azapHoro IToaxosckoro
Maiinana. I110x0 3aKpeIIEHHHE,
H3 HOAPYYHOIO MAaTepHAJIA CHEIaH~
HBlE, OHM KaK OH CTyYaiHH M OTPH-
L30T CaMy MAEK0 "TBOPYECKOIO Ha-
cnequs”. Mexny TeM, €€ KapTHHKH
"o npupone", KaK H "JHTEPATyp-

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

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

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

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

Masters, inducing the visitor to poke a probing
finger into them and taste the high art. The
process of culinary treatment refreshes
bedraggled and extinct artistic ideas — Cake
Napoleon, Baiser Rodin — and revives the
artistic appetites of overfed viewers. The
vocabulary of art criticism and the Stalin-era
best-selling Book of Healthy and Wholesome
Food concern themselves equally with
consumption. The former deals with artistic
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Haq" cepusa ("Macrep ® Maprapu-
Ta", "Bosnobnenane Bonnepa”),
CaMOM CJIyYaWHOCTBIO BLIXBAUEHHO-
o MOMEHTA, "TIONMEPEYHOCTHIO" IO
OTHOIIEHUIO K OOIENPHUHATON KOH-
LIETLHAH CIOXKETA CBUNETEBCTBYIOT
0 IIPOTUBOPEUMBOM ITO3ULMH XKEH-
LIMHEL X B IPOCTPAHCTBE IIPUPOLEHL,
H B IIPOCTPAHCTBE KYJIBTYPEL. DTO
IIPOTHBOPEYHE HE CHUMAETCS, a
JIAIIb MACKUPYETCS KPACUBBIM HC-
KYCCTBOBERAUECKUM JUCKYDPCOM,
KOTa XEeHIIMHA-XYXOXHULA U3 06-
JIACTH MCKYCCTBA IIEPEXONHUT B 00~
JIACTH UCTOPHH MUCKYCCTBA.

"TUIHYHO XEHCKHE" paboThl
Tarbsasr CoacosoMcKoit OUeHb
TOYHGI B OTHOIIEHUH PEIPECCUBHOM
KOHILIENIWH XeHcTBeHHOCTH. JKeH-
CKMH IIOPTPET - TOJIOBA, CKPHITASI
BO3AYLIHEIM IIAPUKOM, OILyTAHHBIE
HUATKOH ITAJIBLIEL - OJIMLIETBOPEHHE
"XXEHCKOM 3arafKu’ , KOTopast JIH-
ImacT XECHIINHY JJHUIA U CBA3RIBACT
el pyxu. XapakTepHO Ha3BaHUE Pa-
6oTol: "OMurpanTka”. Y TpaueHHbIC
KauecTBa CyObEKTHOCTH, TBOPUE-
CKOM aKTUBHOCTH CBI3BIBAIOTCS C
OTKAa30M XEHIIHUHEI OT MAaTEPH-PO-
IOUHBL, OTPEIBOM OT "mouBHl". Tema
Ponunst u MaTepuncTBa - cpsTast
TEMa PyCCKOH KYJIbTYDHI - M €C 13-
HAHKa: POJIb MATEPH B YHHUTOXE-
HUHJ JIMYHOCTH TOUYEPHU.

CrpaluHsl OTHOLIEHHUS MATEPH K
pebenka u B xosicre "CBUTED JIsT
coHa". IToprpert B ctuure JIykaca
Kpanaxa, mpu3pak UcKyccTBa - 1
MPU3PAK MY>KUUHEI, B3POC/IBIIA CBIH
C KPOBABBIM IISITHOM (IIPHMEPKA
csurepa) Ha rpyau. Llaps Onumn. 3a-
MPETHAS TEMA PYCCKOM KYJIBTY Dbl -
MHIIECT, XXEHCKOE CEIHOYOMIICTBO,’
9POTHYECKHIT OTOJIECK LIAPCTBEH-
HBIX CBIHOYOHMIL PyCCKOIO MCKYCCT-
Ba - Usana I'posnoro, Ilerpa Benu-
xoro. Buna Marepu BUOUTCS B €€
OTOXXJECTBJICHUM C KYJIbTYPOM;

CBIH OTUYXJEH OT TOM M OT JIpYTOM.
Pa6oTa yHHKaJbHA B TOM IUIAHE,
YTO OHA 3aCBUAETEILCTBOBAJIA Pa3-
pyILuTeIbHbIE 00eCUe/I0BeUnBato-
e sHepriu VIckyccrsa.

Boobwie, naumaus "ecTecTEeH-
HHIX", "6€3BCKYCCTBEHHHBIX" OTHO-
IEHUA MEXIY MaTepbio u pebeH-
KOM OKa3saJiach ropasuo Gosiee nase-

KHM HJIEAJIOM, YEM BCEM HaM XOTe-
J0ch 661 [IuTs npuHumaet Ha cebs

OTBETCTBEHHOCTDb 3a TBOPUYECKYIO
COCTOATEJIBHOCTD, XYNOXECTBCH-




HYIO YIOBJIETBOPEHHOCTh MAaTEPH.
Mup nercrsa - a BOBCE HE NPUCYT-
cTBHE (OTCYTCTBME) MYXUYHHH - HC-
TOYHHK TBOPYECKOM SHEPTUH XEH-
IMUHH. Bocnpon3senenuwit Ha xou-
cre Exarepunan Kopuuiosoii ne-
TCKMH PHCYHOK - "Bepbnion” - ysu-
IEH C TOH Xe€ SICHOCTBIO, C KaKO#
Cuin Yenoseueckui npo3peBaer
cso#t KpectHmit nyts ("Bbesn B ro-
pon”). Ilerckoe npo3peHue - Kak
npoba nosieTa, OTPHIB OT TOTO, YTO
MPUHSTO CUNTATh PEATbHOCTbIO.
XyROXHHK, 3TO BEUHOE OUTSH, 1O
BhIpaxeHuIo Anekcanapsl Kopcako-
BOW, JaPUT 3PUTEJIIO F€HHAJIbHBIE
urpymky. 2KuBonucHoe nosoTHo
npuobpeTaer CBOMCTBA XYAOXECT-
BEHHOIO 00beKkTa. Tak KOPHHIOB-
ckuit "Bepbaron” Ha BhicTaBKE Npe-
BpaTWJICS B 3a0aBy: yCTaHOBMB pa-
6oty Ha moanopku, Kyauk camo-
3a6BEHHO BO3MJ €€ 10 BCEMY 3aJy,
KaK MrPYLIEYHYIO JIOWANAKY.
"KysnuHapHoe UCKYCCTBO" - KOH-
uenTtyasapHas urpa Onbru YepHsi-
weBoH. JleBouka, ensmas necou-
HBIE KYJHYHKH, - aX, KaK OHA Mpo-
Bouupyer Hamero Geguoro 'ymbep-
ta 'ymbepra! Ee xuBonucHue Top-
THI - 3aTPYHTOBAHHBIE XOJICTH, CJIO-
eHnle KpeMoM 1o peuentaM Cra-
prix MacTepos - Tak u npocaT 3pH-
TEJIS TKHYTb NaJbLiEM H Nonpobo-
BaTh CBSITOE HCKYCCTBO HA BKYC. B
Npouecce KyaMHapHo# 06paboTku
OCBEXAIOTCSl 3aMYCO/IEHHBIE, 3a/1H-
3aHHHIE XyI0XXECTBEHHHE HACH
("Topt Hamoneon", "Pozex - Be-
3e"), 0XXHBAET 3aKOPMIEHHHI Xy-
HOXECTBEHHOCTHIO 3pHTeD. Clio-
Bapb HCKYCCTBOBETYECKHX TEPMH-
HOB ¥ "KHHMra o BKYCHOH H 300po-
BO¥ nuIe” PUKCHPYIOT HEPEHOC-
HOE M NpsMoe 3HaueHne norpeduie-
HHUS: "XyNOXECTBEHHHMA BKYC", "Xy~
HOXHHK TTOIJIOIIEH 3aMBICJIOM ™,
"BCEMOXMPAIOLIas CTPAacTh K HCKYC-
CTBY", "CHENAaEeMHIl TBOPYECKMM He-
TepnerueM”. [lorpeburenncTso -
3T0 cnocob NOPOXAEHAS H BOCIIPHI-
THS HCKYCCTBA. B ormume ot aber-
PaKTHO MOPaTM3UPYIOLIETO HA 3Ty
TEMY MY>KYHMHH, XEHIIAHA-XYHA0X-
HHIA IEPeXXUBAET CHTYALMIO 110-
TpebaeHus Kak ry6oKo TMYHYO,
TIOCKOJIbKY B XXH3HH NIOCTOSHHO
CTJIKMBAETCS C KAHHAOATH3MOM

TIO OTHOIIEHMIO K CBOEMY COOCTBEH-
HOMY CymecTBy.

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

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

HnoHa "aHcoBcKkasi
llona Gansovskaya

This content downloaded from

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

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

The titles of Tatyana Petrova’s canvases
are a compromise between noun and verb,
subject and predicate: Walking Figures, Leave
Taking, Having a Rest on the Way. They
represent a static moment within the dynamics
of a state of motion. The artist paints the
phase during which the verb creating has not
yet sufficiently materialized in the object for the
object to receive a name, the phase during
which the name has not yet settled on its
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Tapa3suTH3M 1 NOTPeOHTENTbCT-
BO, 6e3napHBIil mepeBoa SHEPTHH B
oTOpocH, 3arpss3HEHNE CPensl IS
XEHIMHB NPEACTABJISIOTCS NMpsi-
MOH YIrpo30ii ee COOCTBEHHOM NpH-
pone. "DK0JIOrHuecKoe” UCKYCCTBO
Wnoru "aHcoBCKOM - 3TO 3amMTa
npexae BCEN0 CBOEro BHYTPEHHETo
MHpa, Ky[a NPUHST ¥ KAMEHb Ha
nycreHHOM 6epery, u Jomank, ¥
MOJTY3aTOIUIEHHAS IOPyraHHasl KO-
JIOKO;1bHS. B 3TOM MEpE HcTopuye-
CKHE KaTaKJIU3Mbl CMEHSIOT APYT
APYra € TOM X€e HEN36eXHOCTBIO, C
KaKOH BHIIAZAIOT U CMEHSIOTCS HO-
BHIMH KOIDAYbH YCH, ¥ [0 CPaBHe-
HHIO C KX OOHOBJIEHHEM COLIMAJIBHO-
MOJIATHYECKAs HOBAIUS - 3TO HH-
yto. [leIbHOCTb, HETPOHYTOCTh
3TOIO MMpa OXPAHSIETCH TAK, KaK
OXpaHgeTcs X0JIoaHas HebecHo-To-
ny6ag rapMOHMS JEBCTBEHHOCTH.
Crpactsb - MacHuk. Koposuii uepen
[JISIAT HA HAC C KPaCHOro 3HaMeHM

("CCCP B 6opnbe 3a ITponoBosbCT-
BEHHYIO nporpamMmy") . Mur b
obbeaku Ha Iupmectse XKu3suu, a
MBI-TO JyMaJiK, YTO 3TO MBI MUPY-
eM.

IlopyranHasi yucToTa BOCCTaHaB-
snuBaercs B OyKBaJIbHOM MMOHMMa-
HHH CTUPKOM Genbs Ha MOJIOTHAX
Jhromvmnm Mapkenosoi. Ctpau-
Has IPOCTHHS B PyKaXx y Mpavex,
CJIe] CBEPIIMBILETOCS HACKIMSL - TO
JIH TIOKPOB NEPBOM OpauHOi HOYH,
TO JIA 3HAK HACTYIUICHHS XECHCKOH
3pEJIOCTH, TO JIM KANHOBA ITE€YATh...
Cyn ® cynbba, BUHA M HEBUHHOCTD
B PYKaX 3THX KOPSBBIX, O€3/IMKHX
CTapyX, B HUX X€ U - KaK MOJICHHUE
0 Yame - Hanexna, Ha TO, UTO KTO-
TO APYIOM (npyrasi) NpUMET Ha ce-
6s Tpvn Ounmenus. Mapkenos-
CKMH TpUNTUX "Y3JH" , B KOTOPOM
XYHOXHHIIA IIPEOO0JIEBAET NOCPEN-
HHYECTBO (PUrypaTHBA, - 3TO NpPH-
3HAHME JIMYHON OTBETCTBEHHOCTH B
MHpE NnpeneabHoi HecBoGoaK, 3T0
CKPYYEHHAas B KOJIbLIO, CIUIETEHHAS
B HEpa3pemuMbIH y3€eJ1, BhIXaTad
YBEPEHHOM M CHJIBHOM PYKO# MaH-

I1aJ1a XEHCKOM CyabOh.

Hassanus pa6or Tatbsum [et-
posoit -"Hnymue", "Y xonsmmit",
"OTAbIX B NyTH" - KOMIPOMHCC
MMEHH U NPEANKATa, MOMEHT CTa-
THYHOCTH B HEMPEPHIBHOM IABHXE-
HHUHM, TMHAMHKA COCTOSHUS. Xyn0X-
HHMLA MHIIET COCTOSHHUE "no" - "m0
XH3HH, 110 Cyns6H", Korna TBops-




LM [V1aroJ1 eme He HaCTOJIbKO BOII-
JIOTHJICS B BeIb, YTOOB HA3BaTh €€
HMEHEM, UM XK€ elle HE YCTOs-

J10Ch, HE 3aKOCTEHEJI KATErOpHaJIb-
HEI cKesieT o0o3Hauaemoro. ITo-

BEPHYTHIE K 3PDUTENIO CIIMHOH, He-
SICHBIE (DUTYPHL OTMEYAIOT JIMILD KC-
XOIOHYIO TOUKY ¥ O0Iee Hampasie-
HUE IIyTHU - HaIIPaBJIEHUE OT "3IeCh
u ceityac”. Bot ymsiBaer 3a xpait
XOJICTa CHASIAs HA cnuHe Brika
Espoma. M He BUUM ee uua,
ITOUTH HE OTJIMYMMEI OT ()OHA ee
OEXJBL - €M eIIE TOJIBKO IPENCTO-
UT 00PECTH IUIOTh, YUEPTH H Kpa-
CKM, KOIIa OHA BRIMJET 3a MPENEJIEI
KaPTHHBL B IIPOCTPAHCTBO MuU(a.
MentsiT B myTH moka 6eCIUIOTHEIE
CHaAUIMe (PUrypEI - 3ar0TOBKH Oy-
AYIHX CIOXKETOB XPYTHX XYXOXKHU-
KOB, KOTOPBIM IIPERCTOMT IPOC/IE-
IUTH MX IIyTh, II0KA OH HE 3aBep-
LIMTCSI TYIIMKOM - HEBAXHO, CYACT-
JIMBBIM JIM OODBSITHEM, MM HETIPEO-
J0JIMMOM KAMEHHOU CTEHOM. A 1o-
Ka yTo I'peTxeH mpocur o npopJie-
HUHU MTHOBEHbS, 00 OTCPOUKE CBOE-
IO yaca.

Tema BpeMeHU BO3HHKAET U Y
Haramuu Typuosoit. D10 dhanbcu-
(hUMIMpOBaHHOE, HABSI3AHHOE UNEO-
JIOTHYECKOM AUKTATY PO BPEMSI -
Hcropus. ToranmurapHOE mogasie-
HUE KOHIENTYAJIU3UPYETCS B My K-
CKOM JIMIIE, B CTEPEOTHITHOM HCTO-
puyeckoM obpase. [Tonuruyeckmit

TaTtbsiHa lNeTpoBa
Tatyana Petrova

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

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

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

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

76 Heresies/idiomA

134.82.70.63 on Sat, 26 Mar 2022 19:06:28 UTC
All use subject to https://about.jstor.org/terms

Hatasibss TypHOBa
Natalya Turnova

HaTtanbsi KameHeLKasi
Natalya Kamenetzkaya
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MOPTPET MEPECMATPUBACTCSI KAK
JKaHp, ero HyHKIUs yKpauaTeib-
HOT'O 3JIEMEHTA IIPY KAHLEISIPCKOM
TOTAJUTAPU3ME JEKOHCTPYHPY ETCSI
B IIPA3MHUYHOM JEKOPATUBHOCTH
>KUBOIKMCHOrO NoJ0THA. TypHOBA
WHOIA Ha3LIBAET CBOM KAPHKATY-
pst apTonoprperamu. ITpumuru-
BU3M B ee paboTax - 310 y60XecTBo
JIOIMEI, 3aHATOM CAMOJIIOOOBAHHEM.
Bot menymka Jlenus ¢ zodpoxym-
HOM yJ15I0K0if Ha yCTax, BOT BEJIU-
Kuii cTpaTer Bopomuiios urpaer B
LIaXMAaThl, BOT Psokckuit (KTO OH
TAKOW, MYUUTEJIHHO BCIOMUHAEM
MBbI) B 60EBOM PacKpacke, C MATHKO-
HEUHOI 3BE3MOUKOM HA IEKE - TaK
MaJIbUMKH AETCAJOBCKOrO BO3PACTa
noMeyvaroT "Hamu'" TAaHKH, U300pa-
Xas BOMHY... OOBIIEHHOCTD, MUJIAS
CEMENCTBEHHOCTD TOJIMTHYECKOTO
UMUIKA - OKA3BIBACTCS, HE TOJIBKO
MBI, 3pUTENIN, HO M caM u3obpaxae-
MBIl IPUHUMAET €ro 3a UUCTYIO MO-
Hety. B ynuBureapHo Tymnom 06u-
UMK BBICTYIAET 30eCh 3710. DTO mpe-
HENbHAs OTKPOBEHHOCTH aBCOMIOT-
HOM BJIACTH, KOTOpAs MOBCIOAY - U
HUOTKY/AA.

JIIeKOHCTPYU Py BJACTD, XEHIIH-
Ha HE OrPAHUUYHMBAETCS MOJUTHYE-
ckuM nkoHocracom. Haranusa Ka-
MEHEeUKas UCCIIEAYET €€ acTpaJib-
Hbli apxerun. Kapuaasan, 3epkaiio,
JlaGupunT, BaBunonckas 6aurHs -
9TO OKKYJIBTHBIN (POIBKIIOP, CoOpa-
HUE CUMBOJIOB 3a0/Ty KACHUS, UIe-
orpacdus KpuBbix myTei. OMepTBe-
Jibie MeTadOPBI GOKECTBEHHOTO
CnoBa, OHH GECKOHEUHO TBOPST
CBOM HABBM YaPHI, TOPOXKAAIOT BCE
HOBBIE ¥ HOBBIE 9P3aL[-MHUPBHI, BCE
HOBBIE CEPBIE TIPOCTPAHCTBA, TYCTO
HACEJISIOT UX HEUKCTHIO, KOTOPAs!
[JIyMJIMBO WHCLIEHUPYET JIFOOMMBIE
CIOXKETHI UEJIOBEUECTBA - JIIOOOBb,
poXeHue, ApyX0y, BEpHOCTh. B
"Burse mexny Aurenamu u Benn-
kaHamu' 00e CTOPOHBI - U TIPaBasl,
Y HEMpaBas - OMWHAKOBO OMACHBL 1
3J100HbBI, B3AMMHO OTPAXKAIOTCH
ApYT B APYTe, CAMMETPUYHO ABOSIT-
cs1. 3aKOHOMEPHOCTH MPEBPATLE-
nug: Ceerupiii [1yTs - "CBeTanii
nyts" - "Sendero luminoso". Ha-
IJIOAUB ACTPAJIbHOM APSHU, CUMBOJ
TPEUUT 10 MIBAM U KOPEXUTCS OT
UyMOBHMIHOTO AABJICHUS U3HYTDH,
u Gexxur u3 napcrsa Vipoma Mapus
C MJIAJEHIEM Ha pyKaX... l




TEKCTBY AJIbHOE
HCKYCCTBO
JIEHHHI'PA 1A

"My>XUHHA HE MOXET ObiTb
CBOOO/IEH A0 TEX MOp, NOKa He
OCBODOX/IEHA >XKEHIIHHA"

(I33ayH)

MOHO JIi TOBOPHUTb O BBHICTABKE
’KEHCKOI'O MCKYCCTBa, €CJIM Ha HEll He
npeACTaBJiEHbl PabOTbl MYKUWH? [IPUCYTCTBHE
MY>KUHH Ha ")KEHCKOH BBICTaBKE' ByaJIMpyeTCs
TPEMsI TTIOBOPOTAMHU COKDPBIBAHHUSI:

— KOJIMUECTBEHHBIM' (MYXCKO€E
NPEACTaBUTEILCTBO MUHUMAaJIbHO)

— WMEHHBIM (PaboThl HE MOMMCaHbI
MY>XCKHMHU UMEHAMM)

—TEMaTHUYECKHUM (M300pakaeMoe TaK WU
MHaue CBSI3aHO C TEMOMU ToJIa).

