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Mapraputa TynuusiHa
(AHTH)3cTeTHMUeCKMe
MPUKIIOYEHMS
Anekcangpa PogueHko

C npuxogom OkTabpbCKOM peBonioLMm aBaHrapamuct Anek-
canap PopueHko nokuHyn cBolo Mactepckyto, 4Tobbl npu-
HSTb y4acTue B nepeobycTponcTse BbITa U OBLWECTBEHHbIX
NPOCTPAHCTB, NepeLeawnx nog ynpasneHue 6omnbLeBuKos.
Y6expeHHbIM B TOM, 4TO KIOYEBYIO ponb B Npeobpasosa-
HUM 0bLLEeCTBA [OMXHbI MrPaTh BecnpeameTHble GOPMbI, OH
noceatmn cebs paboTte HaZ PA3HOOBPA3HBIMM MPOEKTAMM
C LeNbIO BAOXHYTb 3CTETUKY GBAHIAPAA B GONbLIEBUCTCKOE
CTpeMneHne MoAepHMU3npoBaTh cTpaHy. Cnucok Heno-
cpeacTBeHHbIX BKNa#oB PogueHko B UckyccTBO, KOoTOpOe
KOHCTPYKTUBMCTbI BNOCNEACTBMU OKPECTUAM «NPOU3BOS-
CTBEHHBIM», BKNIOYAeT B cebsi MHOXeCTBO paboT — TAKMX,
HaNPUMeEP, KAK AM3AiH ABUALMOHHOTO aHrapa, rae bec-
NPeAMETHbIE POPMbI COYETANMCH C KOMMYHUCTUYECKOM CHM-
BOSIMKOM, O TOKXKE 3CKM3bl CBETUILHMKOB A1 MOCKOBCKOIO
kade «MutTopeck».

B KOHCTPYKTUBM3ME M NPOM3BOACTBEHHOM MCKYCCTBE
NO3YHF «AATb HOBYIO BELLb HOBOM XM3HU»' Bbin cpasy xe
B35T HO BOOpPYyXeHue, U Kk 1922 rogy npeonornyeckui
KypC TeuyeHus onpenensncs MMeHHo um. [Noyemy xe Pop-
YEHKO MPOJOMXAN 3AHMMATLCS XMBOMMUChIo fo 192 1-ro?
OB6bsicHEHNMI — HECKONBKO, M B KOXAOM M3 HUX MAEAmbHOE



nepennetaetcs ¢ MatepuansHbim. Korga 8 1918 roay 6bino
ocHosaHo «MyselHoe 6lopo», BosrnaesnenHoe Poguerko,
MPABMTENLCTBO HAYANO 3AKYNATL MPOU3BEAEHMS ABAHIAPAA
AN NPOBMHLMANBHBIX My3€€eB, TEM CaMbIM 0becneunsas Xy-
LOXHWMKOB, paBOTABLUMX HO BOMbBLIEBMKOB, CTOSb HYXXHBIMM
“m poxonamu. [MoHATHS XMBOMMCH KAK CAMOAOCTATOUHOM
3CTETUYECKOM MPAKTUKM M XYAOXHMKA KAK CO3AATENs Xy-
[OXECTBEHHbIX LLEHHOCTEN, paboTaOWEro B OAUHOUKY,
HE BMMUCHIBANIUCb B MPMHLMMbI HOBOTO PEXMMA C Er0 MAeei
obuwero gena. Jlesbie XyAOXHUKM OBbSIBINM CBOIO SKCMEPU-
MeHTanbHYI0 1 BecnpeamMeTHyto Xusonuc, naboparopuen
MO OCBOEHMIO TEOPUM U MPAKTUKM; B CTPEMIEHUM YACTU
QBAHFAPANCTOB «MU3THATH M3 XMBOMMCH KOMMOSULMION? OHM
BMAENM MPOSIBNIEHNE UHAMBUAYASILHOTO B COMOBBIPAKEHMM,
TOrAG KAK MX COBCTBEHHbIE XMBOMMUCHBIE KOHCTPYKLMM
OTAOBANM MPEANOYTEHME UHTENNEKTYANIBHOMY M KONEK-
TUBHOMY Ha4asy. DTO He TOJbKO OTCPOYMIIO BOMIOLLEHNE
B XM3Hb KMPMUHLMMOB NPOU3BOACTBEHHOIO MCKYCCTBAY, 30-
AeNCTBOBAHHBIX B NyBnunuHbix npoekTax PogyeHko m apyrmux
asanrapauctos yxe B 1917-1918 ropax, Ho 1 nogroTo-
BMMO MOYBY AN XMBOMUCH, BKIIOYAIOLLEN B CBOM ApCeHan
PALMOHANBHBIE <KXMBOMUCHO-NPOGECCUOHANbHbIE CABMMMY®,
0bycnoBneHHble NPUBEPKEHHOCTbIO K GecnpeameTHbIM Gop-
MOM M K MOCTPOEHMIO YHUBEPCASLHOTO BU3YASIbHOTO SI3bIKA.