Uepes pacToX/AeCTBJEHHE XYAOXHUKAM
npeaocTaBjieHa BO3MOXHOCTb, He Mpuberasi K
MUMHKDHH MJIM MUMECHUCY, BOWTH B TPOLIECC
CTaHOBJIEHUS KEHIIUHOM.

XapakTep BbICTaBKH, MPeACTaBISIONIEN
’KEHCKOE TBOPUECTBO B JIEHUHIpaJe,
onpezesisieTcst MatepuasioM — TEKCTHUJIEM.
TkauecTBO TpaJHULMOHHO CUMTAETCS
UCKYCCTBOM, Ipe/Ha3HaAUEHHbIM J1JIs1 YKEHIIMH.
lapku, npsiayumye HUTb CyIbObl, MOXET ObITb,
SIBJIAIOTCS HauboJiee 3araJJoUHbIMU U, BMECTE C
TeM, HauboJiee NMPUTSIraTebHBIMH O0pa3aMu
TEKCTHUJIbLIULI.

"MaTepuaJibHasi KyJibTypa" JIEeHHHrpaJa
MMEeT TaKXe U BoraTyi OTEUECTBEHHYIO
TPaJULMIO: OT KOHTppesbedoB TaTiuHa A0
pocrivceit no TkaHu Jliobosu [NonoBoi. Kpome
TOro, "MaTepHaJibHOE" TakK M He MOJYUMIIO B
Hallleil cTpaHe 3KBUBaJIEHTa, PaBHOLIEHHOI O
TKaHH, OCTAIOWENCs Mo CYTU €/IMHCTBEHHBIM
TOBapOM-TIPOAYKTOM OOMEHa.

TkaHb OIHOBDCMEHHO SIBJISIETCS U HE
ABJISIETCS NPOU3BEIEHUEM HCKYCCTBa. B
OTJIMUKHE OT KaPTHHBI, XOJICTA, NMPAUYIIErOCs
MO/l CJIOSIMH KPAaCKU, OHa PYKOTBOPHA U
€CTECTBEHHA B CBOEM IPOAOJIKEHUH
UeJioBeuecKkoro Tesa (6yab TO oAex/Ja WU
4YacTb JJOMalIHErO UHTEPbepa). TKaHb
Npo3pauHa ¥ UCKpeHHa. [I[pou3BeaeHHE
(KapTHHa) BEIECTBEHHO B CBOE MPETEH3UHU Ha
HeMaTepuasibHOCTb. TKaHb — MaTepus,
obnajjaioasi CMbICJIOBOM U peasibHOM

Dealing with Gender:
Two Shows

Olesya Turkina & Victor Mazin, curators
Osecs1 TYPKHHA, Buktop MA3HH

Text-Veiled Art
from Leningrad

“Men cannot be free until women are
liberated.”
Mao Tse-Tung

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

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

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

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

Clever Little Hands

The text is mine. (V.M.)
The project is ours.
(0.T. & V.M.)

The curator is Olesya.
The $$ sponsor is Mustafa.
Where: Leningrad,

a certain mansion
(once a brothel,

now the Club Mayak).
When: 1990.05.17
(Olesya’s birthday).

Clever Little Hands is the last in a three-
part cycle of exhibitions dealing with gender.
The gender differences of the first exhibition
(Woman in Art, Leningrad) disappeared under
the chador of the second (Text-Veiled Art from
Leningrad, Moscow) and finally dissolved in the
anonymity of the third (Clever Little Hands,
Leningrad). The anonymity allows us to
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MPO3PauHOCTbIO: ByaJlb.
ByaJib, sIBNSISICb NPEAMETOM XEHCKOI'o
TyaJjieTa, co3/laeT NMPOCTPAHCTBO HATSIXKEHHS
MEX/1y I'JIa30M U OObEKTOM HabJII0AEHHUS.
MOHO cKa3aTb, UTO ByaJlb pacCenBaeT
(hansIoLEeHTPUUECKUH (MY>KCKOM) B3rJIsiA HA
JKEHIIMHY, NpeBpaliasi ee B "CMYTHbIH OObeKT
)kenaHus". MHoria noJi ByaJiblo CKpbIBA€TCSI
My>KUnHa. Tak MCIOJIb30BaHHE KOOI
HECBOWCTBEHHOI'O MY>KCKOMY TBOPUECTBY
MaTepHajia MOXeT 0OMaHyTb HabJIoAaTEe s
TEKCTHJIb — MMAPAH/IXA 14 MY XKUHHDI.
Tekct-il u TekcTt-elle cnineraiorcs B
reTeporeHHyI0 TKaHb 3KCMO3ULIMK, obpeTast
HOBBIE 3HAUEHHS B KOHTEKCTE BbICTABKH.
Voila.

"YMEJIbIE PYUKH"

Hpa, nprset!

/JIMKO TOpOIUTIOCh, TO3TOMY

no comment:

TekcT — Mo¥ (B.M.)

llpoekT — Hau (0.T+B.M.)

Opranusanusi — Oziecu (0.T.)

Coll. obcJ1y>KHBaHHE

($cuoHcop) — Mycrapa

MecTto npoBeAeHHST —

JleHuHrpaJ, Hekui OCODHSIK

(6. MyOJIHUHBIH JOM, HBIHE

KJIy0 "Masik")

Bpemsi — 17.05.90

(/leHp PoxxzieHus1 OyiecH)
Llenyem, Onecsi & BHTA

YMEJIBIE PYYKMU 3aMBIKaIOT
TPOMYHBIA UK BBICTABOK, 00pa-
HMIEHHBIX K 1oty. [TosoBEIE pasau-
upg nepsoi BeictaBky (' Kenmuna
B uckyccrse". JIeHMHrpan) COKphi-
JIUCH TIOJ ITAPAHIXKON BTOPOM
("TekcrByanpHOE UCKYCCTBO Jle-
HuHrpana’. Mocksa) ¥, HaKOHEL,
CTHPAIOTCS B AaHOHUMHOCTH
tperbet ("YMEJIBIE PYUKNM",
Jlennurpan) . AHOHUMHBIN Xapak-
TEp MO3BOJISIET AEKOMMEPIUATN3 -
poBath otHomeHue K Vimernwu, I1o-
ny, O6bexry. IIpucsoenne Gobie
HEBO3MOXHO.

VYMEJIBIE PYUYKMU penator cobCT-
BEHHO IIPOU3BEICHUE UCKYCCTBA;
oHu 6€3 UAEOJ0rMUECKOro MOCPen-
HUKA MOPOXKIAIOT MUP 0OBEKTOB.
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Poxnpasg nponssenenue ucKyccTaa,
OHM JAIOT XHU3Hb YCJIOBEKY: UEJIO-
BEK - IPOAYKT McKyccTBa. Homo
habilis contra Homo sapiens.
YMEJIBIE PYYKMU otnarorcs uc-
KyCcCTBY. PyKu e/ 1mKoM OTBETCT-
BEHHBI 33 CACJAHHOE B OTUYXIA10-
LIIEM TIPOLIECCE MPOU3BOACTBA
(ready-made) u 3a aHapXU4ECKHU
CIOHTAHHBIE XECTH XYTOXHUKOB,
BBI3BIBAIOIIMX K XXU3HU ''HE-TIPOU3-
BefeHus uckyccrsa' (tachisme).
"YMEJIBIE PYUYKH" - ToransHast
MaTepuaar3anus UAEH UCKYCCTBA,
NEPEBOM €r0 B 00J1aCTh TAKTUIBLHO-
ro. Ocs3aeM u 06pa3yIOIIMiA KOH-
texcT ready-made nBopua, ocsa3ae-
MBI 4 YOMEIEHHbIE B HEM TIPOU3BE-
nerns. Oca3aTeIbHOCTh BO30yXaa-
eT. Pyku Jlec6oca u pyku, 0CS3at0-
mue 00bekT (MckyccrBa). MuTen-
LMEX IPOU3BENEHUI-aKTA OKA3HIBA-
eTcs He OOBEKT XeJIaHuUs, HO XKeJa-
HUE KaK TAKOBOE.

.YMEJIbIE PYYKMH npotsiruBarT-
ca apyr k apyry: Ona + Ouna. Une-
aJIbHOCTh HEKOMMEPUECKUX OTHO-
NIEHUI B MCKYCCTBEHHOM O0OMEHE
CTHPAETCS B CAMOTOXXIECTBEHHOCTU
xecta. JIroOOBb K UCKYCCTBY HE
tpebyer orBera: 4 mpenyiararo BaMm
pPyKy u 51 mpoiny Bameu pyKu.
YMEJIBIE PYYKMU BricBOOOXIA-
10T 0OBEKT, OCTABJILS 3a CO00I Xe-
naaue. OOBEKTH UCKYCCTBA YCKOTb-
3410T M3-TIO BJAACTH 000XKECTBIISIO-
miero -xesarouero. [1pogyxTst 06-
MeHa (IIPEeIMETH MCKYCCTBA U/ MiTH
>)KEHIIUHBI) HAUWHAIOT B3aUMOAEH-
CTBOBATbH (TIPEAMET -TIPEAMET, XKEH-
HMHA->XEHIIUHA) 6e3 mocpencTaa
HAMpPaBJIEHHOrO HA HUX [VIa3a->KaX-
nymero: nederummusanus. I1pem-
MET OTPa>kaeTCsd B MPEAMETE KaK
>KEHIMUHA OTPAXKAETCS B XEHIIMHE.
MecTo 5KOHOMUKH COEpEXEHU -
coxpaHeHus (haroca - 3aHUMAET
9KOHOMMKA TOTAJIBHOIO PACXO/a.
Hexsartka - orcyrcrBue dhasuroca -
KOMITEHCHPYETCS MaHyaJTbHOCTBIO.
"VYMEJIBIE PYYKH" orcTpaHsioT-
CSl OT TIPUBHUJICTMPOBAHHBIX OTHO-
LIEHUI (CMMMETPUUHBIX: MY>XKUMHA
+ My>XunHA, ACMMMETPHYHBIX:
My>xuuHa + xeHuuHa) . Henepap-
XMUYECKHE JeCOMMNCKUE OTHOLIEHWSI
OTPULAIOT NPUHYIUTETHHOE CyLe-
CTBOBAHHME ¥ U3MEHY CBOEMY TIOJY.
C Toboit xak ¢ Coboit. He 9 xouy
mobuts Te6s. Ho  nobdar. Troe
poxnenue. Pyds. B
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decommercialize the relationships among
Name, Gender, and Object. Appropriation is no
longer possible. Here there are no labels. In the
previous exhibitions everything was ciphered
into pseudonyms, all men castrated
themselves with female names, and now there
are no names at all. The death of the author
has arrived, and it is now impossible to
determine the artist’'s gender. Everyone is
saying that all of us are lesbians, one way or
another, regardless of gender, age, or
character.

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

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

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

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

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

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

Yelena Selina

«PABOTHHLA »

Enena CEJIMHA

In September 1990 an all-woman exhibition,
The Working Woman, opened in Moscow, the
first self-proclamation by a group dedicated to
women’s issues and one of the first exhibitions
based on feminist discourse to emerge from
Moscow conceptualism. Participants included
Anna Alchuk, Yelena Elagina, Sabina Hensgem,
Vera Khlebnikova, Maria Konstantinova, Irina

Nakhova, and Alona Shakhovskaya.

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

80 Heresies/idiomA
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B centsibpe 1990 roaa B MockBe
COCTOSJIOCh OTKPHITHE BHICTABKK "PaboTHHLA".
Cpe/au ee yuacTHHUL-HpuHa HaxoBa, EneHa
EslaruHa, Mapusi KOHCTaHTHHOBa, Bepa
Xs1e6HUKOBa, AHHa AJibuyk, CabMHa X3HCTEM
u Anena lllaxoBckasi. BeicTaBKa
O/IHOBPEMEHHO W apT->KECT W Pernpe3eHTauusi
IPYIIbI, MJIAHUPYIOWEN NMPOBECTH PsiZl aKLUH,
MOCBSILIEHHBIX >KEHCKOM" MpobieMaTHKE.
"PaboTHHLIA" — MEPBOE BLICTYIJIEHHE,
akTyaJusupyiouee GEMUHUCTCKHUIA INCKYPC
BHYTPH MOCKOBCKOI'O KOHLIENTYaJIu3Ma.
Crnieuurka MeCcTHOro (heMUHH3Ma He CTOJIbKO
B JKeJlaHWHW [JOMUHHUPOBATb, CKOJIbKO B
CTPEMJIEHMH COTPY/ZHHUATh, UTO, BO3MOXHO,
CBSI3aHO C PYCCKO# NaTpuapxaJibHOM
TpaJIMLHEN, COrJIACHO KOTOPOH XEHIINHE
ObIJIO OTNPE/IEJIEHO UETKOE MECTO BO
BHYTPEHHEN CEMENHON HEPAPXHH.
demuHucTCKUM 3anan 20-30-X rodos, C
nocJeAyomei Haeoornueckoi paboTon B
HarpaBJIEHUU YPaBHHUBaHUS MYKCKOIO M
’KEHCKOI'O HE CTOJIbKO TNPUBEJIH K
CUTMOTETUUECKOMY OCBOOOXKIEHUIO >KEHIIMHBI,
CKOJIbKO TOIPY3UJIH €€ B TTyOoKYyIo 0e3aHy
exe/IHeBHO nofdaBisieMoro "d". K
TpaMLIMOHHOM, TEHETUUECKU O0YCJIOBJIEHHON
JZIOMHMHAHTE MaTpHapXxaJjbHOTO CTHJISI PYCCKOM
KH3HU 100aBUJIOCH JaBJIEHUE COLMyMa,
MPOBOLIMPYIOLErO €€ Ha aKTUBHYIO
CaMOCTOSITEJIbHYIO [1€ATEJIbHOCTDb, UTO
MOPO/INJIO BHYTPEHHUI KOHMJIMKT MEXAY
HalLlMOHAJIbHOM OPraHUKOW W HaBsI3bIBAEMOW
WE0JIOT HEN.

BricTaBka "PaBoTHMLA" — CBOEro poJa
HccjieoBaHUE COBPEMEHHOI'O COCTOSTHHUS

3TOro (peHoMeHa. Ee Ge3bicKycHas
MEPCOHAXKHOCTb, OTCYTCTBUE €IMHOM

CIOKETHOM JIMHHUU BBISIBJISIIOT CIIELU(UKY
MECTHOI'O KOHTeKCTa. K HECOMHEHHbIM
yZauaM BbICTaBKHW OTHOCHTCS €€ Ha3BaHHE,
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no3BoJisiioliee OO0 beJUHUTD HEKHIA
[JIACTUUECKHN JECTPYKTUB, MOJIUPOHHUIO
WH/JMBU/YaJIbHBIX MPOSIBJIEHUH, C OJIHOM
CTOPOHBI, U C IPYTOW — OIpeerisioee
XapakTep UcCJieZJoBaHUS: paboTy C
W/1€0JIOTUUECKHMMHU KJIHIIE, COLIMYMOM.
MOCKOBCKHI KOHLENTYAaJIU3M, B JIHLE
npeAcTaBUTEJIEN MY3KCKOIo ToJia, paboTta
Ha nepuepur COBETCKOTO KYJIbTYPHOI'O
MPOCTPAHCTBA. YUACTHHULbI BHICTABKH
uccrieiyioT nepudepuio 3Toi nepudepuu, rae
pacriojiaraloTcsi cyry6o >keHcKue (haHTOMBI
COLIMAaJIMCTUUECKOTO CO3HaHUs. [Ipormyckasi ux
yepe3 cebsi OTUAaCTH OTOXAECTBJISISICh C HUMH,
OHH BBICTYTAIOT CBOEr0 poJa MeAnyMaMu
COBETCKOW peasibHOCTU. KOHTaMHUHALIUSA
JIMUHOT'O TBOpYecKoro "f" u MaTepuasa
ucceioBaHusl paboTaeT Ha BbISIBJIEHUE
MECTHBIX KOJIJIEKTUBHBIX KOMIIJIEKCOB.

AHHa AJIbUYK aKTyaJu3upyeT
TPAAULIMOHHYIO "KYXOHHYIO" TEMAaTHKY:
kinder, kiichen, kirche — 1o-coBeTCKH. COLHYM,
NoZ1aBJisisl IPUCYLIYIO KEHCKOW MpHUpo/e
3POTHUUHOCTD, MepeakLEHTUPYET ee ¢ 0ObekTa
Ha TpolleCcC, UHBIMH CJIOBAMM, MY>KUMHA B
’KEHCKOM CO3HaHWU BBHITECHSIETCSI YTIOPHOM
0opb0O# 3a Ka’kKJOHEBHOE HACHIIEHHE.
Bo3HukaeT (eTumnzalys OAHOro r3
MHCTPYMEHTOB 3TOi 60PbLOLI, i€ B "KOHLE
TYHHeJIs1" MepliaeT cabo Bblpa’kEHHbIM
(hasiiMueckuit OTPOCTOK, TEPSIOWMI CBOIO
aKTyaJIbHOCTb 6Jiarofiapsi Morpy»keHuio B
caM npolecc. O6bekTaM M. KOHCTaHTHHOBOH,
NIPE/ICTaBJIEHHBIM Ha BBICTABKE, TakKKe
MpUCYIlE CMENIEHUE aKLEHTOB. Ee apoTuka
NPOELIMPYETCST Ha UAEO0JIOrHUeCcKoe, NMpHUeM
rocJie/IHee MePeXUBaeTCs KakK riy0boKo
UHTUMHBIN aKT TMOJIHOTO MOJAUMHEHHUS U
CJIMSIHHST C OObEKTOM "BOX/JEJIEHUS".
"TipekpacHoe" E.EnarnHoi uMtaeTcs kak
ronybasi MeuTa 'TOMO COBETHKYC" JKEHCKOIO
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practice turned out to be, only hypothetical.
This period plunged women into an abyss in
which their sense of self was suppressed daily.
To the pressures of the patriarchal style of
Russian life was added another kind of
pressure: a social pressure elevated by Soviet
ideology to the status of an ideal, requiring of
women the independence and ability to support
themselves and their families. An exalted
image of the hard-working, androgynous woman
became the symbol of liberation, fostering a
conflict between the demands of national
tradition and the realities of social life.

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

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

Each artist approaches this phenomenon in her
own way.
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Anna Alchuk renders traditional “kitchen”
subjects — kinder, kiichen, kirche —in a
Soviet fashion. For Alchuk, everyday life
suppresses women’s sexuality and deflects it
from the male love object to the process of the
daily procurement of food, from sexual
satisfaction to the permanent struggle for
nourishment. This idea of the social deflection
of female erotic energy is also present in the
work of Maria Konstantinova. Here ideology
becomes the object of desire and is imagined
as an intimate act of complete and abandoned
union. Yelena Elagina explores a different
object of desire — the domestic comfort ever
unattainable for a female homo soveticus.

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

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

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

The participant-planners of The Working
Woman are to be congratulated for this
beginning, and we await their upcoming
interventions. M
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rnoJia: >KeJlaHHbIH (PUHHII, CUMBOJI
G1aroyCTpoeHHoro 6eita. KOHKpeTHasi peausi,
repeBe/IeHHasl B BBICOKHI PErucTp Kak Obl
(hvkcHpyeT HaBsi3uuBbIi (haHTOM. E.Enarvna,
3CTETU3NPYS TEKCT, JaeT CxXKaTyio Gopmyy
OJIHOI'O M3 aKTyaJibHbIX aCleKTOB
KOJIJIEKTUBHOIO 6ecco3HaTesibHoro. C
KOJIJIEKTUBHBIM 0€eCCO3HaTeJIbHBIM paboTaeT U
HpuHa HaxoBa. Ee HHCTa 51U JIMPUYHO
napo/iviiHa. lIpakTUUECKH BCE MOCKOBCKHE
JIEBOUKH TIPOXOASIT uepe3 yBJIeUEHHE UIPOM B
"cekpeT": BECHOW M OCEHbI0 OHM 3aKarblBaloT B
3eMJII0 pa3HOLBETHbIE (PAHTHKH, HAKPBIBAIOT UX
CTEKJIOM, NTOTOM HINYT. MHCTa/ALMs HaxoBow
MOCTPOEHA TIO CXOAHOMY TPHUHLMITY: B
CKOJIOUEHHbIE U3 OpraJjiuTa SIlKUKH OHa
roMecTH1a KapTUHbl A.lllaxOBCKOM, Hakpbljia
HUX CTEKJIOM M 3achinasa 3eMJjied. 3puTeb,
Npuilenii Ha BBICTABKY, pacKarbiBast
"cekpeT" M TEM CaMblM yUuacCTBYsl B Mpolecce,
norpy»kaeTcsi B AeTCTBO. [1apOoAHHHOCTD
WHCTaJUISILMM TECHO CBS13aHa C €€ JIMPUKOM,
1bo ee MOXHO MPOUNUTATh U KakK "oOHakeHHe"
apXeoJIOrHUECKON MPHUPO/Ibl KOHLIENTYaJIbHOrO
MeTozia. B KOHTEKCTe BBICTaBKH J0OPOBOJIbHOE
")epTBoBaHUe" A.lllaXOBCKOM MPOUMTHIBAETCS
apXETHUIIOM PYCCKOI'O KEHCKOI'O CO3HaHHS:
MOJUMHEHHS], CAMOTIOXEPTBOBaHUS. [ a3eTHbe
Bapualiy Bepbl XJ1€0HHKOBOM HAaNOMHWHAIOT
MpoLEeCC TIeTEHUS KPYXeB. OZHaKO 3a HUX
BUZIMMOI HEXHOCTbIO CTOUT XecTkas (habyna:
MaTepuasl XJeOHUKOBON — BPEMsi, HCTOPHSI.
Ee ra3eTHble CEPUM CYLIECTBYIOT Ha TOHKOM
rpaHu MEX/y UCCJIeIOBAaHUEM CMbICTIA U
JIEKOPATHUBHBIM MCIOJIb30BaHUEM TEKCTa, UTO
a/IeKBaTHO TOTaJIMTAPHOW >KECTKOCTH
COBETCKOM UJEO0JIOTHHU C €€ MOUTH
XY/10’)KECTBEHHON CaMOJIOCTATOUHOCTBIO.
"PaboTHHLA" OTUACTU UHTEPHALMOHAaJIbHa:
CabuHa X3HCreM c 0OJIbIIOW HATSKKOW MOXET
CUMTATbCSI MOCKOBCKOM XYy/ZOXHHLEH. BMecTe
Cc TeM ee paboTa OpraHW4YHO BKJIIOUAETCs B
KOHTEKCT BbICTaBKHA. OHa CTPOMTCS Ha
MepeMeHHON Urpe CMbICTIoB: "Cous” — Kak
MOCKOBCKHI1 PECTOPaH U Kak sIBJIEHHE AWisi-
Coun, COBPEMEHHOIO BOIJIOLIEHHST CUMBOJIA
[IpeMyApOCTU. MepLiaHHE CMBICJIOB
JIMCKPEAUTUPYET CePbe3HOCTb W BO3BOAUT
06bI/IEHHOCTb B OCO0YI0 3HAUMMOCTb.

BeicTaBka "PaboTHuLa" — repBasi B psaay
aKLWii, MpernojaraemMbplx yuyacTHULAMH. MxX
MO>HO TMO3/pPaBUTb C HauaJloM U XJaTb
ciaeaylomux apt-xectos. H
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Korz(a sL AYMAro 0 TOM, OTKYAa
oHa takas, Asekcanapa [Kopcaxko-
BA ] B3SJ1aCh, M UTO OHA /IS MEHY
3HAUUT, S BCErNa BCIOMHUHAIO €€
CEPHIO PUCYHKOB 110 JI0CTOEBCKOMY
- TSI MEHS 9TO €€ HENPEB30MIEH-
Has BepmuHa. [locne ee cMepTH s
3abpasna ¢ororpacuu STUX PUCYH-
KOB cebe - uToOBI BCerna MMETh UX
nepen riasamu. Iloce Bcex Tex
KOIIMAapOB, KOTOPHIE OHA TIOCMEPT-
HO MHE ITOJAPHJIa - 9TO TO EMUHCT-
BEHHOE, UTO HE JAaeT MHE Pa30yapo-
BaTbca. KeM ona 6pu1a oag MeHg?
CrnepBa KyMUpOM, IIOTOM IPHUILLIA
KPUTHUYHOCTH, JOXONUBILAS UYTh
JIA HE X0 HEHABUCTH, TIOTOM IIPOCTO
HWHTEPEC.

JIx060Bk K HEM JABHO MPOILIA,
noToM GBLIO UYBCTBO [0JTA, Xa-
JIOCTh U - OXUAAHUE 1 HAKEXKA,
YTO MOXET OBITh, ITOT B3JIET IIOBTO-
PHUTCS - BEIb YETOBEK OHA HACTO/Ib-
KO TaJAHT/IMBBIA, MOXET OBITH,
€IIE YTO-TO CMOXKET... A BOT KaKOu
s ee JII0OWIIA - TAKOM BHI €€ yXKE HE
Bupasu... Bort Toit - mepuona ee xo-
Hypsl Ha Bonpmoi MonuanoBke.
Torga ona 6bL1a 6egHa, U S ITOMOora-
Jia GBI €11, ecu OB OHA MPOAOIXKA-
J1a Takou OwITh, Beerna. [lomorana
OBl eit B ee HMLIETE Kyaa ¢ 6obImeit
0XOTOM, ueM e HeiHemHen. Yepr
BCEM 3TUM IIyTHJI. Bripouem, s ot-
JINYAIOCh TEM XK€, UTO U Y HEE MEJIb-
KaJIo0 - KPAMHUM MOOPOCTKOBBIM
MaKCHMMaJIu3MOM. A BOOOIIE MBI C
Heit oueHb pa3Hbie. CXOXU MBI C
HEH Pa3Be UTO TITOTEHUEM K TOMY,
YTO CEMYAC HA3BIBAIOT 3aCMEKYJIU-
POBAHHBIM CJIOBOM - "IyXOBHOE".

OueHb TPYAHO CYAUTH O HEH, T10-
TOMY UTO OHA YXUTPUJIACH CAEIATh
TAaWHY - K COXKAJEHUIO, HEK PACH-
BY10, 6€300pa3HyIo - U3 CBOEH
CMEPTH U TAUHY IIPOCTO IYTAHYIO
13 HA4aJ1a CBOEH X yI0XECTBEHHOMN
>ku3HHu. M3 TOoro, uro ona genana B
20-€ rogbl HUYETO HE COXPAHUIIOCD.
A pa6otsr 30-x g BUnena, oHU Ta-
Ja"TnBEl. OHU OUEHD TAJTAHTIIN-
BbI, HO BOT OCTPOM WHAWBYIYATbHO-
CTH, KaK B IOCJIEAHUE TOABI, B HUX
He BpLI0.

OHa MHOTO JieJ1aJia KHUXKHOM
rpacuku. Ctuxu Aurana 'mpauwa,
BCSIKME TAKUE PEBOJIFOLMOHHBIE
wTyykH. PeBosonuonHbie, myom-
uucTuyeckue. 1 y Hee Buaea Ka-
KHME-TO ra3CTHHIE BHIPE3KH C PUCYH-
KaMu MaMaTHBIX MecT. OUeHb-

The Revolt of the Daughters

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

Editor’s note: Olga Petrochuk, a Moscow art
historian, was a personal friend of Korsakova's for
several decades. Elsewhere in this issue are
biographical notes and a transcription of a
conversation amowg Korsakova, Sandomirskaya, and
Petrochuk that took place in Moscow in the spring
of 1990. The following translation has been edited
for the sake of both conciseness and clarity;
the Russian version includes, among other things,
more discussion of film and of Conrad von Veidt. We
have tried to preserve the sense of Petrochuk’s
exuberance and of her (as well as, of course,
Korsakova's) involvement in the art world of Moscow

during the earlier years of this century.

When | try to understand what Aleksandra
Korsakova's origins were and what she means
to me, | always recall her drawings based on
Dostoyevsky, which are to my mind her
pinnacle. After she died | took pictures of these
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OueHb TOUHbIE Takue. He ckaxy,
urto ¢ororpacduueckue, MOTOMY
YTO CJMIIKOM TOHKO,IIPOCTO OUEHb
TOYHBIE HATYpPHBIE 3apucoBKu. C
MHTEpPhEPAMHM U TaK Hayiee. A BOT
TOIZA X€E, B TPUALIATHIE, 32 UCKJIIO-
YEHUEM CBOEr0 PUCOBAHHOTO JHEB-
HUKAa, KOTOPBIA MHE BCeraa Obu1
OYEHb MHTEPECEH, OHA ELIE NbITa-
JIach WILJIIOCTPUPOBATH - Aa KaKue
Bemu: "Oremno" lllekcnupa, Ha-
npumep. Ho 910 66110 HEXOPOMIO,
9T0 OBLIO COBEPIIEHHO HE HAWICHO.
Torma oHa He HamLia eme. Bugumo,
et Hao OBLUIO MEPEXXUTh, BO-TIEP-
BBIX, TSKKYIO )KU3Hb € TaTIMHBIM
U, BO-BTOPBIX, BOMHY, UTOOBI B HEH
YyT0-TO MpoOyaua0cs. Moxer ObITh
OHA IeJ1aJIa 1mocJe 3Toro 6osiee u3bi-
CKAHHBIE BEIM, HO Gosee riybo-
KMX, UYEM JOCTOEBCKUM LIMKJI, OHA,
KOHEUHO, YX€ HE CMOIJIa CACIAaTh.
Takoe, HEUCTBUTETHHO, OHAXKIABI
OBIBaET.

U B Teatpe ona paborana. Tosb-
KO, TIO-MO€EMY, He B 9T0 Bpems. OHa
KaK pa3s B TeaTpe Havasa paboratsb
1mocJie 3HakoMcTBa ¢ TaTIMHBIM.
Iocne 40-ro ropa. Moxer ObiTb,
HEMHOTO PAaHbIIE - MHE 9TO TOYHO
He M3BECTHO. Jlexopauuu, KOCTIO-
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MblL. [To-MoeMy, 9TO ObLIN TTABHBIM
o0pa3om 3akasubie paboTsl, Npu-
YEM B JOCTATOYHO APEMYYMIL TICPU-
on. Bor "['my6okas passenka"
Anexcanngpa Kpona, Hanpumep.
Taraun - nekopauuu. OHA - 3CKU-
3Bl KOCTIOMOB.

4 mymaro, uTo 3TO OTTOTO, UTO
BCSKHU XYIXOXKHUK PA3BUBACTCS
MEIJIEHHO, a Y KEHIIMHbI 9TO OC-
JIOXKHSIETCS TEM, UTO HEBEPOSITHO
TSXKKO - M KOMY KaK HE BAM 3HATh,
KaK 9TO TSKKO - YBI3BIBATH TBOP-
YECTBO C CEMBEN 1aXKe caMoH JIyu-
IIEN ¥ CAMOM IPEKPACHON. Y MEHS
CaMOi1 5TH ITOTIHITKU CEMENCTBEHHO-
CTH pa3Ba- JIMBAJIUCh, U TJITABHBIM
obpazom 1o 9Toit npuuunHe. [Toro-
My 4TO CMJI y Hamero OpaTta Henpe-
MEHHO He nocraeT Ha Bcex. O6ga3a-
TEJIbHO UTO-HUOY b UIET HATIEPEKO-
CAK.

Tax BoT, KOra s {yMa O TOM,
OTKY[Ja y HEE UTO IOIILIO0, S BCIO-
MMHAI0 CTApOe HEMELIKOE IKCITpec-
CHOHHUCTCKOE KMHO, akTepa Konpa-
na Oeiinra.

Hemeuxue MHTEITUIEHTHI TOTO
BpeMeHH nomernaauch Ha Jlocroes-
CKOM U IIPU3HABAJIN AAXKE CaMbIe
cnabbie Mecta ero "JIHEBHMKA MHCa-
Tens', HaTlpuMeEp, O PyCCKOM Hapo-
ne kak Hapoxe-6oronocue. B 20-¢
ronsl, HA000pPOT, HEMELIKOE DKC-
MPECCUOHUCTCKOE KMHO, (PUIBMEI C
Konpanom ®eiinromM, B CBOKO Oue-
pens, mokopuao Poccuro. Bee atn
OOMa, ST MOABE3NbI, OTH YJIHULBI U
OAXKe 3T JIMUA, 9TH MAHEPDI ¥ 9TH
MPUBBIUKH - 9TO BCE OBLIO BIIOJIHE
OOCTOEBILLIMHOM, HO TOJIBKO B Y-
rOM HMCKYCCTBE. B KMHO 910 Ob110
HOBBIM >XXaHPOM, 9TO OBIJIO HOBOE
uckyccrBo. B Poccuu 20-x romos
HEBO3MOXHO OBLIO EJaTh HUYETO B
9TOM pope, a B 'epmanuy erie Mox-
HO Ob110. B 33-M rony 510 KOHUM-
JIOCh.

Dunemos ¢ DeinroM, IIe OH Ur-
pas Usana I'posnoro, [laranunu,
HauyuHas ¢ npecaosyToro "Kabune-
ta Kanu-Tapu", koTopsiit HE nyu-
WK ero GUIbM U HE JIydIasi ero
POJib, OBIJIO OTPOMHOE KOJMYECTBO -
ropasno Gosbuie, uem ¢ Mepu ITuk-
opn u dyrnacom @apbdenkcom. U
YAMBUTEJIBHO, UTO HALLIU KOMCO-
MOJIKH IBHO TIPEAMIOYMTAJIU CTO,
koraa B EBpornie u AMepuke yxe
ObIIM KAKME-TO IJIyMOCTH HACUET
xeHomonobHoro Pynoasdo Banen-
THHO. A HAWW JOOMIN ITOrO OTPH-



LLATEIBbHOTO, OUEHb CJI0XKHOIO re-
post. I Hamo 610 061a0aTh YK
oueHb 00/IbLION FEHUATBHOCTDIO,
4YTOOBI 3aCTABUTH JIHOOUTH HE MO0~
XKHUTEJTBHBIX T€POEB, @ UMEHHO OT-
pPULATETBHBIX.

BOT 9TOT caMblif TMHIHOTHU3M - HE-
TOAAEbHBIA, TIPUPOTHBIN.

ITocsie 33-roma - nocsie Toro, Kax
oH B [onnusyne coenan puasm o
Pacnytune - @Qeiiar noexas B AHr-
JIMIO UTPATh eBpes 3rocca.

Hmenuo B 3ToM (husibMe OHA
BIIOCJIEACTBUM Y3HAJIA CBOIO JIFOOU-
MYIO TATJMHCKYIO OaIHIo.

U ona y3Hana ee B BUCENHIIE, HA
KOTOpOIt B hribMe Ka3HaT 3rocca.
Jro 6bUIa TA CAMAs KOHCTPYKLHMS,
OCJIE TIPOCMOTPA § € JOCTATOYHO
noxnpoOHo ee onucaia. 3a0bITh 3Ty
BUCEJIALY HEBO3MOXHO ¥ HEBO3-
MO>HO 33a0BITh, KAK OHA YTHIKAETCS
o puaroHau B He6o. He6o uep-
HOE, HOYHOE ¥ MAET CHET - TO JIK
CHET, TO JIX 3BE3/IBI MANAIOT - HE
pasbepenib, ¥ BOT 3Ta JUKAsI JHATO-
HaJIb, ¥ ITO0 HEM MMOJI3ET KJIETKA C
3roccom. U g Bce nyMana, Kak xe
oH Oyner KkpuyaTh 5TO CBOE "amo-
Hau'". MHe Ka3aJy10ch, uTo 6e3yMHO
KpPacMBO, KaK OH HHOIAA MOT, HO"
0Ka3aJI0Ch - HUUYETO MOK0OHOro, ro-
JIOCOM HATYPAJIbHO YAYLIAEMOTO.
OueHb-0UeHb HATYPAJBHO, HA Ipa-
HH ...
A B 28-M rogy Hauanaceh, Ha000-
poT, BTOpAasi BOJTHA SMUTPALIMH, BBI-
coika Muxawnna Yexosa, BooOue
BTOpAsl BOJIHA TOHEHUI HA KYJIbTY-
py mox sio3yHroM " 10108 Oy pxxyas-
HBli x1aM". U BOT mopx 9TUM JI03YH-
roM 601pKMHCTBO huibMoB Deiin-
ta u crawio B lochunbmodoHae.

A mocJie BOMHEI y HAC TOSI-
BUJIUChH €T0 3BYKOBBIE (DIIBMBI,
CHAGXEHHBIE PYCCKUMMU CyOTHUTpA-
mu. OHu OBLIM TIPEAHA3HAYCHEI
HaM, CIELHaIbHO I0NAPEHBI AHIIN-
YaHAMH C LEJI0M MaUKOW APYIux
kaptuH. YyTh 1 HE CAMOJIUYHO
YcaTtomy 310 BCe OBLIO0 TOKa3aHO.

U BoT 5TH Bemum ObUTH IEPEYEPKHY -
THI ¥ 3ATIPELIEHBI IS II0KA3a.

" moe yByieueHue UM - B CBOE
BpEMS OHO MHE MHOTO JaJIO ¥ JUISL
PMCOBAHMS, ¥ IJISI IUCAHUSL.

[To-moeMy, TO, UTO €€ MEPBLI
myx [Iuxman Hayuus AseKCaHa-
py CMOTpETb 9TH (HDUIBMBI, - ST AY-
Maro, uto [lluxMaH B MEpRYO TOJIO-
BY HAYUMJI - 9TO €€ yAEPXasao OT
OKOHYATEJLHOM AETyMaHM3ALHHU.

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

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

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

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

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

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

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

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

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

“In 1928 a second wave
of emigration began in
the U.S.S.R., and
a new tide of cultural

persecution rose up.”
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AnekcaHapa KopcakoBa
Aleksandra Korsakova, Portrait of
Dostoyevsky, pencil on paper,
50x30 cm., 1990s.