KpynHble nepemeHsl B pycckom aBaHrapae Gbinu ces-
30HbI C NIereHJapHOM skcnosuumeit nog Haseanuem «0,10.
MocnepHsis pyTypucTUHECKaAs BbICTABKA», OTKPbIBLLENCS
B [Metporpage 8 1915 roay u cumsonusmuposasLueit KoHel,
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byTypuama u ero BAacT B uckycctee. Tam 6binu npoge-
MOHCTPMPOBAHBI ABE KOHKYPHUPYIOLMe (M B paBHOM CTeneHH
NpWEBREKaTeNbHbIE) NAPAAWIMBI, OKO3ABLIME €ABA NN He
TMNHOTUYECKOE BO3[ENCTBME KOK HO 3PEfbIX ABAHTAPAN-
CTOB, TAK M HA HeoduTOB. Peyb MAET O cynpeMaTyeckmx
nonotHax Kasummpa Maneeunya ¢ ux peako o4epyeHHbIMM
reOMeTPUYECKUMM SIEMEHTOMM M KHOBBLIM LIBETOBLIM pea-
namom»? u pabotax Bnagumupa Tatanna: «KusonmcHbix
penbedax», COCTABNEHHbIX HA MIOCKMX MOBEPXHOCTSIX M3
Pa3HbIX MATEPHMANOB (AepeBoO, METanN, NPOBONOKA, KOXA),
u «KoHTppenbedax» — GecnpeameTHbIX KOHCTPYKLMSIX, HO
yxe 6e3 nnockoit Hecylen ocHosbl. HecMoTps Ha o4yeBua-
Hble PA3NMuKna Mexay MHHoBauMsMu Manesuya u Tatnunua,
060 Xy[OXHMKA CXOAHBIM OBPA30M UCMOMNb3OBAMM YITIOBYIO
4OCTb NOMELLEHUS (Yron KK «apXMTEKTYpHOE Lenoe»°), rae
Manesuy nosecun «HepHeiit ksagpat», a TatnnH yctaHosun
«Yrnoeble KOHTppenbedbi», B 4eM, COBCTBEHHO, U NPoO-
SBMNACh o6LLas 415 HUX HEYAOBNIETBOPEHHOCTb CTATUYHBIM
NPOCTPAHCTBOM CTAHKOBOM XMBOMMUCH.

Popuenko & «0,10» He yuacTsoean, ero gebiotom ctana
BbicTaBka «Marasuu», yctpoertas secHoit 1916 ropa Tar-
mvHbiM. Cpeau BbICTABNEHHBIX TAM PAB6OT BbifM OTKPOBEHHO
pekopatmeHble Kybuctckue konnaxu 1915 roaa, ckpomHbie
Mo CPABHEHMIO C peBosntounoHHbIMM 3asBkamMMu «O0,10x».
Hanpotue, ero cepus pucyHkoB — matpuyHble HaGopsi
MPSIMBIX U KPUBbIX JIMHUIA, BEIBEPEHHBIE C MOMOLLBIO LMPKYst
M NIMHENKU, — OKA3aNaCh He MeHee HOBATOPCKOM: B HeM
XYAOXHWK BOBUICS pAAMKANM3ALMM TEXHUKM M MATepUana.



B 1917 rogy, norpyxeHHbii B paboTy Hag obLiecTBeHHbIMM
NPOEKTAMM, OH HAMMUCAN UL HECKOMBKO KAPTHH, B KOTO-
PbIX TPOJOIKA OBKATLIBATL CBOIO NEPBYIO KOHCTPYKTUBUCT-
ckyto popmyny, BKOUaBLYIO B cebsa paboTy ¢ anMHerKoM
M 06paboTKy NOBEPXHOCTU «KMEXAHUYECKMM MOKPLITUEM
Kpackoit». Te e MeTopabl oH ucnonbsosan B «Komnosuumm
N2 47», rae nogyepkHyTa BAXHOCTb AEPEBSIHHOM HECYLLEH
OCHOBBbI 1 €€ NMPSAMAsi CBA3b C KOHCTPYKTUBUCTCKUMM MPUHLM-
namu. «Komnosuums N2 47, noctpoeHHas u3 Habopa nps-
MOYTOJIbHMKOB, YCTPEMIIEHHbIX BBEPX BAOJb BEPTUKAILHOM
ocK, NpoTUBOPEUHT peLenty Marnesuya, npegnonarasiiemy
DPOHTANLHOCTL PENPE3EHTALMM C KMOABELIEHHBIMM MIOCKO-
ctamu». McnonbsosaHHble B paboTe maTepuansl NpuaaioT
el oLy TUMYI0 aTMOChEpPY OCA3UEMOCTH, BELLECTBEHHOCTH;
MMEHHO OHM MOLATOTOBMAM NOYBY A1 NEPEMELLEHMS KAPTHHBI
B PeanbHOE MPOCTPAHCTBO.

PopueHko Bce yBepeHHee ykpennsn cBoto penyTta-
UMIO B QBOHTAPAHONM Cpefie, MOMyTHO BCTYMMB B KOHQAMKT
¢ Manesunyem 1 nogpyxmslimcs ¢ Bacunmem KanauHckum;
BpoyeM, nx Apyxbe cyxaeHo 6bino BCKOpe pacnacTbes.
K koHuy 1918 ropa «HepHbiit ksagpat» Manesuua cae-
nancs NpeAMETOM PA3HOMACHIA Cpean npusepxeHLes bec-
npeameTHoro uckycctea. Poguerko n gpyrmx becnpegmert-
HMKOB CMYLLOJA KOHLENTyasbHas cocTasnsiowas «HepHoro
KBOAPATA», A TAKXE TO, KAK Manesny nonb3osancs LBETOM.
Conpotuenssace «Ksagpaty», Poguerko Taroten k 6onee
TEMHOM NANUTPE; STOT NPOLEeCC yBeHuancs cepueit «HepHoe
HQ YepHOM», B KOTOPOW BeckpaiiHee 3ATEMHEHME CTANO
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QHTMTE30M JIOKANM30BAHHOM ThMbl, 3ACTbIBLIEN HO Benom
doHe kak B «HepHom kBagpaTex». Bapbupys nnotHocTH
PA3MMYHBIX OTTEHKOB YEPHOTO U KOPUYHEBOTO M OKLEHTUPYS
MHAYCTPUANBHBIA, MEXAHWUYECKU-YTUIUTAPHBIA MOAXOA, K HA-
HeceHuio kpacku, PoaueHko pelwmtensHo oteepr onpegene-
Hue GaKTypbl KOK OTNEYATKA YHUKANBHOM PYKM XYLOXHHMKA.