OT TOI HeryMaHu3auuu, KOTopas
TakK npucyua Obuta BceMy Halemy
noporomy aBanrapay. Hamo cmor-
perh mpaspe B r1a3a. Begp Oeiinra
onu 063mBasM - Kpome Kysemosa,
Te, KTO B KHHO pa30mpasics, Bpoxe
MasgKOBCKOTO - "TICUXO0JIOXECT-
BoM'". [ICMX0JIOXKECTBOM IJISI HUX
61 He To1bko MXAT - BooOwie
BCe, B ueM Oputa ncuxosiorust. U s
HE MMOHKUMAl0, KaKuM oOpa3om Masg-
KoBckuit Mor xBanuth Cosory6a,
Hanpumep, noromy uto Cosory0 -
JTO TOXE TICUXOJIOXKECTBO AJIS Ta-
KMX, KaK MagkoBCKHI.A 4TO euie
MPOTHBOCTOSIO (DOPMATTUCTHKE U
MamuHepuu aBanrapga’? bor - ma-
LIMHA, MBI OMAIIWHEHBI, IPUPOAA
OMAaIIMHEHA, K YEPTY MPUPOAY, K
UEpTy KYJbTYDPY,H K UEPTY UEJIOBE-
Ka - KBaipATUKH, TPEYTOJbHHUKH,
1A 30PaBCTBYIOT MAILIUHEL - BUHTHU-
KU-nyHTUKH. [Tonosa-To - mo-
muute? Crniepsa - XUBOE, a IOTOM -
BUHTHKH M LITIYHTUKHU Ha Meliep-
X0JbI0OBCKOM cueHe. Konecuku, Ko-
HEYHO, OYAPOBATENbHbIE, OCOOEHHO
CElYac CMOTPULIb - OHU TAKUE XU~
Boie. Ho 970 e Oblau nepBbie wa-
I'M, a TIOTOM TOSIBUJIACh MEPTBEYM-
Ha camu 3Haete kakas. [lorom neso
KOHUUJIOCH TTIOMECHIO MOpra ¢ 1o-
Moiikoy. Ho mepBbie aBaHrapauCThl
He ObLIM TOMOMHBIMU, KOHEUHO.
Onu 6T JU3aiiHEPBI OYAb 310POB
KAaKue, HO BEb IPUPONY OHU pa30-
ApaJIi COBCEM - PA3eJaauCh C MpH-
pOMOii, TO €CTh C MPEAIIECTBYIOLIEH
KyJIbTYpOit. DTO [OTOM OHa JIF00H -
J1a pacckaspiBaTh, Kak TaTivH n3y-
yaJ1 MKOHOMMCHY IO TEXHUKY - 9TO
BCE TI03XKE MPUILLIO, KOra eMy Ca-
MOMY JOCTaJ0Ch.

A oHa - AnekcaHapa - BepTeach
Mexnay "JeBBIMH | U "npasbimu’. 1
OHA MHE paccKasbiBasa - XOTs, BO3-
MO>KHO, CryLIasa KpacKu U MEHS
MO pa3HNUBAA, - UYTO YUCHUKH
®epopoBa - OHA Ha3bpIBasIa Mapy
(haMuIHit, HO MOCKOJIbKY 9TH (ha-
MUJIMM MHE HE3HAKOMBI, OHH BbI-
BETPUJINCH U3 MOEH IaMsiTH - pado-
taswme B PyMsiHuEeBcKoit 61bamo-
TCKC, Y>KACHO, YXaCHO XOTEJH €€
"pa3BMBATH - OHA KA3a/1aCh UM Ta-
KO} Oy XOTBOPEHHOM.

Ho oHa Ha CBOMX AOATOBA3BIX
Horax ot Hux npocto 6erana. Kak
HECKOJIBKO TIo3aHee Oerasia oT yxa-
xupanuit tosapuma Tartauna. Ilo-
TOMY UTO B JBAALATbIE-TPUALATHIC
rofbl OHY HIATIOYHO OBbIJTH 3HAKOMBI,
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psychology. But what else was there that
opposed the mechanistic formalism of the
avant-garde, which told us that God is a
machine, that we have become machines, that
nature is a machine, too, so the hell with
nature, damn all culture, let humanity be
confounded — and long live machines, the
screws and the bolts!

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

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

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

the beginning she is ever

Meyerhold’s stage, she is
all screws and wheels,
although her wheels were
so fascinating, and they

still are, they seem alive. “
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“You remember Popova. At

so alive, and at the end, on

HO el OBbLI0 MJIEBATh: XOAUT KaKOH-
TO JOJTOBSA3bIM, Y KOTOPOTO PYKH C
HOraMH B Y3€JI IePEBSI3bIBAIOTCS.

Taxk BoT, henopoBLbI €€ BCSAYE-
CKH IyXOBHO pa3BuBasu. KoHeuno,
OHA pacckasblBajia 3TO, HEMHOTO
MeHs aApa3Hs. Mbl - 1 HABEPHO BB
TOXE - MBI POCJIM B IMKOM Xa>are,
yTOOBI KTO-HUOY b YMY-PAa3yMy
HAC HOYyYusI. A Mbl OBUTH TIOJTHBIE
6ecrpu30pHUKHU. Mbl JOIXKHBI OBLIH
CaMM TIE-TO KOMAThCs, U 51, HANPH-
MEp, TOJBKO MoToM cebe oTaana or-
YET B TOM, 3aUEM MHE HY>XHO ObLIO
B Mou 16 -15-14 ner Be1aBIUBATD
B MOCKOBCKHMX TPYLI00aX 0OJIOMKE
JOPEBOJIFOLIMOHHON MOCKOBCKOM MH-
TEJUIMTEHU MM, JBOPIHCTBA, KYyTie-
YecTBa.

DTHU CTAPUKU U CTAPYXH TIHYH
MeHs 00JIbLIE YEM CBEPCTHUKH - 3a-
yem? Torna MHE Ka3aJoch, UTO o
3TO ACJIA0 UCKJIKYUTEJIBHO U3 Y-
Xa MPOTUBOPEUHSI, UTOObI MHE HE
JOJIAOHUJIM B3POCJIbIE, MOJI, Thl BCE
BpEMS CO CBEPCTHHKAMH. MHe ka3a-
JIOCH XXYTKO OPUTHHAJIBHBIM, UTO I,
B MoH 13 ser, o61axa10 B3aUMOIIO-
HHUMAaHHUEM C KAKOU-HUOYIb IpPEB-
HEM - He C Hel0, OHA TOoraa ApPEBHEN
He ObLa, 9 C HEM ropasmo Mmo3>e IMo-
3HAKOMMIJIACh. S MMEIO B BUAY KaK
OBl €€ MpeAImecTBEHHNKOB, KOTO-
pHIE MOYMHPAJIH yXXe TOraa, Koraa
1 C HEIO TI03HAKOMIIAch. Tak BOT
5T0 ObLIM 00JJOMKH TOM CaAMOM Oue-
JIOBEYEHHOM KyJIBTYPHI, 2 HE OMa-
IIMHEHHOM. A OHA He MCKaJa MO0-
OHBIX 3HAKOMCTB - OHH 33 HEIO Ca-
MM TOHSIJIMCh. I TaK M BUXY KaKOM-
TO OypaLKHUH CaYOK, KOTOPLIA Ha
HEe HalEeJUBAET KaKON-HNOyIb BBI-
COKOJIOOBINA MHTEIEKTYAJ, CAM TI0-
xoxuit Ha DemopoBa - a OHA B BUJE
6a60uKy MM CTPEKO3BI, YTAHLIOBBI-
BAET B CBOIO OMOMEXAHUKY - U
ymnapxusaeT. OHa Beb 3aHUMAJIach
OrOMEXaHUKOI1 ¥ TAHLIEBAJIA Y Ca-
moro I'osieit30BCKOro - MpaBaa, B 3a-
mHUX pSAAAax, IOTOMY uTo ObLIa
OUEHb BBICOKAS.

OueHb TPYAHO TENEPH CyAUTD O
TOM, YTO OHA M3 cebs Torna npen-
craBasaa. Y Hee uyaHas Oputa mpu-
BBIUKA, KOTOPOM OOJIBLIMHCTBO
KEHIIUH JUIIEHB HAIPOUb - BOOO-
€ O CBOEH XXM3HU OUEHb MaJIO pac-
CKa3BIBaTh.DTO 30O0POBO, OUEHD
TPYAHO ¥ IOYTH HEBO3MOXXHO. 5,
BO BCSIKOM CJIyUae, Tak HE MOTY.
Kak 60JIbIIMHCTBO HALIEH CECTPHI,
npasja Benb? A OHA 3TO yMerna.



B nr060M cayuae, s MCXOXY U3
ee pacckasoB u u3 ororpaduit, Ko-
TOpBIE IOKA3BIBAJIA €€ IIJIEMSIHHULA
OCJIE €€ MOXOPOH U KOTOPbIE, MO ee
cJI0BaM, oTel| AJIEKCAaHAPBI CAEeIalI,
xorna el 6eu10 17-18 ner. 9 xna-
JIa, UTO YBUXXY HA HUX BTOPYIO
HOnuro Conuuesy, win Tamapy
MakapoBy - oHa cama roBOpuIa,
YTO B MOJIOAOCTH B HEM HAXOIHUIN
cxoncTso ¢ HuMu. Ho ona Ha atux
¢oTorpacdusax okazanach HECKOJIb-
Ko rpy6ee. Kemauneit, coriacHo
MOJIE TOTO BPEMEHHU - I UMEIO B BU-
Iy MOAY HpPEeA-ABaqUATHIX, TIOTOMY
YTO BITOCJEACTBUH MOIA YK€ HE Obl-
J1a XEMaHHOM. 5 kak pa3 nymaia,
YTO OHA OBLIA JEBUOHKOI HOBOJIBHO
JIETKOMBICJIEHHOM KOTJIa -TO - BO-
MEPBBIX, OHA CAMa pPacCKa3biBajia, a
BO-BTOPBIX, TOT 3MU30[, KAK OHA OT
otux (pemoposues Gerana. 3aTem,
OHA - MOXET OBITh, 3TO TOXE ObLIO
IpeyBEJNUYEHHE - HO OHA TOBOPHUJIA,
uyT0 J[0CTOEBCKOrO OHA BIIEPBBIC
npousia ToJbKo mocse 40 aer.

Omna rosopua, uTo Bceraa oniia
BEUHOI 1eBoukoi B gywe. U to,
UYTO Kacaercd "BEUHOM JEBOUKH' -
DTO MHE JIMUHO TOXE CPOAHHU. 51 He
AYMaro, uTo OHa ObLIA TAKXKE UH-
danTunbHa, kak g. Korna mue 6pi-
JIO OKOJIO ABAALATH JIET, MEHSI TTPH-
HUMAaJIM Yy Th JIM HE 32 TPUHAJLUATU-
JIETHIOKO M Tak masee. Y g coenana
BCE, UTOOBI II0 BO3MOXXHOCTH TIPO-
IUTMTH CBOE JETCTBO, ¥ HE XAJICH 00
srom. He 10 Takoii crenenu, HO Ka-
Kast -T0 MHGAHTUIBHOCTD B HEU TO-
xe 6buta. Y mesio OBII0 BOT B UeM.
OHa OueHb PaHO - B OyKBaJIbLHOM
CMBICJIE, 4 HE B AYLIEBHOM, U HE B
60s1e€e BHICOKOM - YTPATHJIA HEBHH-
HOCTb. DTO MPOU3OLLIO TAE-TO MEX-
Ay YETHIPHAALATHIO W IECTHAL-
uaTteo. Haunuag ¢ vetsipHaquaTv
JIET, OHA BEPTEJIACH 3a KYJIMCAMU
TEaTPOB - CHAYAJIA MPOBUHLUAb-
HBIX, TIOTOM CTOJIMUHBIX, OYIyu¥ B
TO € BpPeMsl fa>ke uucTo dhusnye-
CKM JOCTATOYHO MH(DAHTUIHHOM.
Omna BeJs1a CyEeTHYIO B3POCIIYIO
>KM3HD C LEABIM XBOCTOM ITOKJIOH-
nukoB. Kcratu, mo-moemy, oHa Oni-
JIa CTPAIIHO XOJOMHBINA UEIOBEK IO
OTHOLIEHUIO K 9TOMY CAMOMY MY X-
CKOMY T0J1y - C rogamu ewe 6oJee
MJIM MEHEE XXAJIOCT/IMBOM, a B MOJIO-
N0CTH enle U 6e3Xaa0CTHOM abco-
JIIOTHO. /1 OHM B KAKOM-TO CTENEHU
OnIIM caMM B 3TOM BUHOBATHL. U 3a-
TeM. Y Hee HMKOrga He Ob110 cobCeT-

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

I suspect that she was
absolutely cool and rather

cruel toward men.”
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dragonfly, dancing away from him into her
biomechanics.

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

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

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

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

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

As for Veidt, it's such a pity that he never
played anything of Dostoyevsky's. His
popularity was enormous, but now he is
forgotten, and this shows how degraded the
masses have become since the beginning of
the century. Everywhere there reigns what
Dostoyevsky referred to as “the street” and
“the mediocre.” The lower you fall, the closer
you are to your idol. It's like Hitler and Charlie
Chaplin — now nobody can tell which of them
played whom.
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BeHHBIX gerei. Couetanue Toro u
APYTOro CO3MAEeT KOJIOCCATBHYIO HO-
CTaJIbTHIO HE CTOJIBKO MO0 UMEHUIO
cBOEro pebeHKa, CKOJbKO TOCKY I10
yTPAUEHHOMY PAHbBILE BPEMEHU
cBoeMy coOcTBeHHOMY AeTcTBy. C
HEM ObII0 TO XKE caMoe: ee "BeuHast
aesouka B ayuie' - 97o Opiaa, s ay-
Mato, HE CTOJIBKO TOCKA IO HECOCTO-
SBLLIEMYCS MATCPUHCTBY, CKOJILKO
B TIEPBYIO TOJIOBY TOCKA IO CBOEMY
cobcrBeHHomy perctBy. Koropoe -
HE TO, UTOOBI OHO y HEe ObLIO He-
CuacTHOE, M0-MOEMY, Ha000pOT,
0HO 6BLIO XYTKO 0aJIOBAHHOE, MEX-
Ay IPOUMM - 3TO CKBO3MJIO B €€ BOC-
MOMMHAHUSX [0 IOCJIEHEN CTEme-
HuU. 3aTeM, OHA OUEHb JIOOMJIA XBa-
JINTHCSI TEM, UTO CO CTOPOHBI MaTe-
pU €€ TIPEAKH - CTapPOOOPSIAIIEI, HO
HA CaMOM fieJI€ OHA, KaK ¥ BCE TeHH-
aJIPHBIE Iy POUKH €€ MOKOJIeHUs, Oe-
XaJa OT CBOEI maTprapxaJbHOM
CEMBH.

S mymaro, UTO y HEE OCO3HAHUE
ce6s COBITAJIO C TEM BPEMEHEM, KOT-
114 OHA PACTSIHYJIA CBSI3KY U MEpe-
cTasa ObITh TAaHLOBIIMIEH. Ee HOorn
MOBEPraJnCh KOJOCCAJLHBIM Ha-
rpy3KaM, a B TOJIOBE IyJIsLI BETEP.
To, uTo OHA TIEpecTansa TAHIEBATD,
[IOMOIVIO €M CTaTh XYROXKHULEH.
[TOTOMY UTO XEHIIMHBI - OCOOEHHO
>KEHIIUHBI - CTAHOBSITCS. MYAPBIMH
B 3aBHCHMOCTH OT OOCTOSITEIBCTB.

... My>xcKkoe BIHSIHHE, BBl CKa3a-
JIU - 1@, MY>KCKOE BIUSHME, HO
MYXCKOE MeIIaHue. 9T0 y>XacHO
BA>KHO: OHA BEAb CHJIBHOM XYI0XK-
HULCH CTajIa - XOTh TAJAHTIMBOM
OpuUTa BCEraa - TOJAbKO KOraa He CTa-
g0 TaTnuHa.

TpyAHO pemuTh, B KAKOM CTETe-
HV OHA OT HETo 3aBucea, ObLI JIU
OH ee KyMHPOM. Bo1och, UTo eC/ii 1
ObLJ1, TO CKOpEE TIOCMEPTHO. Bocmo-
MUHAHMS e OBUIH KpaiiHe pa3Hoo0-
pa3Hbl U KPaWHE MPOTHUBOTMOJIOX-
HbI. BBIBaJIM TE€, KOTOPHIE MEHSI I10-
pasxasv HeXOpouen rpyboCThio.
BooOue e cTpaurHo He MIu pe-
AKue, caasa bory, BCOBIIKY M-
HU3Ma, HO 3aTO ITOT LMHKU3M OBLT
OUCHBHENPUATHBIM. BOT TaKMM BOC-
TIOMUHAHUYM OHA TpefaBaaach pe-
OKO.

Buliu BOCIOMMHAHUS aToJIore-
tnueckue. Ho 310, rmaBHbIM 00pa-
30M, KOrja TPEThHE JIULIO MPUCYTCT-
BOBAJIO MM yeTBeproe. M Oblau
NpPOCTO HETJIOXHE YEJIOBEUECKHE.
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Ho mens nmopaswuia ogHa CueHa,
KOraa OHA MEHs IPU3BaJia YTO-TO
NEepecTassiTh B 3aMTACHUKE, CTa-

BHTH UTO-TO TaM HA MECTO, a4 CamMa
OHA TO JIM BAJICPbSIHKHU HANMUJIACh,

TO JIX UETO-TO TAM ELIE, Y AesIaIa
BUJI, UTO OHA 00J1€€ HAMUIACH ITOTO
IJISL HEE XMEJIbHOTO, UEM HA CAMOM
nese. Y 910 6b110 IF06ONBITHO, HO
U myraouie 310 Ob110 Syab 300pOB
kak. [Toutu Tak e, xak Te Komma-
pBI, KOTOPBIE OHA TIOAAPWJIA MHE TI0-
cMepTHO. [ToToMy uTO TipH >XU3HU
BCE-TAKM OHA Y MEH4 KOLIMapa He
BBI3BIBAJIA HUKOTAA. Jlaxke B epu-
O MOETO CAMOr0 KPUTHYECKOTO K
Hew oTHoweHus. Ona Gyxaana 3a
CTEHKOM, BPEMSI OT BpEMEHU OCTa-
HABIMBANACH HA TiIOPOTE 3aMacHUKa
11 JIetieTana ASHCTBUTEb- HO NOAY-
OpenoBo Kak-To, NPEMUIIO0, B 00-
L{eM-TO, HO B LiEJIOM 3TO ObisIa, KO-
HEUHO, NOCTOEBILIMHA YHCTOM BOABL:
"Bor, tae crit Bee? Ilogsuacs Oul
KTO M3 HMX. Ha XyX0l KOHCL, XOT4
6n Bnagumup Esrpacdosuu. BoT,
TOUHO BUXY ..."

INpnuem, camoe OpecnoBoe ObLIO
TO, UTO 3TO OHA BHIFOBApWBAaJa B Ta-
KO fIPOCTEHbKOM U MUJIOM ¥ BME~
CTE C TEM CTPALUIHOBATOM (popMeE.
YT0-TO MOAOOHOE U Y MEHSI, CKOJIb-
KO ¢ ce0d MMOMHIO, HHOTAA JTUX0pa-
IOUHO MeJibKasio. [ToromMy uTo s me-
PMOIMUECKH - B OBLIBIE BPEMEHA
0co0eHHO, cefuac y>e HeT - B3a-
MEH >XMBBIX JIOAEH YXUTPSIACh
BJIOOJISATHCS B TIOKOMHUKOB.