B 1919 rogy PopyeHko pelunn BCTYnnTb B KOMMEKTHB
XKUBCKYNbNTAPX, A€ BHAMATENBHO M3Y4YANMChb XMBOMMUChH
M ee Teopuu, € TeM Y4TOBbI O3HAKOMMUTLES C POPMATbHBIMM
LBOCTUXEHUIMU XYAOXHMKOB-MOAEPHUCTOB M MPOM3BECTH
peBoNOLMIO B TPEXMEPHbIX McKyccTBax. [Tonoxenne Pop-
yerko B Xueckynbntapx'e 6bi10 0cobbiM: OH Bbin cocTo-
ABLUIMMCS XYAOXHMKOM, 30HUMABLIMMCS BecnpenmeTHOM
XWMBOMMUCBIO, QBTOPOM NepBOi cepum «[1pocTpaHCTBEHHbIX
KOHCTPYKLUMi». VX OH CKOHCTPYMpOBAN M3 KAPTOHA, KO-
TOPbIA BNOCIEACTBMM 3AMEHMN GAHEPOM, COEAMHMUB reo-
MeTpuyeckue Gurypbl Tak, 4Tobbl UX MOXHO BbINO Nerko
pasobpats. XoTs 31 paboThl, BLIMONHEHHbIE B LBETE,
nepebpachiBani MOCT MEXAY XMUBOMMUCHIO U CKYNbNTYPOH,
MX XPYNKAsi NPUPOAA C TPYAOM BMMCLIBANACH B CKYTbMTYpP-
HblE KQHOHBI CBOEro BpeMeru, 3a uyto KaHanHckui Hassan
5TOT XOHP «3KCMEPUMEHTANBHOM TEXHUMKOM». ApXuTek-
TypHble YepTexu PogyeHko ABMranuce ot abBCTPAKTHbIX
HebockpeboB K KOHKPETHBIM CTPOMUTENBHBIM MPOEKTAM —
Takum, kak Cosgen (Jom CoseToB) v ynuuHbie KMOCKH.
Mocne Toro kak ABYx- U TpexmepHbie GecnpeameTHbie
paboTbl PogyeHKo oka3anm BAMsIHUE HA €ro APXMTEKTYPHbIE
MAEN M OKCOHOMETPHIO CTPYKTYPHbIX 3/IEMEHTOB, PELLETKM



10 («kneTku») v NpsiMble NIUHUM, UCMONB3OBAHHLIE B PUCYHKAX

Xueckynsntapx'a, MATEPUANM3OBANMCE B €r0 MONOTHAX,
30CTABMB XYAOXHMKA OTOMTUOT «XKMBOMMCHOCTH» MAO-
CKOCTHBIX KOMMO3MUMI M CO3AATb KAPTUHBI (KOHCTPYKLMK)
C nnHKUaMu, Bowepwme B cepmio «JlnHmnnam». Kak cneacrewe,
8 1920 roay PopueHrko Hasean nuHuio «HOBOK (M nocnep-
Hel) dopmoit BecnpeameTHoro UckyccTeax. KanamHcekmit
sctynats B KuBckynbntapx otkasasncs, ogHako Poauerko He
n3bexan AABNEHMs, KOTOPOE OKA3bIBAN ABTOPUTET CTAPLUE-
ro XyAOXHMKA — KYMMPQ APXMTEKTOPOB STON OPraHU3ALMN.
B 1919 roay onu c Bapeapoit CrenaHosoit nepeexanm
B kBaptupy KaHauHckoro, otyero xynoxHuku ewe 6onee
cbnmamnmcs — obcTosTenscTBo, noaronkHyewee Poguerko
K SKCMPECCMOHMU3MY, C KOTOPbIM OH 3KCMEPUMEHTUPOBAS
n npexpe. PucyHku Tywbio, nosiBuBLUMECS B STOT NEPUOA,
CpofHM NonyabCTPaKTHBIM FOPOACKMM nersaxkam KaHamH-
CKOrO, KOTOPbIE TATOTENM K HECKOMbKO Bonee oTpeLeHHOMyY
BUAEHMIO MOLLEPHM3MA, NPOTUBOPEUMBLIEMY OTHOLIEHMIO
PopueHko k apxuTekType Kak K MPaKT1Ke, onpepensiemon
cneundprKoit MeCTa U OTKIIMKAIOLLENCS HO KOHKPETHBbINM COo-
LMOKYTIbTYPHBIA KOHTEKCT.

Becroit 1920 ropa 6bin co3naH MCCNEROBATENLCKMUA
nuetutyT MHXYK (MHCTUTYT XypoxecTBeHHOM KynbTypb).
Ero nepsbim npesnpeHtom, a Takxe aupektopom OT-
[ena MOHYMEHTANBHOTO McKyccTsa cTtan KaHaMHCKMMA.
CoTpyaHukM MHCTUTYTa, B UxX uncne Popderko, Jlio6osb
Monosa u Bapeapa CrenaHoea, cHOYANA NONHOCTLIO
noAAepXanu NPorpammy csoero aupekropa. MogobHo
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unenam Xusckynsntapx'a, KanguHckuit otctansan mpeto
CHMHTE3A M30BPABUTENBHBIX UCKYCCTB, K CMEKTPY KOTOPBIX
OH J06aBM MY3bIKY, NO33MI0, TEATP U Xopeorpaduio.
D70 He MOrNIo He MMNoHKpoBaTL Poguerko, 1 6es Toro
MHTEPECOBABLUEMYCS TUTEPATYPOM M TEATPOM, O TAKXE
Yy4YQCTBOBABLUEMY B JMCKYCCMUSIX O B3AMMOCBS3U MEXAY
XMBOMUCHIO U My3bikoi, koTopble npoxoaunu B MHXYKe
B oks6pe 1920-ro. Y1o kacaetca Hamepenni KaHauH-
CKOTrO COEAMHMUTL UCKYCCTBO C MCUXONOTUEN, TO OHMU Ha-
TONIKHYJIUCh HO PA3HOMNACKS: STOT NOAXOA NPEACTABMANCS
PonyeHko HEHAYYHBIM M MPOTUBOPEUMS EFO PACTYLLEMY
XENAHWIO NOCTABUTL CBOM POPMASIbHBIE SKCMEPUMEHTbI HA
cnyxby ytunutapmamy. Yerpemnenns KanguHckoro Hocunm
MOXOXMM XAPAKTep — C TOM NULIb PA3HULEN, YTO OH HA-
CTAMBQI HA CTATMCTUHECKOM OLLEHKE TOTO, KAK NPONeTapuar
BOCMPUHUMAET GOPMANbHBINA S3bIK MOAEPHM3MA. Tak mau
MHaYe, «3KCMepuMeHTanbHas ncmuxonorus» KananHckoro,
OCHOBOHHASH HA AOSITOCPOYHBIX UCCIEA0BAHMSIX, WA BPA3-
pes3 C HeyeMHOM TAroi K NPOU3BOACTBY, CBOMCTBEHHOM ero
6onee MONOALIM KOMEraM.

3HameHuTbie 4e6aThl O KOMNO3ULMU U KOHCTPYKLMM
Havanucs B MHXYKe 1 auBaps 1921 ropa, sckope nocne
obpasosanus Pabouer rpynmnbl o6bekTMBHOrO aHanusa. Ee
uneHbl B36yHTOBANMCH NPOTUB ofepxumocTn KaHanHckoro
NCUXONIOTUEN BOCMPUSITUS, YTO M MPMUBENIO K €ro yxofy M3
MHXYKa B cepenute aHBaApsl, KOrAA OH MOHSI, YTO €ro
BAUSIHWE B MHCTUTYTE CTpemuTensHO ocnabesaet. Hecmotpst
HO OMACEHMs, CBSI3QHHbBIE C TEM, YTO XYAOXHMKM «MOTYT
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Mexgay uneHamu Paboueit rpynnbl 06bekTMBHOrO aHANM3a
6bIIU MPOHUKHYTbI UHKEHEPHOM PUTOPUKOM, HAMPABAEHHO
MPOTMB YUCTO dCTEeTHYEcKOoro noaxoad. [Nonauany Pogyerko
«OTPULLAN NPABOMEPHOCTb KOHCTPYKLMMU B KMBOMUCH»,
HO 4yTb no3xe B cBoei Hbpowiope «JIuHusa» nepecmoTpen
STOT KATErOPUYECKMI BbIBOA, CKA3AB: «YXO[ XMBOMUCH OT
M306PABMTENBHOCTU MOBAMSN HA BCIO CTPYKTYpY NpouU3Be-
AEHUs B LENOM, NPUBAMXKAs ero K KOHCTPYKLMM U OTOABUIaS
BCE [a/bLIE M AASNblUe OT KOMMNO3ULMOHHOTO MPMHLMMA
noctpoenus».® Kak rosopunocs Bbiwe, k GopmanbHOMy
PA3rPAHMYEHMIO MEXAY XMBOMMUCHBIMM KOMMO3ULUSIMM
M XMBOMMUCHBIMU KOHCTPYKLUMAMM OH npuwen B 1919 roay,
CO3[0B NEPBYIO CEPUIO JIMHENHBIX KOPTUH, KOTOPbIE HA-
3BAJ «MPOHYMEPOBAHHBIMU KOHCTPYKUMSMM». HasBaHKe
NOYTH HOBEPHSAKA BbINIO HOBEAHO PABNMYMUIMU M CXOACTBAMM
MeXay 3TUMM KOHCTPYKLUMSMM M MPOHYMEPOBAHHbBIMKU KOM-
nosuumamn KangmHckoro, pasHo Kak 1 Heob6XoAnMMOCTbIO
NPOBECTU MEXAY HUMM YEpPTY.

Moka wnu pe6batel 8 MHXYKe, Ponuenko cospan
MHOXECTBO PUCYHKOB, B KOTOPbIX OTPA3MAUCH ero nabo-
PATOPHbIM HACTPOM M TBEPAOE HOMEPEHME HEMELJIEHHO
NPOBEPUTH BbIABMHYTbE TEOPUK. HekoTopbie M3 STUX KOH-
CTPYKTUBUCTCKUX PUCYHKOB BbiiM PEAnM30BAHbI HO XONCTE
C TOYHOCTbIO, NPUCYLLEA MHCTPYMEHTAM YepTEXHMUKA
M KaNibKe; XMBONUCb GAKTUYECKM NPEBPATUIACH B UHTEN-
NeKTyanbHbIM, NULIEHHbIA 3MoUMIA Npouecc. MiMeHHO 3To
HOYYHO-XYAOXECTBEHHOE OTHOLWEHME K HecnpeameTHoOM
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XWUBOMMUCH, HAPSIAY C MOHUMOHMEM BAXKHOCTH SKCMEPHUMEH-
TANBHOTO PUCYHKA ANt KOHCTPYKTUBM3MA, COMYTCTBOBANO
3APOXAEHMIO Maen W NnaHa BeicTaskn «5x5=25» (1921).
OHa 6bina pas3buta Ha ABe 4acTi (MOAOTHA BLICTABASAUCDH
B ceHTsibpe, paboTsl Ha Bymare — B okTa6pe) 1 BKOYANA
B cebs paboTbl nsTM xynoxHukos: J1. MNonosoit, A. PogueH-
ko, A. Dkctep, B. CrenaHosoi u A. BecHnHa. CmeHsslia-
acsl 3KCNo3nuus nokonebana He3bi6NeMoCTb My3enHbIX
NPABMA, NPEANONAraBWMX CTATUYHOCTb, O TAKXE CTATYC
My3es Kak «xpaHummia [...] yHuku [yHukansHoro]», 6na-
ropaps Yemy oOH «npespalaertcs B apxus»’. Mokas nno-
CKOCTHbIX PaBOT C Liefblo OTPEYEHMS OT HUX NMPEBPATHN 3Ty
3MOXANbHYIO BbICTABKY B EKOHCTPYKTUBUCTCKMI MPOEKT,
Tem Bonee 4TO OHA BKMOYANA B cebs TOT CAMbIN MaTe-
puan, koTopsii 6bina npuseaHa otpuuate. Cpean pabort
PoaueHko, BeicTaBneHHbix Ha «5x5=25», 6bina BU3yansHO
ackeTtnyras «KoHctpykums N2 126», oanH-eAMHCTBEHHDIN
6enbiit 3ursar, GblOWMI B HENPOTTSAHO-YEPHYIO NMOBEPX-
HOCTb, CNOBHO MonHMs. B kaTanore Takxe ynomsHyTa
kaptvHa «KneTka», BnocneacTtenu yrepsannas (cTpykTypa,
npueHeceHHas PogyeHko B AByMEpHOE UCKYCCTBO M3 apXu-
tektypbl B 1919 r.). Coenae akueHT Ha «kneTky»'® 8 3ToM
nocnefHen 3KCNo3nLMM KOHCTPYKTUBUCTCKOTO MCKYCCTBQ,
PopueHko noctaeun ee HapaBHe C NMHWMEN B OOMH paf,
C 3M61eMaMM MOAEPHU3MA, <MATEPUANU3MA, HAYKM U NO-
rku»'!. Kpome Toro, Ha BeicTaske «5x5=25» oH Bnepsbie
NOKA3Q TPUMTUX, COCTOSILLMIM M3 TPEX «TIAAKMUX BOCOKY,
BbIKPOLUEHHbIX B «4UCTbIM KPACHbBIM», «HUCTbIM XENThIA»
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[OrO MONOTHA OAHWUM OCHOBHBIM LBETOM, MPUTOM MEXAHM-
4EeCKMM CMOCOBOM, TEM CAMBIM YYPEAMB CAMY FEOMETPHIO
XOJICTA B KAYECTBE M3MEPUMOTO $puU3NYeckoro obbekTa.
Bnaropaps uBeToBOM peayKuMM «rNAAKMEe BOCKM» CTANM
NOCNEeSHAM MTPUMEPOM «KAPTUHbI-BELLM» B TBOpYecTae Pog-
YEHKO M NEPBLIMA MOHOXPOMOMM B UCTOPUM MOAEPHM3MA.