A uto xacaetcsa Qeiiara... [Tpo-
CTO OOMAHO TO,UTO B IKPAHH3ALLH I
J1OCTOEBCKOrO OH HHKOIA HE Yua-
CTBOBA.T.

Beab aT0 ObL1a MaccoBag mony.1sip-
HOCTb. [T0 3TOMY TOXE MOXHO Cy-
JHTh, 10 KAKO CTEMEHH JaXe Mac-
ChI aJIH Ha npoTtsixeHnn XX BekKa.
Besae uaput T0o, uto JlocTOEBCKIHIT
C HEHABHCTbIO HA3bIBAT Y. IHLEH " 1
"cepearnnoit”. YeM HIKe T yNa-
aewb, TeM O.THXKe Thl OyIelb K Ky-
mipy. Kak Tutaep, kak Yapau
YarmmH. [ToToMy UTO HCH3BECTHO
cule, KTO H3 HHX Koro ¢birpa.1.




A Conversation with
Aleksandra Korsakova

(1904-1990)

Anexcaunpa HuxomaesHa He cpa3y
MOKWHYJIAa 3eMJIIO, HAa KOTOPO¥ Npo-
xuna moutu 90 ser. 3a HeCKoIBKO
THEH [0 TOro, KaK ee TEJIO OBbLI0 00~
HapyXEHO B €€ KBapTUPE, UTO 3a-
(pMKCHpOBAJI HA TJIEHKY KOPPECIIOH-
HOEHT TOJIJIAHACKOrO TEJIEBUICHMUS,
MpHUEXaBIIUH B3ITh y HEE MHTEP-
BBIO, - 32 HECKOJIBKO JAHEMH X0 STOro
KTO-TO IKOOBI BUzEJ ee B SIpocyias-
JIe, a eme KTO-TO YBEPSUJI, UTO OHA
Haxopurcs 8 [roccenpnopge. Mar-
HUTO(OHHAS 3aTIUCh HAIIEH Oecep
MCYe3JIa, KaK MBI y3HAJIM NO3HEE,
YYTh JIX HE B ICHb €€ CMEPTH HA
IPYTOM KPAo 3€MJIM B BOPOBATOM
paitone Hero-Mopka. 3namenaresns-
HBI€, €CJIU HE 3JI0BELLUE COBMAIC-
HHUA €€ OO0 TPCBOXHUINU TIOKOM
HEMHOTMX OJIM3KUX TIOCTIE €€ CMEp-
TH.

Kaxk npunsito, pagom c Heit je-
Xana sanucka. Kese3Hsim nmouep-
KOM B HEH MPEANHUCHIBATIOCH HUKOTO
B €€ CMCDPTH HE BUHHMTh. TOJILKO TE-
secoHHas TpyOKa moueMy-To Oblaa
CHSITA C PBIYAXKKA, - MOXET OBbITh,
YTOOBI HE IOMEIIAJIH.

OHa HauMHAIA KaK XyOOXKHULA
MJIAZILLIErO MOKOJIEHUS ABAHTAPHA.
Vimenno aBaHrapm Hapek eif npo-
theccuonanbroe ums - "Kopcakosa,
xena Tatnunua". HeMHorue mocssi-
LIEHHBIE el cTaThy - "3eMHoe Gpat-
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Editor’s note: The original conversation
among Korsakova, Irina Sandomirskaya,
and Olga Petrochuk took place in
Moscow in the spring of 1990, shortly
before Korsakova's death. The question-
and-answer portion of the following

piece is, properly speaking, a

recollection rather than a transcription
of the conversation, since the tape was
stolen out of a parked car in Manhattan
before its contents were safeguarded —
a precaution the Russian visitors never
imagined would be necessary. Please
also see Petrochuk’s “The Revolt of the

Daughters” elsewhere in this issue.

Introduction
Irina Sandomirskaya

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

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

The Conversation

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

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

her child.

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

Back in the twenties everything was so

“In the long run
Korsakova chose another,
nonphysical dimension in

which to exist.”
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crBo", "[lanpHuii cBeT 3BE306I Tart-
JuHa" - 3aKPENuJIM 32 HEM MEcTo 3a
CIIMHOM TeHrnasbHoro Myxa. Ho -
"Mup JIOBUJI MEHS, HO HE TIoiMaJs”,
KaK CKa3aJl B aBTOdnuTaum Mya-
peu. Yxox KopcakoBoii - akiuust
OKOHYATEJIbHOrO M 100POBOJIBHOTO
CaMOOTOXIECTBJICHUSI CO CTAPLIM
PYCCKMM aBAHIAapAOM, MOBEHYAB-
IIETO €€ UM$ C UMEHEM CBOETO Te-
nus. ByHT mouepu, co3maBuien ca-
MBI€ OPHTMHAJIBHBIE CBOYM Pa0OThI
JIMILb ITOCJIE TOTO, KaK MPEPBAIACH
B rox cmeptu Tatauua (u Cranu-
Ha) ee huszmueckas CBs3b C JIETCH-
OAPHOM 3TI0X011, 3AKOHYHIICS MY XKe-
CTBCHHBIM IPU3HAHUEM MTOPAXE-
Hug nepen aunoM Benukoro Ha-
npapsieHus. Y Hee BCe Bpemst ObLIO
CTPEMJICHME UTO-TO TIOMEHSITD: TO
KBapTHPY,TO MACTEPCK Y10 - BOOOLIE
Mecro. U B KOHIIE KOHIIOB OHA TO-
MEHsIJIa ero, n30paB MHOE U3Mepe-
HUE [JIs1 CBOErO CYLIECTBOBAHUSL.

B.:

Korma peun UaeT o >KGHCKOM Ha-
yaJie B UCKYCCTBE, €ro O0BIYHO T10-
HUMAKT KaK YUCTO (hrdmueckoe
pasuune noJia. Hac ke nurepecy-
€T pasanuye Iy XOBHOrO IJIAHA.
[IposiBisieTcst i 9TO pasjuumnc B
uckyccrne?

AK.:

Ia. Ceituac 9T0 OUCHD Ba>KHO U
akTyanapHo. CamMoe raasHoE ISt Xy-
TOXKHUIBI CEHUAC - 9TO MpeX/ae BCe-
r0 MaTepUHCTBO, AuTE... Co3mars,
BBLIHOCUTD AUTE... ZKeHuuHa meura-
et ce6sa B peOeHKe, TBOPUT CBOE MC-
KYCCTBO TaK, KAK OHA BBIHALIMBACT
auTé. S 3HaKOMa ¢ OTHOM XKEHLUMU-
HOI - MOJTOIOM XyaoxkHuLeit. OHa
pemaa ogHa, 6e3 Myxa poguTh pe-
Oenka. Ei mpuxoquTcst OUeHb TIXe-
JI0, HO OHAa MHOTO M XOpoLIo pabora-
€T, YTOObI IPOKOPMUTH CeOs U CBOE
nuté. Eit TpynHO, peGeHOK HE
OUE€Hb 30POB, HO OHA BBITJIAONUT
CuacTIMBOI. BHIBalOT pasHbIe 00-
CTOSITE/ILCTBA B )XKU3HM, HO 3TO 3a-
BOIMT HAC CJIMLIKOM AaseKo. 5 ro-
BOPIO O TOM, UTO ECTb, UTO Hanbo-
siee obm10, cToI00BO: celuac camoe
BA>KHOE IUTSI XYIOXKHHUIBL - ITO €€
pebeHoK.

Boob1e XyI0XKHUK ¥ CaM BCEraa
owmymaet cebs peberkoM. 5 no cux
nop uyBCTBYIO B ce0€ AETCTBO U ya-
CTO BUXY Cce0sl IEBOUYKOM Ha PyKax
y xoro-uubynp u3 ponurencit. Maun
B ICPEBHE, BECHOW. Y MEHSI €CTh Ce-
pMS pMCYHKOB MPO IEBOUKY BOCHHO-
IO BPEMEHH - KAK OHA CUAUT B OOM-
Goy6exxHILe 1 peacTaBsicT ceost
JKannoit 1’ Apk. DTa geBouka - To-




XKe s, TAKas 9 B AyLUE.

B 20-e roxst Bce Ob110 mo-apyro-
My. Torna 3To Bce He ouryuasoch
TaK OCTPO, KaK ceiuac. 1o ObLIo
COBEPLICHHO APyroe Bpemsi. MbI Bce
OBIJIN XYIOXKHUKH, BCE ONMHAKOBO
Ablwasu Bo3ayxom ceobonst. Bee -
MY>KUMHDI W KCHLIMHDI - ObLAM 0K~
HAKOBO 3apsKCHBI BpEMECHEM. DTO
ObI10 MOTpsICAfOLIEe BPEMST - BCE
ABEPH OBLIM OTKPHITHI, HEBEPOSIT-
Hasl CTCMEHD ITOAKOPKOBOIT CBOOO-
ael. Torna xynoXxHHKOB HYXXHO Obl-
JIO ACJTHTH HE HA MYXUMH M XKCH-
IUMH, @ HA XyA0XKHUKOB H AH3aITHE-
poB. Tataux, Hattpumep, Obi Xy-
NOXHUK. BriocsiencrBum xynoxHu-
KOB CTAHOBMJIOCH BCE MECHbLUE, a M-
3aiHepoB Bce boapbuie. Ho roro-
pHTb O TOM, YTO TOTAA OBLAU My XK-
UNMHBI-XYX0KHUKH M XKEHIHHBI-XY -
AOXHULLBI - HET, TAKOTO HC OBLIO.
Ho Torna MHoroe 65110 He Tak, Kak
ceityac. Boiin gpyrue ycnosus.
Torna He 6bL1 B TAKOM CTENEHU pas-
pylIeH obuuit rian xusHu. Torna
JKEHCKOE HE 0CO3HABAJIOCh C TAKOIT
cuJI0i4, Kak ceituac. Hukoro He Bosi-
HOBAJIO, €CTh Y XyOOXKHHULBI JETH,
WJTH HET, B3s1JIA JIM OHA JETEH C CO-
601t MM yexasa u MX oOCTaBUIA.
Jlnst Hac He ObU10 M BOMpOca O B SI-
HUSIX. MBI BCe OBLIM CAMOCTOSITENb-
HBIMM Xy#0oXHHKaMu. ['oHUaposa,
Hanpumep, 6b1a OUEHb CHIbHAS
XynoxHuua, cunbHee JlapuoHosa,
XOTSI MHOTHE TaK HE OYyMAloT. 5 OnI-
BAJa y HUX B fiome... [ToMHI0, OH ro-

BOPHJI €1, UTO OHA MaJio pabora-
er... Ho oH HMKOrIa He MOr HA Hee
RAUSATD. S, HAapUMeEp, BOOOIIE HI
y KOro HE yUMJIach - JIMIIb HETOJI-
roe BpeMs MOCenana 3aHITHS Y
Mawkosa, Konuanosckoro u Y ips-
HOBa. Mot ¢ TaTiuubM paboTanu
BMECTE, HO KaXIbIH J€J1aJT UTO-TO
CBOE, sl HE yUmHJIach y Hero. Tak uro
HHUKAKOTO YUCHHUYECTBA B TO BPEMS
He OBLIO.

B-:

TeMm He MeHee, KOrga peub UaeT
o [TornoBoit, BCcerna ynoMuHaeTcs,
uTO OHa OblIa yueHuuen MaseBu-
ua. Kak BbI ymaere, Morjia iu Obt
OHA CO3JAaTh CAMOCTOSTE/IbHOE Ha-
npasiaenue?

AK.:

Kouneuno, xoneuno. Ona 6pL1a
OUEHb XOPOIIas XYH0XKHHULA.

B

Anexcannpa HukonaesHa, BO3- -
HUKAET TAKOE BIICYATJICHHE, UTO B
T€ BPEMEHA BJIACTH MPEANPUHUMA-
J1a TIOMBITKU YIPABJISITE TROPUECKHU-

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

— Aleksandra Korsakova

This content downloaded from

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

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

Nor was there a question of artistic
influence for us. We were all independent
artists, all on our own. Goncharova, for
example, was a very good artist, much stronger
than Larionov, though many people disagree.
| remember having been to their place several
times. He would jokingly try to discipline her,
but he could never influence her creative
personality. As for me, | was no one’s pupil,
although | did attend classes, first under
Mashkov and then under Ulyanov and
Konchalovsky. Tatlin and | did work together but
were independent of each other. | was not his
follower. So there wasn’t such a thing as being
someone’s pupil at that time.

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

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

Q. Aleksandra Nikolayevna, one sometimes gets the

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

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

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

A. Goodness no, never. | always did as | liked.
| have always been a troublemaker. Even now |
work passionately, with nerve. | tear paper and
break coal. | was in the avant-garde then, and
I am now. Twice | was expelled from the Artist’s
Union; | was forbidden to exhibit my works, and
they were taken down from public displays.
Well, what of it? | reveled in my work again.
And now those young girls you see in the
streets, with their painted faces, poor things.
You look into their eyes and, good gracious,
what an abyss of suffering you see there! Poor,
poor creatures — and what is there for them to
see? | was staying at an artists’ retreat in the
country where children from Armenia were also
living. | could not bring myself to look into their
eyes. | just ran away. It was unbearable to see
so much suffering, such misfortune, and yet at
the same time such divine beauty. Dear God,
dear God....H

94 Heresies/idiomA

134.82.70.63 on Sat, 26 Mar 2022 19:06:28 UTC

This content downloaded from

All use subject to https://about.jstor.org/terms

MU KCHILMHAMM, IUAHTAXKUPYS UX
6aarononyuuem ux gereil. Tak Obi-

no c Liperaesoit, AxmMaToBoi... Mo-

XeT ObITh, BB UYBCTBOBAJIH, UTO HE-
TCH UMETh NIPOCTO OMACHO?

AK.:

Tax 0HO u GBLIO, 3TO OYEHD TOH-
Koe 3ameuanue. Koneuno, Bce, uto
1 TOBOPHJIA - 9TO MOBEPXHOCTH, a B
ryGuHe 3T0 OBLIO OYEHB CTPALI-
HO... I BUy>e MHE BCE 9TO OUEHb
MOHSITHO.

B.:
Owmywanu siu BoI Ha cebe Takue
AHTHXKEHCKHUE YCTAHOBKH?

AK.

I1a Boxe Moi1, HHKOTrAA, S BCEr-
na 6outa cama mo cebe. S Ovlaa pas-
Goiinuua... 9 u ceituac paboraro co
CTPAcThIO, C HEPBOM, pBY Oymary,
JIOMAaro yroJib... Y Torma g 6ulia B
aBaHrappae, ¥ cemyac asanrapn. Me-
HSI ABaX bl BRITOHsUTH U3 Coro3a,
HE [aBaJIM BBICTABJISATHCS, CHUMAJIH
KApTUHBI C BBICTABKH... Hy 1 utQ?
51 cHoBa ynuBasack paboToM.

A ceiyac - 3TH IEBUOHKHM Ha
yauuax... J1a 3To mpocTo YepTOBKHU
cymue! A 3amIsSsHyTh K HUM B IJ1a3a
- Boxe, kakas tam 6e3mgHa TOCKH!
Benurie, GeqHbIe - 1@ M UTO OHU BH-
na1?! 5 GbL1a B JOME TBOPUECTBA, U
TaM XKUY IETH U3 APMEHUH, TaK I
MPOCTO HE MOTJIA CMOTPETDH MM B
riasa, st yberana. Benp 510 HEBO3-
MO>HO BHIETH - TAKOE CTPANAHHUE,
takoe Hecuactoe! U, rnaBHoe, BEOb
Kakas Kkpacora - HezemHas!.. Bo-
xe, Boxe... H




Femininity & Power:
Participants’ Statements

Tak UuTO &€ Takoe MAREHCTBEHHOCTb C TOUKU 3PEHUs
MCKYCCTBa - MPUPOAR/EHHOE CBOWCTBO XY/JAORHHUKA HJIIHU
OlLlEHOUHasl MHTEepIpeTUpyollasi KaTeropusi? U KTo Takasi
AEHIMHA-XY/IOARHHULA - Pa3HOBUAHOCTb AEHUWHB HJIH
Pa3HOBUAHOCTb XY/JAOARHHUKA? Mbl MpPENOCTAaBJISEM aBTOpPaM
paboT BBICTAaBKH «RE€HCTBEHHOCTb U BJIACTb» BBICKA3aThbCS
caMuM. MBI TIPEAJIOARUJIM UM HECKOJIBKO BOIIPOLIOB, OTBETH Ha
3TOM HOMEpE AYypHaJa.

KOTODpbBIE NMpUBOAATCHA B

1. KTo GblJ1 BalliM MEPBBIM yUMUTEJIEM, KaK OH IOBJIUSJ Ha
Baile TBOpUECTBO?

2. ECTb /1M XyAORKHUKH B CEMbE M KaK BOOOIIE CEMbSI BJIHSsIa
(BJIMSIET) Ha Balle TBOPUECTBO?

3. KTO uM Kakue Oo6CTOSATENIbCTBA MOBJIUAJIU Ha BBIOOD
ripodeccun?

4. Kak Bbl OTHOCHTECH K CBOEMY XY/IORECTBEHHOMY
obpa3oBaHHI0? Hy AHO JIU OHO BOOOLIE?

5. UTto Bbl MORETE CKa3aTb O CBOEM MPO(PECCHOHATIBHOM
OKPY R EHUU?

6. Kakne npoeccrHoHaibHble COBETHI Bbl OOBIUHO MOJIyUaeTe,
KaK K HUM OTHOCHUTECH? BBIBAIOT JIN COBETHI HETPUEMIIEMBIE,
€CJIM Jla, TO KaKue?

7. Kak Bbl caMu orpeziesisieTe RaHp (CTUJIb, HarpaBJieHUe), B
KOTOpoM paboTaeTe?
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What is femininity from the point of view of art?

Is it an innate characteristic of an artist or a

conventional evaluative category? Who is the

woman artist — a variety of man, woman, or

artist? The Russian members of the /diomA

collective suggested that all the artists included

in the Femininity and Power exhibition answer the

following questions:

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

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

How did you choose the profession of the
artist?

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

What can you say about your professional
environment?

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

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

The following statements are the artists’ answers.
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Olga ASTAFIEVA
Born 1957
Graduate of Moscow Institute of Architecture

1.

2!
. The principle of proof by contradictibn. All my life |

. | graduated from the Institute of Architecture.

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

No, not at all.

tried not to do what | didn'’t feel like coing. Thus,
the path of least resistance has led me to my
profession.

“All my life I tried not to do
Artistic education has done me no harm, though
it can do harm if a person is unable to see and
think independently and grows into the structure,
losing their own identity and becoming part of the
system.

what I didn’t feel like doing.”

. My professional surroundings are amorphous and

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

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

Most often | use it right on the spot. Sometimes |
ask for advice myself. As for unprofessional
aavice, | usually ignore it.

Once a man who did occult science advised me
to give up doing my objects altogether, as they
reminded him of magic devices that can affect
the metaphysical spheres with unpredictable
results. He also advised me against abstract
painting, which he thought of as “theurgic
magic.” Of course, | continue to design my
objects, but the occultist’s advice was not lost on
me. It helped me understand the connection
between art and magic, to see clearly the
direction of contemporary art and my own way. |
realized that the artist who, with God'’s help,
recognizes universal aesthetic laws can
penetrate such depths and create such things
(for the well-being of the people, incidentally) that
even an occultist has neither time nor fantasy
enough to do.