1921 rop 6bin He NyyYWKUM BpeMeHeM Ans Toro, 4Tobsi
NPEANPUHUMATE <TUTAHTCKME BecnpeLeaeHTHble SKCnepH-
meHTbi».'2 Tak, B xporuke Oaurn Beprosa «Kunonpaega»
1921-i otkpbiatoT Tpu 3actasku: «fonon», «Heypoxai»
M «3SnuaemMusi»; 30 HUMK cneayet «Hosas skoHOMMYecKas
nonutuka». HI BBenu B TOT rog BCneacTeme yrnomsiHyTbIX
KaTacTpod; OH BKOYAN B CEOS 2NEMEHTH KANUTANUCTH-
4eCKOM 5KOHOMMKM, MAPAAOKCASIBHO CO3BYUYHbIE UCTOPH-
yeckoi ¢pase JleHnHa o6 skcnaHcuu GonblueBU3MA 0
PEBOMIOLMM: «LIAT Beped, ABA Wward Hasagy. CTpemnetne
K MOCCOBbIM [1€/CTBAM B NPeOBPAKEHHOM KOMMYHMUCTHYE-
CKOM ropoge CTano 4acTbio KOHCTPYKTUBUCTCKOTO NEKCUKO-
HQ M NONYYMNO TEOPETUYECKOE OBOCHOBAHME B COMMHEHMSIX
Anekces [ana. B 1922 rogy on onybnukoean Tpaktat
«KOHCTPYKTUBIM3M» — CEMMAECITUCTPAHUUYHYIO «ArUTKHUTY»,
MOJSIHYIO MHBEKTMB B OAPEC MCKYCCTBA M TBOPYECTBA, KOTO-
pble HOKOMWUAKCL Y ABTOPA 30 BpeMsi paboThl PEAAKTOPOM
rasetbl KAHAPXusI», rAe, NOA NCEBLOHMMOM AHTH, neyaTancst
Popuyetko.

KoHcTpykTHMBM3M nepeonpepenun psip akTyanbHbIX
MOHATUIM, TAOKMX KK GaKTypa, M 06O3HAUMN COBEPLIEHHO

Anekcanap Popuenko
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HOBOE Nnore AesTeNbHOCTH, KyAd CNEfOBANO HALENNTL YCH-
NN XYAOXHWKOB: MOCCOBbIE AENCTBA M JOKYMEHTANbHOE
KMHO. [aH HeyCTAHHO JeMOHCTpUpoBan To, Kak becnpesn-
MeTHOe TBOpYecTBO PofueHKo CBA3AHO C KMHOAMCKYPCOM
M C KONMEKTUBHBIM hOpManm3mom rpynnsl Beprosa, unebl
KOTOpO# Ha3biBanu cebsi KUHOKAMM. DTO, B YACTHOCTH,
kacanock «[1pocTpaHCcTBEHHbBIX KOHCTPYKUMI» Pogyerko,
KoTopble [aH OCBeLwan B CBOEM exeHeaenbHoM (Hegonro
npocywectsosasweMm) xypHane «Kuno-boTt», nepenme-
HOBOB MX B «MPOCTPAHCTBEHHbIE BELM» C HOAMEKOM HA
BO3MOXHOCTb MX MPAKTUYECKOro npuMeHeHus. Popuerko,
opOpMMBLLKIt Heckonbko obnoxek «KuHo-pota», TyT xe
NpuHsn uaeto f[aHa, NOAYEPKMBABLLYIO BO3MOXHOCTb YCTd-
HOBKM 3TWUX MPOCTPAHCTBEHHBIX KOHCTPYKLMI B MyBANYHOM
NPOCTPAHCTBE C LENbI0 ero peopranmsaumu. Nonunmas,
YTO KOHCTPYKTMBMCTAM TPYAHO BLIATM HA OBLIE[OCTYNHYIO
ropoackylo apeHy (Mo SKOHOMMYECKMM, O MOPOM M NONK-
TMYECKUM NprunHam), Poguerko cuutan paborty Haa poky-
MEHTQsbHBIMU PUIBMAMM — XPOHUKAMM YPBAHUCTUYECKOTO
naxawadTa — BTOPLIM MO BAXHOCTHA NPUMEPOM KOHTAKTA
C peanbHoi kmn3Hblo. OH C FOTOBHOCTbIO NPEAOCTABMI CBOM
CTAHOOPTM30BAHHbIE MPOCTPAHCTBEHHbIE BELLM» B PACMO-
psixeHne Beptosa, cHumaswero «Kunonpasay». Cnepys
laHy, BeTpos Hasbisan ceoi Gpunbm «knMHoBewsHo [...] koTo-
pas cosgaet cama cebs»'®. Cuna 3Toi KUHOXPOHWKM — B ee
NAapagoKcanbHON AUXOTOMUM: MOMMMO MCTOYHWKA MHOP-
MALWKM, OCHOBOHHOM HA GAKTAX, XPOHMKA, MO 30MbICITY
Beprosa, monxHa 6bina GbiTh elue M ONTUYECKM CKOHCTPY-