“«.. there can be no

Now | am developing safety measures for Frics I vonid he

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

completely unacceptable.”

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

It is difficult for me to give an exact name for
The style or trend or genre | work in. There are
various definitions: conceptual art,

magic, “enigmatic topology” (a term used by M.
Mayatzky, a philosopher), an installation, an
object, a concept-object . . . .
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Onpra ACTADOBEBA

Poo. 6 1957 a.

Okonuuna Mockosckuii
apxXumeKmypHuoLl LHCMUmMYm

1.
[TepBHIM MM yunTesIeM OblIa s

cama.
BausHue Ha MOE TBOPUECTBO, CO-
OTBETCTBEHHO, OIPOMHOC.
2.
Her.
3.
Her. Hukakoro. He ynensuiocs.

4.
ITpuHIMI HOKA3aTEABCTBA OT

npoTuBHOrO. BCro co3HaTenbHyo
>KM3Hb CTApasiach HE AE1aTh TOTO,
YTO EJIAaTh HE XOueTcst. TakuM 00-
pasoM, IO ITyTH HAUMEHBIIETO CO-
TIPOTHUBJIEHUS MATEPHAJIA, TIPHUIILIA
K CBOei Tipocheccum.

3.

3akonuma MOCKOBCKMIT apxu-
TEKTYDPHBII HHCTUTYT. Xyd0XECT-
BEHHOE 00pPa30BAHKME MHE HE MOBpE-
uJ10. XOTSI OHO MOXKET NPUHECTH
BPEX, €CJTH UEJIOBEK HE B COCTOSTHUM
COXPAHHUTH CAMOCTOSITEIEHOCTh BU-
OEHHS W MBILLJIEHUS U "BpacTaer’ B
CTPYKTYPY, ITOJIHOCTBIO TEPSIS CeOs
M CTAHOBSICh YACTHIO ""CUCTEMBI'.

6.
Moe npocheccuonanpHOE OKpPY-

>KeHue aMophHO 1 HenmocTosHHO. C
HEPOBHBIMH KPasIMH U 3BI0KOIA cep-
IIEBUHOU. DTO CIIy4YaHbIE KOHTAK~-
THI CO CJIyYAaWHBIMUJTIIOAbMH - TI03-
TaMu, XyHOOXHHKaMu, uiocoda-
MH, IPOXOXKUMH M T.I. U T.II.

7.

ITpocheccuoHaIBHBIE COBETHI St
00BIUHO BOCIIPUHUMAKO, UALIE BCETO
NOJIB3YOCh ITUMU COBETAMH TIPSIMO
cpasy xe. MHorma cama mpoury co-
Bera. Henpodeccnonanbubie coBe-
TBI 51 00BIYHO HE BocpuHUMaro. Ox-
HAaX[bl YEJIOBEK, 3aHUMAFOIIIUUACST
OKKYJIBTU3MOM, TIOCOBETOBAJI MHE
NPEKPATHTh JEIATH MOU OOBEKTHI,
T.K. OHM HAIOMHUJIM €My Marmnye-
ckue npubopsl, BO3AEHCTBYOLIME C
HEMPEACKA3YEMBIM PE3YIbTATOM
Ha Metadusuueckue cepsr. Tak-
K€ OH HE COBETOBAJI 3aHUMAThHCS
abCTPaKTHOM >KMBOMMCHIO, T.K. C
€ro TOUKH 3PEHMS ITO "'"Teypruue-
ckas Marus'". BesycioBHo, g npo-
JOJIXKAT0 3aHMMATHCSI KOHCTPYUPO-
BaHHMEM CBOMX pabor. Ho coBeTs
OKKYJIbTHCTA HE TIPOTAJIH AaPOM.
Bnaromapst uMst Haya1a TOHUMATD
CBSI3b MCKYCCTBA M MATUH, OTUETJIH-
BCE YBH/EJ/IA HATIPABJIEHUE COBpE-
MEHHOTIO MCKYCCTBA U CBOM My Th. 51
ITOHSIA, UTO XYIOXHUK, ¢ Boxbei
MOMOIIBIO TO3HABAS ICTETUUCCKHE
3aKOHDI IOCTPOEHUS MHPA, MOXKET



NPOHUKHYTH B TaKHe chepsl U Co-
31aTh (IpuueM, Ha 6J1aro JHIIM)
TO, HA UTO ¥ OKKYJIbTHCTA HE XBa-
TUT WK (DaAHTA3UH, UK XU3HH.
Ceituac s pa3apabaThIBaI0 TEXHUKY
6e30MacHOCTH B3aUMOIEHUCTBUS C
MoumMu obbekTamu. 9 crana ctpo-
XK€ MOAXOOUTh K OPraHU3aLUH 3a-
LIWTHBIX CTPYKTYD, KOTOPHIE U
PaHbBIIE CTPOUJIA MHTYUTUBHO,
BHYTPU MOMX KOHCTpYKUui. Tak
uTO BOOOIIE HEMPUEMIEMBIX COBE-
TOB JJIS1 MEHS HE OBIBAET.

8.

MHe camoit Ioka CJI0OXKHO 1aTh
TOUHBIC HAUMEHOBAHUSI CTUJISL, HA-
TIPaBJICHUSI, XKAHPA, B KOTPOPBIX SI
paboraro. CylmecTByIoT pa3uuHbIe
OTIpPENe/ICHUS: KOHLENTYaabHOE UC-
KYCCTBO, Marusi, "9HUIMAaTHUYECKAST
TOMOJIOrUS" (3TOT TEPMUH MPUHAL-
nexut dunocody Mux.Masguxo-
MY), MUHCTAJUISIUMSA, OOBEKT, KOH-
LEeNT-00bEeKT...

Onasra YEPHBIIIIEBA
Po0. 6 1962 2. 8 Mockae
OkoHnuuna BTHK

1.

Moit nana. OH Hay YU/ MEHS PU-
COBATh BUJ HA 3ai11a CIIEPENH U C3a-
mu. Korna s oBnanena Bcemu npe-
MYZIPOCTSIMU 9TOTO PUCOBAHUS, TO
TIOHSLIA: S - XYHOXHUK.

2.

Cembu y MeHs nBe. B ogHoIt o1
noub. B npyroii - xxena u Mmathb. B
IIEPBOI MHE HE MEIIA/IN PUCOBATD,
TIOMOIVIH IIOCTYITUTH B XyTOXECT-
BEHHBII MHCTUTYT, HE AaBAJIU HU-
KaKMX Npo(heccHoHaIbHBIX COBE-
TOB, T.K. "BHJ HA 3aiiua" ObuT BEp-
xoM npoceccrnonanusma. Bo Bro-
poit paborath Mewaau 06a (1 mpo-
TOJIKAIOT) , HHCTUTYT OBLT 00BSIB-
JICH PYTHHOI1 (paBaa, npaBeaIm-
BO), ¥ MECTO HEMOCPEACTBEHHOIO
PUCOBAHHSI 3aHSJIH CIIOPLI 00 UCKYC-
CTBE, TBOPUECTBE M T.1I.

3;

XYROXHHK - HOHATHE, KOTOPOE
ISt MEHS OJIMXE K CJIOBY COCTOSI-
Hue, ueM npodeccust. B atom cy-
yae BaXKHO Ka>X[0e 00CTOATEIbCTBO
(TouHee - r060€).

4.

Hukakux. 3Ha10 OTAENBHDBIX Xy~
TOXXHUKOB.

3.

Beskue. Craparoch 3a0bITh.

6.

Cm.5

1k

Pa6ora. [Ipyrue 3aTpyaHSOTCA.

“Artist is a word that,
for me, denotes a state of
mind rather than an

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

1.

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

was an artist.

. | have two families. The first is the one in which |

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

. "Artist” is a word that, for me, denotes a state of

mind rather than an occupation. If so, then every
(any, to be precise) circumstance is of
importance.

. None. | am acquainted with only a few artists.

. Any | am given | try to forget.

7. | define it as work. Others find it difficult to

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

llona GANSOVSKAYA
Born 1955 Moscow

Graduate of Surikov Art College

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

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

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

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

The eighties, after 1 graduated from college, were
hard for me. | wanted to exhibit, to work with all
the passion that a young person has. But there
were no career possibilities for me, so | had a lot
of humiliating visits to publishers and cheap,
rather hard work at the theater. At exhibitions my
paintings were rejected. For ten years | had to
listen to criticism such as “This is not painting;
this is just pretentious women’s stuff,” which is
what M. Ivanov, a head of the exhibition
committee, said to me. “We don’t want you to
depict Lenin on an armored car, but you have to
keep pace with time and explore up-to-date
subjects,” said L. Pravdin, member of the
committee. “False spirituality” — a definition of
my work by Loshakov, an art critic — nearly
knocked me out. | was too young, and the whole
thing depressed me so much that I lay on the
sofa for hours, unable to move a finger and
suffering. Now everything has changed. Those
ambitious and frightening personages, those
Killers of youthful aspirations, those members of
Juries and committees are gone, and it seems
odd that our lives could ever have depended so
strongly upon their opinions.

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

Bo BceM mpouecce paboTst eCTh
TOJIbKO OMH 3aXBATHIBAOIINI MO-
MEHT - 9TO KOT...

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

than form or style.”

Wnona TAHCOBCKAS4

Poo. 8 1955 2., 8 Mockae
Ockoiuuna XyooxecmaeHibLil uHc-
mumym um. Cypukosa

4 Hauana "BUAETH" U PUCOBATH -
Kak cebs noMHro. Jlasiekue nporyJi-
KM C OTLIOM IT0 AroHaM Banruiickoro
mops. Hezabrisaemsiit [Tepsoiit
pas, xorna ysuaeia mope. Orewy
ckaszas: "Teneppb npeacrasb cebe,
kak [TepBoGerTHbie Jlroam, npodupa-
SICh CKBO3Db JUKHE JIECA ¥ TTPOCTPAH-
CTBA, CJIBIIAT TPOXOT NMpHOOS U He
IMOHUMATOT elle, uTo 310. M BOpyr
BBIXOAST K OeCKoHeuHoi Boze..."
Torma neBouko¥ 51 cTasa BUOETh
[JIA3aMHU TIEPBOTO YEJOBEKA -
CTPALIHO U TOP>KECTBEHHO. DTO OC-
Tasock Hasceraa. [losiuiach no-
CTEMEHHO CrOcOOHOCTD J1t000e B.IE-
uue [Tpuponst u JKusuu npuxu-
MAaTh KAK OIMHAKOBO 3HAUMTE/b-
HOE - HApABHE C COOCTBEHHBIM Cy-
mwecrtBoBanueM. He cocpenoraun-
BAaThCA Ha cebe.

Oren ancosckuit Cepep Pennk-
COBUY HE OB XyI0)KHUKOM B MPO-
deccruonanbHOM cMbicie. Ho ol B
MOJIOAOCTH TIMCAJl C HATYPHI, ACIAJ
pucyHku "toukamu'". Mzobperan
MALINHKY 115 "TOukOoBaHus . 3a
IPAHULIEN M Yy HAC €r0 KHUTH BBIXO-
IMJTH C COOCTBEHHDBIMM MJIIOCTPA -
uusiMu. Ero cembst mpoucxonuna u3
NOJILCKMX APUCTOKPATOB M JIATDILLI-

CKMX MCUIAH (TOPOOCKUX JIFOHEN).
Cumnranoch 0693aTeNbHBIM UTPATH
Ionewa, pucoBaTh U MHOTOE APY-
roe. Camo coboit, nocsie pesoto-
LIHH BCE POACTBEHHUKH 0KA3asHCh
COCJIAHbI M paccTpessiHbl. Ero mar,
Most 6abyika, nornbaa B TpUALA-
Thix rogax B sarepe. Orew paccka-
3bIBAJI, KaK B JIeHMHTpAae CTOSLI B
OCCKOHEUYHBIX OUEPEasX K KBAApaT-
HOMY OKOWIKY: y3HATh - rae? 3a
uto?

Bes noma, 6e3 6anskux nocae
6a0kanst, JIeHMHrpanckoro hpoH-
Ta, TM(dha, KAK MHOTHE JIFOAU TOTO
MOKOJICHMS! - HA PA3BATMHAX - C
TCM GOBIIMM YITOPCTBOM CTaJ BO3-
POXXIATH Y XOBHYTO JIMHUIO CBOCH
ceMbH, CTaJ mucaresnem, codpast
61OIHOTEKY, B TOM UMCJIC MO UCKYC-
CTBY, M BJIOXWI B MeHs [ToJir - npo-
noaxarthb... [Tucarenu: Jlakchecc
(ucnanpeu), Tomac Bynawd, Uexos,
[TnaToHos, xynoxnuku: Bau Tor,
HEMeUKHe poMaHTHKK. KoHeuHo -
Lones...

OTH aOCTPAKTHBIE PHYMHBL IO~
BJIMSUTM HA BHIOOP MOMX 3aHATUI
’KMBOIIUCBIO, & HE KAKOH-TO KOHK-
peTHBIN yuuresnb. KoneuHo, yuure-
JIEM BO BCEM OBIJI - OTELL.

C mMoMeHTa, Korna cebst oco3Ha-
€llib, s IOHSLIA, UTO OBITh XXEHLIHM-
HOM B HAalIEH XyA0XKECTBEHHOMU Ccpe-
ne (B MHCTUTYTE, Ha BBICTABKAX) U
crapaTtbCs "BBIMTpaTh” - OE3HALEXK-
HO. B 110061x cuTyanmsx tebst roto-
BBI BOCIIPUHUMATH KaK XEHIIMHY,
HO HE KaK XyJOXKHHKA WJIM, CKa-
>KeM, HHTEPECHOro uesoseka. Ha-
NIpUMED, Y MEHS 0 TIOCIEHEr0
BPEMEHHM HE OBLIO Apy3EH-MyXUMH
u s oT aToro crpagasa. C ogHUM Mo-
CKOBCKHM M0O3TOM TIOCTABUJIN IKC-
MEPUMEHT: TONpoGoBaTh MPOCTO
OpyXuTh. Pacnasoces: eMy He HHTE-
PECHO, B Er0 MY>KCKOIl TOJIOBE - He-
ucrpebumoe "3aBoeBsIBAThL . Mo-
XeT BpITh, MHE TPOCTO HE BE3JIO HA
KOMITAHHMIO: OTPOMHOE KOJUUYECTBO
"znakoMbix", HO "cpennl” - HeT. [1o
BCEM IrOaM CKBO3WT MOTHB mpodec-

CMOHAJIBHOIO OMHHOYECTBA. Boch-
MUIECITHIE TOIBI,0TRA OKOHYHAA
HHTCTHTYT, TSKEJIBI TBOPUECKHU.
XoTesmoch BBICTABIATHCH, PAOOTATH
CO BCCM MIBLIOM CHOCTH. PaboTer He
OBLIO, YHUBUTENBLHBIC TIPHXOJBL "'C
yauubl' B U3NATEABCTBA, ACLIEBAY

1 ZIOBOJIHHO TspXesast padora B TeaT-
pax. Ha BuictaBxu XHBOO#HCH HE
NPHHUMAJH. B TCUeHUC ACCH ™I NIET
BBIC/YLUMBAJIA TAKUE ONEHKH: "DTO
HE XHMBOMUCH, 3TO MAHCPHLIC XKCH-
cKHe KapTuHKU'" - M. M 8aHos, xy-
TIOKHHK, NPEACENaTeNb BLICTAKKO-
Ma. "MbI HE TOBOPUM BaM, UTO HY K-
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HO mncatn Jlenuna va Gponesuxe,
HO HAZ10 KaK-TO CGOOPA30BLIBATLCY
CO BpEMEHEM, 3anasati, cede coppe-
MCHHDBIE TeMBL..." - UICH BoICTAB-
xom W.ITpaBmin. A 970 HCKyccTBoO-
sen Jlowakos, "Jloxuas myxos-
HOCTBL" - 3TO ONPERENERUE TOLAA 1O
MOJIOAOCTY ITPOK3BEI0 HA MCHS
youiticTBenHoe BrieuaricHue. S
NOJITO B ACTIPECCHU JICXKANA HA AU~
BAHE HE B Ci1ax padoTath - riepe-
XMBaIa...

Teneps Bce mHaue: o1 amOuuu-
03HbIE 310Beuic purypnl - youi-
Ubl CTPEMJICHHUIT FOHOCTH - UJICHBI
KOMUCCHIT ¥ BLICTABKOMGCB OCTa-
JINChH AIEKO MO3AaMH, M CTPAHHO,
YTO HALIA XKM3HE Tax 3aBUCCAA OT
HX MHEHHU.

Tenepp ByTpeHHE CRODOAHBIM
YEJIOBEKCOM MOXKHO OTIPENCANTS
CMBICJT M 2KAHp cBOCS: padoTo:

JLst McHsT ropasno saxkHee (op-
MbI M CTHJIS PABOTHI - & uenoBeue-
CKOE COREPKAaHME. BHIBIACT, UTO BCE
9TO COBMAXAET - Aait 6or. MeHs He
0COOEHHO MHTEPECYIOTAMYHEIE MO~
HCKH (hOPMLI XyNOKHUKOM U €70
"mapul” cBOETO BHyTpeHHero s
aputeno. "5 Tak XuBy, s TaK BU-
XY", WM MOIHBIN KOHLIETITYaJIU3M.
Bo BceM 9TOM MHE BUOUTCS HEKAS
HEeo0A3aTeNbHOCTD . ['eHHaNbHBIH
KOHIIENTYaJIUCT (HO M UEJIOBEK) HE-
Meukuit Xxyaoxxuuk onrep FOx-
Kep. Y Hero, HanpuMep, NHIUBUIY -
anpHOE ocMpicenne O6mero Mu-
pa, a He ce0s JUUHO.

$1 M cama onpenesIsio CBOM 3aHsI-
THS, MOXET OBITh, HE Kak JKuso-
mics, a kak [Jeso. Ecimn aTo BOSTHY -
er xax Xouacr u Kpacku - s pana.
Ecnn 611 8 Hameit crpane 06110 BO3-
MO>KHO IO-HACTOSILIEMY 3aHUMATh-
cst 3awuTol [1puponsl, 1, MOXeT
OBITD, H30paJsia 6bl IpyTyIo hopMy
JesITeJIBHOCTH. A ceiuac 9To eanH-
CTBEHHBIH 1,1 MeHs criocob "Jlxo-
Outh" u "npennarats Jo6uTs" omu-
HakoBo: ce0s, Kamens, [lepeso,
IItuuy, 3mero, Hoxnas.

Ha 3amnane rakoe "uzobperanue
BeJsiocHIeaa', Kak BEreTapuaHCTBO
13 co00pa>keHU i TyMaHHOCTH, MpH-
IOTHI 1151 OE3M0OMHBIX XXMBOTHBIX,
pa3IMUHbIE KOJOTHYCCKHUE TIPO-
rPpaMMBI - TPOU3OLLIO JABHO, M Mbl
BIAKMM DE3YJIbTATH B UX KUZHH 1
OTHOIIEHUSIX MEXY JIIOAbMH.

A y Hac, B INKOCTH M XECTOKO-
CTH, BMXKY TTIOKA CMBICJI THCATD Ta-
KHe kapTunel. ((amoe TpynHoe -
YIOEP>XKATHCS HA TPAHM: KOTA 3TO
yXe He ToJbK0o JKuBonuce, HO enie
HU B KOEM CJ1y4ac He JIMTeparypa
(YHCTO XKEHCKME TIPOCTHIE npobJie-
Mb' ).

Haranua KAMEHELIKAY

Poo. ¢ 1959 e., 6 Mockae

Okonyuna Mockosckuil mexkcmuiib-
HbLL UHCMUMYM.