16 wposaHHo. BHyTpu 3TOro Habopa onTuyeckux nuHmit (Ha-

NPABNEHUHA, MAPLWPYTOB) TUTPBLI MKW PA3BUBANMU CIOXET.
YTo6bl MCNpaBKTL 3TOT HepgocTaTok, PofyeHko ckoHCTpy-
MPOBAS ONTUYECKME MEXAHM3MbI, MOJb3YSCb PELIETKAMM
CBOMX MPOCTPAHCTBEHHbIX KOHCTPYKLMM, BHYTPU KOTOPbIX OH
PO3MECTMI TIEMEHThI TEKCTA, COCTABNIEHHOTO C MOMOLLbIO
HOBOTO KOHCTPYKTUBMUCTCKOTO WPKUPTA. ITO CHUBENMPOBASO
AMOAKTUKY TUTPOB, NPEBPATUB TEHM, KOTOPbIE TUTPbI OT-
BpACLIBAMM HA CTEHbI, B ABCTPAKTHBIE PPArMEHTbI 0BLLErO
LEeNoro, CocTaensslero GakTorpapuyeckyio TekcTpypy
«Kunonpaegpi».

B 1923 ropy Brnaammmp MasikoBckuit ocHoBan Xyp-
Han «JIE®», roe nybnukosanucb matepuansl No TeOpUu
NPOM3BOACTBEHHOIO MCKYCCTBA M AEMOHCTPUPOBANMUCH
ero BoamoxHoctu. Aetopsl «JIE®@a», kputuku 1 nostsl,
Xenasi HaMNeYaTaTbCsi MOf, KOHCTPYKTUBUCTCKUMM OBIOXKA-
MM, CAENanu TMNorpadpuky OAHOM U3 BAXKHEMLIMX CTOPOH
HOBATOPCTBA B KOHCTPYKTMBM3Me. XoTs PogueHko ctan
nocTostHHbiM coTpyaHnkom «JIE@a», ero obopmnenne He
6bINO OAHOPOAHBIM HU MO POPME, HI MO COAEPXKAHMIO U,
no cnoBam TeopeTHka M pepaktopa Hukonas Yyxaka,
«CNyXuno ogHoBpemeHHo pesoniounn n HIMy». ' Tak Bos-
HWUKIM PA3HOOBPA3HbIE IPAPUUYECKME CTUIM, HEKOTOPBLIE U3
KOTOPbIX PE3KO PACXOAMIINCE C CEMAHTUKOM KOHCTPYKTH-
BM3MQ: B HMX 6O HOBNIOAANCS BO3BPAT K HATYPANAMUCTH-
4eCKOMY M306pPaXEHMUIO C U3BBITOUHBIMM MOBCEAHEBHBIMM
noapoBHOCTIMM, TMBO MCMONB3OBANCS SKCMPECCHOHU3M,
KOTOPbIA KPUTUKM — CTOPOHHWMKM MPOU3BOLCTBEHHOTO

Anekcanap Popuenko
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uckycctea spofe bopuca Apsatosa — ycnenn ocyauts.
IusaitHepckuit meton PopyeHko orpaHuymnBancs AByms
NPOTMBOMONOXHBIMUA XAHPAMM, B KOTOPbIX PACPOCTPA-
HSTMCb MPOMAraHAMCTCKME cooblueHus: BecnpeameTHbIMM
dopmMamu U poKyMeHTanbHbiMK poTorpadusmu. M sce
Xe MeTaMopdo3bl rpapuyeckoro opopmIeHus o3HaYanu
BO3BPAT KOHCTPYKTMBMCTA B COBCTBEHHYIO MACTEPCKYIO,
3a paboumit cTon — Metamopdo3sa Toro poad, KoTopas
NPOTMBOPEYMIA CAMOW MAee NMPOU3BOACTBEHHOIO MUCKYC-
CTBO KAK AEMCTBEHHOTO Y4ACTUS B PEASILHOM XM3HU. DTO
He nomewano Ocuny bpuky B ctatbe «B nponssoactso!»
yTBEPANTL rPadUUYECKMI AN3ANH B KOYECTBE KKOHCTPYKTM-
BMCTCKO-NPOM3BOACTBEHHOM» MPAKTUKM, NPU3HAB ero Bes-
YCIIOBHYIO QrMTAUMOHHYIO Molb. bpuk conpoeoamn ceoit
TeKCT obnoxkamu pabotsl Poguetko, Bknouas o6noxky
k «KoHcTpykTBMamy» faHa. Tem cambiM oH noaTBepAMA
cobCTBEHHOE HenpHsiTie BYPKYasHbIX «<KAPTUHOK» MU «OPHA-
MEHTOB», MOAYEPKHYB NPUBEPXKEHHOCTb K BecnpeaMeTHOMY
odopmuTENbCKOMY MeToay. B 3akntoueHnn K ynomsHyTo
cratbe bpuk nocrasun nponetapuar B oauH psig ¢ COBET-
CKMMM «NOTPEBUTENSIMM», TEM CAMBIM MPULAB NETUTUMHOCTb
B3OMMOOTHOLLIEHMSAM MeXAY CMPOCOM U MPEATOXEHUEM,
XAPAKTEPHbIM A7 KAMUTANUCTUYECKOM SkoHOMMKM. Cnosa
Bpuka noptBepxpanu ToT $akT, 4To NedOBCKMI MPOEKT
«KU3HECTPOMUTENBCTBA» KOHTPONMPOBANCS KOHCTPYKTUBM-
CTAMM AANEKO HE MONHOCTbIO.