Most cecrpa. Ona pucosasa acgo-
YEK M MAJbUMKOB (IpUMEp TS MOM-
pa>kauus) M pacCcKaswiBajga MHE
cTpawHpie cka3ku. OHU BBI3LIBAIU
Y MEHsI MPOTECT - XOTEN0Ch, YTOOH!
CKa3KM pacckasniBaauch apyrue. C
TEX TTOP MOM KAPTHUHKH PACCKA3BI-
BAIOT MHE TAKUC KC UCTOPUH U TAK
’Ke BLI3BIBAIOT npoTecT. YTo kaca-
CTCSl PUCOBAHHBIX NCBOYCK U MAJIb-
UMKOB, TO BCE HA MECTE.

Mou xynosxecTsa 6sumu crosn
HACTOMYUBBI, UTO B KOHIIE KOHI[OB
NpoOyANIH TIECAaBYE CCMBH, U
MEHS OTAAJI TOTOBUTBCS B X Y0 E-
CTBCHHDII By3. U nance oTmens
UTO-TO OXXHMIAJU MIOCTOSIHHO.

C npodeccnonanbhoii cpemoii oT-
HoUIeHHUs Ipy>xeckue. Ceifuac
WHOTIA MOKHO MOJIYYUTh IT0JIE3-
HY10 nHopMmaumio. Panbure ewe
HHTEPECHO ObIJI0 MOTOBOPHTD, a
TAKXKE BBIMHTD.

B pasmuere TBOpueckue nepuonbt
coBeThl nonyyana. [Tocnenuwmii 3a-
TIOMHUBIIUICSI COBET - UTO LiCHA 3a-
BMCHT OT pa3mepa. [Tocseqnue nBa
roaa, ¢ TeEX Mop, Kak BCE yexasuu B
AMGpMKy, TUINMHAYHBIX COBECTOB HE
IOJIy Yaro.

CBoi1 >KaHp Onpenesnso Kak
BTIOJIHE peasbHblit. [{pyrue Maao
TOrO, UTO CTAPAIOTCH ONPEAE/UTD,
HO Ia>X€ NHOTAA roBOPSIT BCJIYX. Bo-
OO1LLE 51 TPEANOYMTAIO AATh BHICKA-
3aTbhCsl CROMM KapTuHaM. Moe meJio

YrajaTh UX U ONPEaeIMTh NIPABUJIb-
HOC MECTO B MUPOTOPSIAKE.

“The last piece of
advice I remember was
that the price of the

picture depends

on its size.”

This content downloaded from

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

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

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

Natalya KAMENETZKAYA
Born 1959 Moscow
Graduate of Moscow Textile Institute

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

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

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

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

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

Yekaterina KORNILOVA
Born 1957 Moscow
Graduate of Surikov Art College

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

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

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

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

Lyudmila MARKELOVA
Born 1959 Moscow
Graduate of Moscow Institute of Polygraphy

There were no artists in my parents’ family, but |
am married to an artist whose father is a sculptor
and whose grandfather, Nikolai Kupreyanov, was
well known for his graphics. My first art teacher
was the painter Volodya Braynin, whom | met by
mere chance. It was he who showed me how to
mix colors and what a palette was for. He
strengthened my will and taught me how to see
and understand painting. | was lucky, because
after going through his training | had no problems
at college. Actually there was no real professional
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Exarepuna KOPHUJIOBA
Podunacw 6 1957 2., 6 Mockae,
oxonuuna Huemumym um. Cypuko-
aa.

Mosi iepBriit yuntens - Bopuc Bup-
rep. OH JII0GHII TOBOPUTH O Paro-
LEHHOCTH XHBOIMCHOM TIOBEPXHO-
CTH ¥ CYMTAJI €€ HETIPEMEHHBIM yC-
JIOBHEM BCSIKOM KAPTHHKH, 4 MHE
Cefyac 3T0 HPaBUTCS TOJIBKO Y CTa-
prIx Mactepos. B 17 ner g yurnace
y Tarbsausr CenbBUHCKOI ¥ OYEHD
ee mobmo. B mHcTHTYTE yunnace y
CanaxoBa, KOTOPBII MHE HE MELLIAT.

B nercrse, xorma s 6osiesia u e
XOAWJIA B IETCKMHU Ca, MaMa MHE
cOpacsiBaia Ha mocres Bee aab0o-
MBI 10 XKMBOITMCH, a caMma IIJa 3a-
HUMAThCS Aeaamu. Tak Bce M Haua-
JIock. A mama, xorga MHe 66010 12
JIET, OTAAJI MEHSI YYUThCH K Bupre-
py. Teneps y mens ecTb cBOS
CEMbsI, KOTOPAsI IEPMAHEHTHO Me-
mwaeT. CBOMM CyIIECTBOBAHMEM.

VcnpiTeIBalo nociennee Bpemst
GOJIbIIY 0 IIOTPEGHOCTD B TIPOdecci-
OHAJILHOM CPeJie, HO HE HAXO0XY
cBoero kpyra. UyBcTByio cebst B
H30JIA1MH, a IOUCMY - HE 3Haw. U
MHE 3TO HE HpaBUTCH. Bo3amoxHoO,
9TO NPOM30IILIO ITIOTOMY,UTO MOM
OTEll - T03T, M B HALLIEM IOME BCET-
ma cobupanucy murepatopst. 110310~
MY MOHM MY - XYOO>KHHMK MHE COBE-
tyeT: "Hamo 6su10 craTh nutepaTo-
pom". '

Boobuie, kakue Obl COBETHI 5T HU
TIOJ1yyaJsa,s BCErAa BHICIYLINBAIO
UX C XamHOCThI0. OHU MEHS OUEHb
BIIEYATJISIOT, HO 9 BCErAa, KaK
Banbka-Bcranbka, BO3Bpawmawch B
HCXOJQHOE TIOJIOXKEHME.

MHe coBepLIEHHO HEMOHSTHO,
KaK OMpENeNUTh XaHpP, B KOTOPOM
st paboraro. Hasepho, "o6aomku pe-
anm3Ma", HC HHTEPECHO IIPOBEPSITD
KX HA XHU3HECNOCOOHOCTD. Y Obl
CKda3aJia, UTO MPUHALICXKY Teue-
HHIO MOCKOBCKOTO apheprapaa.
[penenbHO HEKOHUENTYAILHOE HC-
KyCCTBO.

B nociienHee BpeMst s yacTo uc-
MOJIB3YI0 B PAGOTE NETCKUE KAPTHH-
KM, TUIaTHAT - YTO-TO BPOHE XyHO-
KECTBEHHOTO METOAA. 51 MOIb3YHCh
PUCYHKAMHU JOUCPH KAK BO3MYyILI-
HBIM IIAPOM - /IS OTPhIBA.




Jlropmmia MAPKEJIOBA

Poo. 6 1959 2., 8 Mockae
Okonuuna Mockogsckuii noauzpa-
Guueckuii uncmumym, @axynio-
mem paghuxu.

B ceMbe ponuTesieit yIoXXKHUKOB
HET, a 9 3aMYy>XeM 3a rpaduKoM,
OTEIL €0 CKYJIBITOD, a JeX MYy Xa
OBUT N3BECTHBIM PUCOBABIIUK
Hux. Hux. Kynpesasos. [Tepsuoiit
yuurenas - Bonons Bpaitaus, xxuBo-
mucen. Ciasa Bory, uto cosepuieH-
HO CJIyyalHo nomasia K Hemy. OH u
TI0Ka3aJI, KaK CMEMUBATH KPACKH U
IUISL YerOo Hy>KHA IMajuTpa. 3aKaiu-
BaJI XapakTep, HAy YW CMOTPETh U
TIOHMMATh XUBONUCh. MHE moBe3-
JIO: TIOCJIE 3aHITHH C HUM npodec-
CHOHAJIbHOE 00pa30BaAHUE NATOCDH
JIETKO, XOTSI HUKAKOTrO 00yueHHs B
HHCTUTYTE 1O CYyTH He ObLI0, uu-
JIMCh Apyr y apyra. Exuncreensoe,
UTO OBIIIO MHTEPECHHIM B MHCTUTYTE
- nexuuu A.A.Jloporosa no ucro-
PUHU UCKYCCTB.

Bcerna crpemunace crath xy-
N0>KHUKOM-TIPO(HECCHOHAIIOM, TI09-
TOMY HUKOIZIA HE IyMaJia O CTaTyce
XynOXHHUKa-To0uTens. Xymoxect-
BEHHAs CPEAa HAUMHAETCS C 0Ma,
C CEeMbH, aX€ B OKHO BUJEH My3Cii
N3smueix nckyccrs. Yacro npysns
XYHOOXHUKH, TJISAS B OKHO, TOBO-
PSIT, UTO TOTOBBI IPOXKUTD 3ECH
BCIO >XKM3Hb.

TunuyHbIe COBETH MYy XA - ITH-
WY KOMIIO3ULMH, 3apabaThiBail Ba-
JIFOTY ¥ HE KJIAU JIOKTH Ha CTOJI.

Y3es - TeMa Moux MoCIenHuX
paboT - 3TO CJIOXKHBII CUMBOJI. Y3€I
MOXKHO 3aBS3aTh, 3aTSHYTD, PACILY-
TaTh WK pa3pyouTs. Buisator y3msl
U3 BEPEBOK, U3 TPSIOK, Y3JIbl B OT-
HOLLIEHHUSX. Y3JbI Tyrue, cnabole,
KPYIJIBIE, C 3aXJIECTOM, C NETJIEI].
Y3eun Ha wee camoyOuitnbl. Y3en
Ha wHypke. KoketsmBoiii 6anT.
Y3en oTyastHIA U pacTyIEeHHDIIT
y3ea Ha rancryke. CrieTeHHbIe
MaJbLBl, Y3€J BOJIOC HAa 3aTLIIKE,
TEPEIJIETCHUE CIOXKETA U XKEI03HO-
NOPOXHBIH y3er, kpect Cnacute-
JISl, y3JIbI BEUHOCTH B CTAPHHHOM
opHameHTe. PoxpaeHue u nepsoiit
y3€JI - IyNOBUHA, TeJa, CIUVICTEH-
HBIE B 00baTUH. DTa GecKOHEUHAs
LIEITb Y3JIOB - BCIO XXH3Hb, O0 CaMOii
CMEpPTH, OCO3HAHHOE M TTOICO3HA-
TEJIbHOE 3aBI3BIBAHUE U PA3BSI3bI-
BAHHE Y3JIOB.

Yro xacaercst MOMX CIOXKETOB, TO
CTMpPKA 3aKAHUMBAETCS TEM, UTO
Oesibe CKPYUMBAIOT, M OTXKUMATOT,
BOT ¥ "Y3J1bI" TOSIBUJIMCH MOCJIE
"[Mpauek" u "TTonockaubs". [To-mo-
€My, BCE MPOM3O0LLJIO OUEHb 3aKOHO-
MEpHO.

“All of life until
death is an endless chain
of knots, with their

conscious and unconscious

tying and untying.”

This content downloaded from

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

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

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

Tatyana PETROVA
Born 1957 Moscow
Graduate of Surikov Art College

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

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

My parents are not artists, but they were

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

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

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

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

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

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

Tatyana SPASOLOMSKAYA
Born 1950 Moscow
Graduate of Surikov Art College

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

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

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

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

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

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

Tarbsina [IETPOBA

Poo. ¢ 1955 2., 8 Mockae
Oxonuuna XyooxecmaenHblil
uncmumym um. Cypukosa

Moit nepBbIM yUNTENDb B UCKYCCTBE
Most ipababy1ika, KOTOpast BOCIN-
THIBAJIA MCHSI 10 TISITH JIET - PACCKa-
3aMH O CBOCH TIOMCTOPUYUECKOH, 10~
PEBOJIIOLMOHHOIT XKM3HH, MOJIMTBA-
MH HA HOUD TOJTY X PHCTUAHCKMMH U
TTOJIY SI3BIUECKUMU, OPFAHHUHOCTbIO
CBOCIT, OTHOLICHMSIMH C TIPUPOAOH
KakK ¢ uactpio cebst camoii. Ona mno-
BJIMSIZIA HA CAMY BO3MOXHOCTH
CTaTh XYAOXKHUKOM, T.C. BOCTIPUHH-
MaTh MMP TO-CcBOEMY. Tax s xyMmato.

Mou poauTesnn He XyT0XKHUKH,
HO BCETIA MOANEPXKMBATM MCHS H
OTHECMCh KO MHE BHUMATELHO. 51
HE MOMHIO ce0st B IPYTOM KauecTse,
HHMKOTJA HE COMHEBAJIACH B BHIOOPE
npocdeccuu, NOTOMY UTO 3TO HE
CTOJIBKO Tpocdheccusi, CKOILKO MOE
CYLIECTBOBAHMSI, KAK Obl BLICOKO-
MMapHO 9TO HU 3BYYAJIO.

C cemu JIeT XOAU/Ia B CTYHIO K
XOPOLIEMY U UMCTOMY UCJIOBEKY,
npohecCHOHATBHOMY XYI0XHUKY
E.A.CcpsikoBoii, KOTOpast BCeraa
BEPWUJIA B MCHSI, YTO TOXE CHLITPAJIO
60JIbIn YO POJIb B BBIOOPE MY TH, XO-
TS 9 M HE BbIOMpaIa HUKOTAA, BCE
LIJI0 caMO CO0O0I, U 5 Ta, KEM JOJIXK-
Ha ObITh. XOTS BCSKUIL yTh UMEET
MPOTSIXKEHHOCTb...

“ .. | never actually
chose what I would do in
life. It simply all happened

so that I am what I was

intended to be.”

XynoxectBenHoe obpa3oBanne
nponosixana B MOCKOBCKOI Xyz0-
JKECTBEHHOI LIKOJIC ¥ B MHCTHTYTE.
Sl mymaro, uTo BCe 9TO HAXO ObII0
NpoiiTH, XOT$, MOXET ObITh, HE B
TAKOM KOJIMUECTBE, TIOTOMY UTO
LIKO/A JOMXKHA OBITH B OTIO/THEHUE
K JIMUHOCTH, & HE HA00OPOT, HE CKO-
BBIBATH, @ packpenomars. Ho uto
6bL10, TO OBLIO.

B MoeM OKpY>XEHHMH U MY>XUu-
HBI, M XXEHIIWHBI, XOTS TaJAHTJIH-
BBIX XEHIIMH s BCTpeuyasia bosbiue,
yX He 3Hato mouemy. He Bcerna mo-
HUMAIO U IIPUHUMAIO Yy >KUE COBE-
ThI, XOTsI OBl ¥ IPOhECCHOHANIBHEIE,
TOTOMY UTO HUKTO HE MOXET 3HATh
TO, UTO S OEJIat0, AaXe u 4 cama. 9
9TO TOJIBKO YYBCTBYIO. 5 cama He
YKJIQABIBAO Ce0Sl HUA B KAKHME PAM-
K¥, HATIPDABJIEHHU S, CTUJI U HE XOTe-
J1a GBI 9TO EIATH, TIOTOMY UTO HE
CUHUTAXO 3TO BAXKHBIM U IIOTOMY
ele, uTo BCe MBI camu 1o cede. Xo-
TSI HHOrgad ¥ XOUeTCst ]'IpPI6PlTI)CSI K
KakoMy-HuOy b Gepexky. B Monx
paboTax HET 3aKOHUEHHOro o0pasa
IEUCTBUS, ITO AEUCTBUE TTPOXOJIXKA-
CTCS, OHO UMEET CBOMCTBO TEpeTe-
KATh U3 OMHOTO X0JICTA B APYTOL.
Ux nassanug - "B nytu", "Uny-
mue”, "Yxonsmue" - OueHb yCI0B-
HBI: 9TO TO, UTO UMEET MPOTIKEH-
HOCTD, TIPOAOJIXKEHHE, KAK MOSI
XHU3HB, Hanpumep. Ouu 06 OXHOM M
ToM xe. Ho oHu umeroT HauaJo, no-
9TOMY 9TH 00pa3bl APXaNUHDI.

Tarpaua CITACOJIOMCKAY
Po0. 6 1950 2. 8 Mockae
Oxonyuna Cypukosckuil
Xy00XKeCmBeHHbLIL UHCIMUMYM

51 He MOry CKa3aTh, UTO KTO-TO OBUI
mouM [lepbiM Yuurenem. Crynen-
TKOM 51 yumnacek y Tatesust Cesb-
BUHCKOI1 - MBI BC€ TOrAa paboranu
"nmop Hee". D10 6bLT0 00LIEHUE C
Macrepom - To camoe, OT KOTOPOro
ITOTOM OTPBIBACIIHCS U UIEIUD B
nporusoBec. B uncturyTe 6611 Mu-
xaun Muxaiutosuu Kypuiko - xkos-
JIEKLMOHEP, YEJIOBEK MOATMHHOMN
KYJIbTYPBL. 5] TIOMHIO TO KYJIBTYP-
HOE I0JI€, KOTOPOE OH CO3AaBaJI
BOKpYT cebs. B npunuummne, uepna-
€IlIb HE B UEJIOBEKE, a B (puI0CO-
(huu, ocobenno B hunocoduu ue-
pes3 ureparypy. OueHs 06110 un-
Tath JJocTOEeBCKOrO, JIFOOJII0 Ty Ipo-
3pauHyro 6e3Hy, KOTOPAsk OTKPBI-
BAETCSI HE B MUPE €ro MePCOHAXEH,
a B MUpE 32 HUMH.

Moit oTen He GBI XyI0XKHUKOM,
U XOTSI B CEMbE OBLIM CKYJIBITOPDI,
B APTUCTUYECKOH CPEME s B ACTCTBE
He »kusta. [Tana oueHb BHUMATEb-
HO OTHOCHJICSI K MOEMY PHCOBAHUIO,
co0upaJ pUCYHKH B manouky. Jyx
MCKYCCTBA $I OLLYTHJIA UEPES3 HETO.

Ceituac y MEHSI CJIOXHJICSI CBOI
KpYT, Ualie BCEr0 3TO MOM APY3bsi-
xynoxuuku. Ho xorna s paboraro,
SI HA HA KOTO HE OPUEHTHPYIOCh,
"npyrue” HAYMHAIOT MELIATD.
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Bce mou paboTsl pasHbie, U MO-
MM KPUTHKAM XOTEJOCh ObI OT MCHSI
60JIbLIEH 1ETOCTHOCTH, CTUIMCTH-
UECKOT0 EAMHCTBA. 30ECh E1LE BIMSI-
Hue Teatpa. Korna g paGorana B Te-
aTpe, BCE BPEMsI PUXOAMUIOCH
MMETD JIEJI0 C Pa3HOIT ApamMartyp-
TUEH, C PA3HBIMU PEXUCCEPAMHU.
Henp3s nenats Bce OMHUM U TEM
XKE TIPUEMOM.

“You cannot keep using
the same device when
you work with different

themes.”