PoaueHKo pasmbllwnsii o TOM, KAk NepecTpomnTb MU Mo-
BCEHEBHBIX BELLEH, HO Y €ro uaei Hbio MAno LAHCOB HA
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B XypHane «CoBpeMeHHas apXUTEKTYPa», PEAAKTOPOM
KoToporo 6bin [aH, NpULWAK K BEIBOAY, Y4TO «B HALWEMN CO-
BETCKOM MPOMBILNEHHOCTH HET CMELMAnUCTOB, CNOCOBHbIX
paboTaTh HAA PALMOHANBHON KOHCTPYKLMEH KAXKAOAHEBHBIX
BELLEM, TaKMX, KOK 0B6CTAHOBKA XMIbIX, paBOYMX U TOPrOBbIX
MOMELLEHMI, O TAKXe TPAHCMNOPT, MIOWAAK, YMLbl, NAPKH
n T.a.»."5 Ho B koHue 1920-x ropoe Poguenko yteepxaan,
4TO BelLM, 30yMaHHbIE U cnpoekTupoBaHHbie OtaeneHmnem
pabotsl no metanny BXYTEMACa, Toxe He yaacTtcs BBecTu
B NPOM3BOACTBO; O KOHCTPYKTUBUCTCKMX BELLAX OH FOBOPUN
B KOHTEKCTE TEATPANbHOTO PEKBU3MUTA. «B opopmneHmu
[cnekTakna] “MHra” s noctasun nepen coboi sapauy cae-
NaTh CKNAAHYIO AepeBsHHYIo Mebesnb, MaTepuan ans KOTOpOit
8 CCCP umeetcs B Gonblwom konuuectse. Metannuueckas
mebenb co CTeKNOM, CTONb MHTEHCMBHO pa3spabaTeiBaemas
Ha 3anage, 66N MHOIO OTBEPrHYTA KAK TPYAHO pearnu-
3yemas B Hawwmx ycnosuax».'® OH cornacuncs ¢ Tem, uTo
BOMJIOLLATL B XM3Hb SMBNEMATHYHbBIE KOHCTPYKTUBUCTCKME
MOfENM NOBCEAHEBHBIX BELLEN — TAKWX, KAK MPOM3BOACTBEH-
Has ofexaa, Mebenb, NpeamMeThl AOMALIHEro 0BUXOAA BPOae
CBETUMBHUKOB, — ClleayeT B NOCTAHOBOYHOM Cpege; ero pe-
LIeHWe CBMAETENbCTBYET O TOM, YTO COKO3 KOHCTPYKTUBUCTOB
C MPOMBILLIEHHOCTBIO HE COCTOSICS.

CoBeTckuit naBuAbLOH napuxckon MexayHapogHoi
BLICTABKM COBPEMEHHbIX AEKOPATHUBHBIX MU MPOMBILNEHHBIX
MCKYCCTB, OTKpbIBLIMICS B MioHe 1925 ropa, sknoyan
npoektbl PogueHko, B Ux uncne nHTepbep pabouero knyba

Anekcanap Popuenko
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M OM3QMH peknamHbix nnakatos. OpHAKO K TOMy BpeMeHM
PopyeHko yxe saHMmano gpyroe HanpaeneHne — ¢doTo-
rpadus, XaHp, B KOTOPOM eMy CyXAeHO Bbifo ChirpaTh
knoyesyto ponb. PogueHko nprobpen ase kamepsl nuLb
K KoHUy noe3spku B [apux.'” 9To — 0fHO M3 BO3MOXHBIX
06bSICHEHMI TOMY, YTO BPEMEHM HA CbemKy BUAOB [Tapuxa
HOBbLIMM QNMNAPATAMM Y Hero Bbino HemHoro. [lpyryio npu-
YMHY €ro HEXesaHMs 3aMNeYaTNeBaTh KFOPOJ, CBETA» MOXHO
0BHAPYXM1Tb B OKBAPENBHOM ABTOMNOPTPETe-KapuKaType.
Ha Hem Popuenko nporynueaetcs no Mapuxy, aepxa ¢oto-
annapaT, Kok OH BMOCNEACTBUAM BbIPA3MICS, «HO YpPOBHE
nyna». ABTop 3aneyarseH B COCTOSIHMM BOCTOPra OT Mo-
KYMKM; B MUCbMOX OH XBACTANCS TEM, 4TO Tenepb cnocobeH
nepemeLiaTecs Noectogy B kavecrse ¢potorpada. OpHako
MPUCYTCTBYET TYT M HACMELLKA Hag, GpUrypor TypucTa, He 06-
PeMeHEHHOTO MHPOPMALMEN U BOCNPUHUMAIOLLETO FOPOA,
Ha cyrybo BM3yanbHOM ypOBHe.

C Mockeo#, koTopyto PoaueHko 3Han Kak cBou nste
nasnbues M KoTopyto, kak oH nucan Crenanosoit u3 [a-
puxa, «Tenepb ewe Gonbwe nobun»'8, neno obcrosano
no-gpyromy. Cpasy xe no sosspatlerunn ns [apuxa oH
onpobosan HOBbIM POTOANNAPAT, CHAB BOCbMMITAXHOE
3n0HMe ¢ BANKOHAMM, TAe NPOXMBANM NPENOfABATENM
BXYTEMACa. B nonyunslumxcs potorpapusx, obbeanHeH-
HbiX B cepuio «3aaHne Ha MsicHuukoi», matepuanusosa-
n1cb abCTPAKTHBIE ApXUTEKTYpPHble dpaHTasmnu Poguerko,
noceLaBLUME ErO B NEPUOS, COTPYAHNYECTBA C KONEKTUBOM
Kueckynbntapx'a. Hensxuroe crpemnerme k aberparnpo-
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K, AaHHAs PoaueHKo coBCTBEHHBIM YNMUHBIM PpOTOrpadusim
PopueHko: «B nepBbix pOTO — BO3BPALLEHME K ABCTPAKLMM.
®Poto — noutn becnpeametHblie. Ha nepeom nnaxe crosinu
3apaun Komnoanumm».'? CKNOHHOCTb K ONTMYECKOM TPAHC-
rpeccumn nepeknukanacs y PogueHko ¢ nHTepecamu Takmx
eBponeicknx potorpados, kak Jlacno Moxon-Hags n Anb-
6ept Penrep-lMary.