VHOr#a roBOpSIT, UTO B HEKOTO-
pBIX MOMX paboTax CBET, 4 B HEKO-
TOPBIX ThMa. MHE camMoit 9TOT
"cBeT" MPENCTaBJISIETCSI HECKOJIBKO
COMHHUTE/NbHBIM. UeJIOBEK B 1OTY-
CTOPOHHEM MUpE, UBHYTPH, IIE Er0
HUAKTO He BUuauT. CaMpiM "spumno-
BLIM", CAMBIM "'CyMEPEUHBIM" MOUM
paboTamM BCceraa mpeamecTsoBaaa
OUEHb KOHKPETHAS, OUEHD OBITOBAS
cutyauus. Bor maTe-BenpMma u cy-
MacIequni CeiH. S Bumesna, Kak
OH (DU3UUECKU CTPAfasL, KOraa Mpu-
MEDSLJ CBSI3aHHBIN €10 CBUTEP, KaK
pesast opapeHHyo pybamky. Mnu
TOPTPET MOEH MOAPYTH - ST MHOTO
pa3 mucana ee B pa3HblX HACTpoe-
HUSIX, TTOKA MBI HE TI0EXaJIM K HEl B
TOCTH 32 TPAHULY - M TAM ITOCCOPU-
Jauck. MHe npocTo Hagoes0 mucaTh
€€ JIMLIO - U 5T IPUKPHLJIA €70 PO30-
BBIM IIAPUKOM, TOYHO TAKHUM, Ka-
KHE BUE/IA BO BPEMSI HALIEH ¢ Heit
NOCJIEAHEH Tporyaku. Bee ato
OUEHb JJUYHBIE CUTYALIWH, HO B TOM
BUJIE, B KAKOM S UX U300paxar - a
ST HAYETO B HUX, HE TIPHYMBIBAIO -
OHM CTAHOBSITCSI YACTHIO 0OILEr0O
MHpA M JIETKO y3HaloTcs. Tax, Moit
NpUsTENb Cpa3y y3Han B "Csurepe
s ceiHa" - Tamuera.

Haranus TYPHOBA

Poo. 6 1957 2., 6 Kabyne (Apeanu-
cman) Okonyuna Cmpozanosckoe
yuunuwe

10,

Yuurens ve 6o110. A BCe 0CTaIb-
HOE BJIMSJIO.

2

Cepbe3Hoil posii OTHOLIEHUE
MoeH ceMbu B BbIOOpE mpodeccun
HC Mrpasio HuKakou. Hukro B
CEMbE HE XMIaJ, uTo OyAy XYHIOXHHU-
KOM. 3aT0 MOTOM ObLIA TIOAKEPXKKA
OT MaMBbI M MyXa BO BceM. [1pu apy-
rux 00CTOSTCABCTBAX, BO3MOXHO, Y
MEH$S HUUETO HE TOJIYYMIIOCH OBI.

4.
S mymaro, UTO XyXOXECTBEHHAS

cpena I0CTATOUHO CUIbHO BO3ZEH-
CTBYET Ha XymoXHuKa. Kak npasu-
J10, 6€3 HEee MoJIYyYaeTCs HEUTO ap-
Xan4yHOE, BHEBPEMEHHOE U Oe3amn-
pecHoe.

5

T“ITO KAacacTCsa TUIMUYHBIX ITPO-
¢heccnoHaIBHBIX COBETOB, TO MX HE
OniBaer. Te, HA KOTOPHIE CTOUT 00-
palmaTh BHAUMAHUE, KOHKPETHLI B
Ka>XI0# CUTyaunu. A OCTaJIbHBIE
He 3anoMuHaw. Kaxuasii coser
YK€ XOpOUI T€M, UTO 3a TeOS KTO-
To nmogymas. Ocraercst TOALKO OLe-
HUTDb - MIPABUJIBHO UJIK HECT.

7S

B oTHOWIEHWM XaHPA WU CTUIS
- CTaparoCh HE OMPEAENITHCS KaK
MOXKHO JOJIbLIE, UTOOBI OCTABUTH
cebe XOTs OBl MILTIO3HIO CBOGOIBI
OEJATh YTO B3AYMAETCSI.

“I try to abstain from
self-identification,
to leave myself
the illusion of freedom to

do what I like.”

JI1st MEHS MOJTMTUYECKHUIT TOPT-
PET - NONBITKA COCAUHUTH KOHKPET-
HOE OILYLIEHHE OT HALIETO BpEMe-
HY C MHAMBUAYaJIbHBIM MOAXOIOM K
Kaxnomy Jinily. Moit meTon - uc-
NI0JIB30BATh TPALHLIMOHHBIE KHUBO-
TIHCHBIE CPENCTBA: TOH, LBET, (hak-
TYpY, Ma30K H T.I. - KTO YTO 3aX0-
uet yBuzpets. ll
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the light seems somewhat dubious. A person
exists beyond the everyday world, the inner
person that no one can see.

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

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

1.

2.

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

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

. | believe artistic environment influences the artist

rather strongly. As a rule, without the influence,
what one does comes out archaic, timeless, and
addressing nobody.

. As for general professional advice, it does not

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

As for genre or style, | try to abstain from self-
identification as long as possible, to leave myself
the illusion of freedom to do what | like.

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

Our Summer 1992 issue explores poverty as a women's issue. An array of social
structures function to ‘set women up for poverty’, and many women — as single
parents, as Native women, as elderly widows, as homeless, as disabled, as
immigrants — are forced to get by on too little. This issue provides a provocative
analysis of the issues surrounding ‘the feminization of poverty’. It documents the
lived experiences of some of the women who are struggling with poverty and
discusses strategies for fighting back, including community health care, caring for

the homeless and new ways of approaching single motherhood and child poverty.

The issue is an invaluable resource for those who are trying to overcome poverty
themselves, and for those who are committed to assisting them in their struggle.

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

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

Canadian Woman Studies/
les cahiers de la femme
212 Founders College
York University, 4700 Keele Street
North York, ON M3] 1P3

(416) 736-5356

e YALE
JOURNAL OF

LAw AND
FEMINISM

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

One-year subscription (two issues):
Individual/$16 < Students/$12 (i.d. req.)
Institution/$28 « Overseas add $10

YALE JOURNAL OF LAW AND FEMINISM
401A Yale Station, New Haven, Connecticut 06520

OMOPHOBIA &+

SRRy

EL

in MAINE| -

Here in Portland, we’re battling

while trying to save our city’s
new human rights ordinance—
the 15 in Maine history.

BEAT Homophobia and Ignorance

FIGHT New G.O.P. “Family Values.”
SAVE Our Equality from Repeadl

Address:

Your generous donation
is appreciated:

%10 []$100

a rising—tide of queer hatred, 1520 15250

[J1$50 [1$500

For more information call:
207/761-8480

MAIL TO:
Equal Protection—Portland
POB 1894 » Portland, ME 04104

Acct #: exp.__

LT T T ————

|
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Announcing a special issue of

THE AMERICAN VOICE

LOST WOMEN’S WRITING
No. 29
Sallie Bingham on Julia Peterkin
TaniaDiazCastro  Michelle Cliff ReeDragonette

Robin Hicks on Dora Marsden

Caroline Knox on Phillis Wheatley
JoycePeseroff Maxine Scates Eva Skrande
Frederick Smock on Hypatia
Isabel Zuber

P
Available at fine bookstores or direct

$5 single copy $12 subscription

The American Voice
332 W. Broadway, #1215
Louisville, KY 40202 USA

BATTERED WOMEN’S SHELTER VICTIMIZED
IOWA CITY, IOWA

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

Several years prior to this incident, Beth had fled from her husband fearing
forhersafety and thesafety ofher children. She eventually came to Iowa City
with a new identity for herself and her two children. She took this action to
protect herself and her children.

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

Beth George was subsequently arrested and charged with perjury and tam-
pering with public records for altering her driver’s license. If convicted the
maximum sentence is seven years and/or a $7000 fine. She has been threat-
enedwith more chargesifshe does notwaive herstatutory right to confiden-
tiality and talk about the shelter.

BETH GEORGE NEEDS YOUR SUPPORT. The legal fees are devastating and
mounting. Please send your contribution to:

DVIP Legal Fund
P.O. Box 2901
Towa City, IA 52244-2901

100% of contribution goes toward legal expenses

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

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

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

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

All the themes of the 20th century are dished up in this rich
stew of the *70s and *80s art world. To make it even richer,

the editor adds background, commentary, cross-references
and updates.

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

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

384 pages; $22. 00. For mail order, add $2.50 postage & handling.
MIDMARCH ARTS PRESS, 300 RIVERSIDE DR., NY, NY 10025-5239
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Now Published
in Canada by
Women’s Press

A BURST
OF LIGHT

Essays by
Audre Lorde

o burst of ((gAT

essays BY

Awmdre
Lorole

WOMEN’S PRESS

WHAM! COMM]TTEES (Women's Health Action and Mobilization), P. O. Box 733, New York, NY 10019

ACCESS TO HEALTH CARE
WORKING GROUP

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

BHAM! (BREAST HEALTH AWARENESS
MINISTRY)

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

CLINIC DEFENSE TASK FORCE

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

\‘) /3/ o

\ /.

‘x

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

134 pages $9.95 pb

#233 — 517 COLLEGE ST.
TORONTO, ONTARIO M6G 4A2

The Failure

of 20* Century
Revolutions to Develop
a Feminist Agenda

MARGARET RANDALL

GATHERING RAGE

The Failure of 20" Centur Y Revolutions

to Develop a Feminist Agenda
MARGARET RANDALL

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

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

MONTHLY REVIEW PRESS

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

[J ELLEN GALEQ

called us to life-creating Mo
m]
action.”
WILLIAMS [J SHAY YOUNGBLOOD
- Margaret Randall BECHDEL [ DIONNE BRAND [J

DOROTHY ALLISON [J SHELLEY ANDERSON [J ALISON BECHDEL [J DIONNE BRAND [J BETH BRANT CJ ELLY
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N
RY D ANDREA FREUD LOWENSTEIN (J JUDITH MCDANIEL [J AURORA LEVINS AND ROSARIO

el @ DONNA VEL [ LESLEA NEWI PARKER [J SHEFRNA PARK
P
0 XSRS o M NA

O CHERY;CLARKE J MIQ‘{ELE CUFF O GT (IA COTE b0 Rr'\CHa:l IDO DEVRIES
MARION a ufﬁeJEWELLE

GOMEZ [J HATTIE GOSSETT (1 JAN
[KATZ O JANIS KELLY O IRENA KL

S'”l%%ﬁmﬁﬁ.m IR

[ MARGARET RANDALL [ RUTHANY(\' Ay QB(F:GREST O BARBARA SMITH I JEANNE
VAUGHN C] ANNA LEE WALTERS CJ JANA WILLTAMS (] SHAY YOUNGBLOOD (] YVONNE ZIPTER [ DOROTHY,

YVONNE ZIPTE D DOROTHY AQISON [J SHELLEY ANDEF&ON O AUSON
ORD [J ANDREA FLECK CLARDY
S O RITA FALBEL OO

E GOULD (I ELOISE KLEIN HEALY [J GERALDINE HATCH HANON [ JUDITH
LINDAD d'equesﬁm ANDREA FREUD LOWENSTEIN

OBk A8

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

FRONTLINES

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

FUNDRAISING WORKING GROUP
Plans benefit parties and raffles to raise
money for WHAM!

HAGS (HERBALLY AROUSED
GYNECOLOGICAL SQUAD)

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

NETWORKING COMMITTEE

Develops coalitions with other organizations
that have related or similar goals to keep each
other informed of events and important news.
The Networking Committee has a contact list of
about 100 organizations and is always looking
for more.
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OUTREACH WORKING GROUP
Reaches out to the public via wheatpasting,
stickering, tabling, and poster campaigns.

SEXUAL VIOLENCE WORKING GROUP

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

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

All WHAM! committees welcome new
members (and new committees are forming
all the time). To get involved, call 212-713-
5966 and leave a message for the commit-
tee you are interested in.
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SUBSCRIBING
T0 OUR
PRINCIPLES
ISN'T
ENOUGH.

You should be subscribing
to our magazine, too.

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

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

The Nation.

Our offer (for new subscribers only):
Save $32 off the single-copy price
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Martha Alsup,
member of the
Heresies “Great
Goddess” collective,
was murdered with her
lover, Susan Galvin, on
a beach in Anguila on
November 28, 1988.

The women were
stabbed and beaten to
death by a seventeen-
year-old boy who was
out on probation at the
time for a previous
assault on an
American woman. He
was subsequently
found guilty and
sentenced to life
imprisonment.

In 1976 and 1977
when we on the
Goddess collective

knew her, Martha was
just recovering from
her first brush with
death. She had been
hit head-on in a car
crash and had lived for
more than a month in
a coma. She had
sustained severe
injuries and was

beginning to
rebuild her life.

The Winter
Solstice of the year we
were together, the
Great Goddess
collective gathered to
share a ritual and
bonfire for the longest
night of the year.
Martha was ecstatic
that night. She flew on
the flames. She looks,
in retrospect, like an
angel. Here are
Martha's own words,
excerpted from her
piece in the Goddess
issue:

It’s so important

to see all the leaving.
Don'’t let them hide
the knowing from you.
To see clearly you’ll
have to see through
your pain. It gets so
beautiful when you
admit what’s real. To
die is no sadder than
anything else.

Donna Henes

Heresies Collective, Inc.

wishes to thank Arlene Boop and Daniel
Alterman of Alterman & Boop, P.C., for

their assistance and support.

Alterman

Boop

A general-practice law firm concentrating on

civil rights, personal injury, real estate,

tenant representation, employment discrimination and

sexual harassment, wills and estates, contracts,
representation of
co-op boards, not-for-profit and general business

corporations, and all types of litigation.

The Law Building
35 Worth Street
New York, New York 10013 212/226-2800
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Carel Moiseiwitsch

...you won’t be ready for the ‘90s!
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Crporo rosops, WUIKOMA - 8TO AUTA 1'JIACHOCTY, HHIE@ MOKOMHOM. MH HE ;
ycreJn orNsHyThCSA, Kak 3TO BPEMA OTOWAO B MCTODPWI W MPEBPATUNOCE B i
Anoxy. W Tenepb MOXHO HAmMucaTb pelaxuMoHHOe BCTynaAehue U Jlaxe Bpaay-
MUTENbHO OGBACHWTL, OTKYylNa B3fNach WIUOMA n saueM.

[lacHOCTH HO GTOABKO paspywuiaa, CKOJIABKO pacTBopuaa u pasdaBuia
NpPeXHUit o6WeCTBCHHNA TUCKYPC. B TO BpeMsi MH He TO, yTo6H CHASAN Ha
o6NoMKax [peXHero MHWeHWs, a CKopee ¢BOGONHO HApefipoBanu Cpemn ouMeT-
KOB GJOR, XA0THUYECKM [BUraBWuXCS BOKDYT, noTepsABWnx CBOA KOHTEKCT,
¢BOK, Kasanoch OH, HEOTLEMIEeMYW U 8IMHCTBONHHO RO3BMOXHYI adcuuccy u !
OpJIMHATY. 9To Ohjaa AMCKYpcuBHasi B3BeCh, 6echpopMeHHasi, Nerko MpPUHAMAB= -
Wwas ouepTAHUs TO OJHOTO, TO APYroro cocyna, B KOTOpH# €& HanpasidAnu.
IncKype yTpaTu/i CBOACTBO TBEPROTEJNBHOCTH (solidity), paHee mpucyuyi
eMy KpUCTAMIMYHOCTH, CTal CMyTeH, HO ropaajgo 6o/iee CBETONPOHULIAGM.
MHGODMALMOHHOE TOCTPAHCTRO OTKPHIOCH 1S (POHMKHOBOHWA W3BHEe, HO
BHOBL TOCTyNapWine CUTIANH HAKGK HE yHOPpALOUMBAIIUCE . , ‘

910 Bpemd nodyxpanu BeeX jae - MO o6e CTANNHH GRETA - K OTKPHIWK B
ce0e W B Maps HELOTNAOIOOTH K OCOHX LMHLNAX RTOrO pycecKoro caoBa )
{HEHEQIGNPMUBME 1 Huas IS AHATIEHOMA) . TAACHACTH KAK HHOOPMAIDHHON 01~
KDHTAATA N TAAGHQUTH KaR vevy v bABU (HIGEINAT 9RYIINM sornvin, (o 3
M3BECTHO N3—hOilMIURM, OTJMYACTCS OT ColtaundTd OTCYTOTDUOM MPeTNalih
{ubslatle) OPH nPUXLEREHUE TOA0QA,

Mp ,UTKpPHDOAW D MUPe i B nAafe HOBHE POoaAM - rJachHouTa, uquMé“uaomu,
gpaundinon TH. . LOIDOT., frw CAMA WNRd WIMOME BOAHUKMA KAK DYBYADTAT
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22.
Jioch, war, ¥ Mp OTKpHAM AJA ce6si 3HaueHue OYKBH A. \

Henbss CkasaTh, UTO XeHWMHH - I'YMAHWTApUH M XYLOKHUKM, K KOTOPHM -

 MH 06pamanuchk ¢ NpeliokeHueM coTpyIHMYesTBA, OTKJIMKANUCH ¢ IHTY3HA3-'
MOM. NIest XKeHCKO'G GAMOBWpaXeHUs BOCHPHHUMANACDh (M YBH BOCHPUHUMaETCH:
Tenephb) Kak adcypliHas Wiu Kak KOHDOHRTYpHad. 3a KOpOTKMA CPOK pepak- ..
TopH WIWOMH mpuoGpein B WUHTCNeKTya)bHOR MockBe ycToMUMBYW penyTalno sy
ropojickux cymacmepguux - Ge3BpefIHHX, HO HazonauBHX . TeM LeHHee ansd Hac -
y4acThe TeX XYIZOXKHHUI W XeHNNH-8aBTODPOB, KOTOpHERBCE Xe OTBETHUIM HA Ham - '
IpN3HB - KTO 43 JCONHTCTBA, KTO U3 CONMAAPHOCTH, KTO M3 JWOBM KO e
BCE@MY HOBOMY. : :

B cymiocTn, onuT MIAOMH #BMICS OMBTOM NPUKNAZHOR AUHTBUCTUKH, :
PasMKIISS O NMPUpOJe CcouuankHoit UHHOBAUWM, MH NOHAIA pelapiyo poas HO-
BOTO cJoBa, Xaijerrcp u lanamep nucaam 0 npegMulineHUn {Vordenken) , .
npeasHaHuM, npennoHnMaHnu (Vor-uTo?) Kak cBOWcTBe #A3HKa, obecreunsan- \
WAM YOlleWHOe GYHKIMOHWDOBAHME KOMMYHMKaUUU K MEXaHU3MOB 11O3HAHUA. My
AYManM O TOM CBOMCTBE A3BKA, KOTOPOE CJAeLOoBalIo 6u HasBaTh npeaneic-

TBUEM - 3aJOXEHHOCTHW B SIBHKOBOM 3Hake TpALyWero UcTOpUYecKoro ‘M3MEHe~ b
HUs. BO3MOXHOCTH B3TOI'0 V3MEHEeINs NoJOXeHH CaMUM anGaBuTOM, B CUCTeMe R
KOTOPOro nuuweTca AUCKYPC . Baarojaps OUCKYPCUBHOMY aHanmay U 0COO08HHO “q

@ro TpUAOKeHU B (QeMMHMGTCKOM KpUTUKE, CTano ACHO,YTO BJACTH BCerna R
LHOCSTAET HAa MAHWMYJSUNO AUCKYDCOM, HO CTPEMUTOCS 34KOHCEpPBMPOBATDH aAll- K
daBuT. PeBOJIOUMOHHOE U3MEHEHHE, Hao60poT, HAUe/JeHO WMEHHO Ha CUMBOJIU-
ygckyk cucreMy. lensb MIMOMH - TeopeTuuecKoe OCMuc/eHUe aToro nojoxe- i
HNs, HO OCMHCJeHUEe Npexhe BCero Kak NpaKkTUYecKoe JedcTBHE 10 O F
OTHOWEHMI K CHUCTeMe CHMBOJOB, KOHCTDPYMPYWUMX XEHCKYI JUYHOCTD B TEpP-

MUHaX 3ABYaJUpOBAHHOT'O TNATpPUAPXaANBHOTO AUCKYpCA. ¥
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