Brnnote po 1928 roga Popuenko He cnewunn oTka-
3bIBATLCS OT dopmManunama B otorpaduu, XoTs 3TO He
COOTBETCTBOBANO KOHOHAM M JOTMOM COBETCKOM [OKYMEH-
Tanuctmku. o MHewnuto bpuka, Popuerko otopsancs ot
06LecTBEHHbIX TPEBOBAHMI BPEMEHM B MOMbITKE paspe-
LWIMTb XXMBOMMCHbIE 30A4M C NOMOLLbto poTorpadmyeckoro
azbika. Kputuk u potorpag Cepreit Tpetbsikos cuutan, uro
PopueHko yBsi3 B 3cTETUYECKMX MOUCKAX M 3a6bIN 06 yTHAK-
TAPHBIX LEensx, cToswmux neped potorpadueit. B otset Ha
3Ty KpuTHKY Popdenko noceatun cebs pabote Hag nepuo-
OMYECKUMM U3LAHUSIMM, TAE OH BHEAPSA CBOM pOPMarbHble
npuemsbl aaxe ¢ 64nblIEN MHTEHCMBHOCTbIO. BbicTynas Ha
cobpanmu rpynnsl «Oktabpb» B8 1930 rogy, oH kpaTko
chopMynMPOBAN MPUHLMMEI PABOTLI, MPUMEHSIBLUMECS MM
B MPOMBbILLIEHHBIX POTO, KOTOPbIE AENANMUCH AN PASMMUYHBIX
NepUOAMYECKMX M3AAHMI B rogel nepeoit natunetku. [Mpen-
nucanus Poguerko 6binn Takosb: «PoTorpadbuposats He
babpuky, Ho camy paboTy ¢ Hanbonee BbIrOAHOM TOUKM |...]
4To6bl MOKA3ATh BEAMYME MALIMHBI, criegyeT He $poTo-
rpadupoeath ee BClo, a Aenatb cepun kaapos».’° Kpome

Anekcanap Popuenko
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TOro, OH NOAPA3AENsN POTOXYPHANM3M HA ABE KATErOPUM:
dboToKaApEkl, 30 KOTOPLIE OH BLICTYNAN, U GOTOKAPTUHBI,
KOTOpble KPUMTUKOBAS KAK HATYpANMCTHYECKHE M306pa-
XEHWUS PA3NMYHBIX BbITOBBIX cLeH. PparMeHTUpoBaHHbIE
¢doto PopueHko, nocesieHHble TPY[OBOMY NpoLieccy,
BOCMPOM3BOAMIN paboyee MECTO YOCTMYHO, MPUBOAS 3PH-
Tens B HefoymeHue. DTn doTorpadum coznasanu sdpdekrt
OTHYXXAEHMS, LEALWEro BpA3pes C XeNaHMeM 3PUTENbCKOM
QYANTOPMM OTHOCHTBLCS K HMM KOK K HOCMTENSIM CBSI3HOTO
HAOPPATMBA, U He CNOCOBCTBOBAM TOMY, YTODbI MX CMbICH
HeMeJIeHHO cumTbiBascs. [is 1eBoro Xy[oXHMKA 3TO nAtoc,
a He MUHYC, TeM 60oree YTO MALLMHBI, 3AAHMS M TIIOAM HA STHX
CHMMKAX «MOKA3AHbI KOK MATEPUANbHAS CUCTEMA B BEYHOM
B3aMMOAENCTBUM»?!, 4TO COOTBETCTBOBANO TPEBGOBAHMAM
XWU3HM, LENMKOM MOCBSALLEHHOM «(KOMMYHHUCTHYECKOMY)
nepexofy OT MOPSAKA, KOTOPbIA YHUYTOXAIOT, K MOPAAKY,
KOTOpBbIN CTPOST»?2. POAYEHKO CO3HATENBHO NLLIAN TEXHUKY
doTorpadMpoBaHmMs CNOCOBHOCTH BOCMPOU3BOANTL MHAM-
BMAYyQNbHblE YepTbl, 0bpesas poTorpadmrpyemblit 06bEKT
pamkamu kagpa. Ero rnasHoi sapaven 6bino nepeity
cpeacTsamm GoTorpadum rpaHmLbl UCTOPUYECKOM AEMCTBM-
TENLHOCTU M M306pPA3KTL MPONETAPMAT B KAYECTBE CHUIIbI,
06beMHEHHOM CTPEMIEHMEM K YTOMMM.

Mocne Bropoit BeicTasku doTtocekummn rpynnbl «Ok-
196pb» B 1931 rogy npecca obsuHmna Poguerko B «oT-
PULAHMM FIyEUHHOM NPUpPOAbl GOTOXYPHATUCTHKM» 22,
OcobeHHo goctanock ero sHameHutomy poto «loHep-
Tpybaux». OTa poTorpapus, cHITAs CHU3Y 1 OBpPe3aHHas Ao
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MEHT Tpybbl, YCTPAHSET KOHTEKCTYANbHYIO crneunduky ob-
pa3a M NOAPA3YMEBAET, YTO JIEBbIE SCTETUYECKME MAEAbI
BbIXOAST 30 PAMKM NIOBbIX HALMOHAMBHBIX 1 BBITOBLIX rPa-
HuL. Beero Tpu mecaua cnycta PogueHko BeirHanu M3 rpynnbl
«OkT96pb», 1 oH noanucan rogosoi gorosop ¢ M3OTM3om
Ha uarotossieHne potorpacpuit Mocksbl 1 APYrMx panoHoB
CCCP B konuuecTBe «He MEHEE COPOKA HETATUBOB B MECSLLY.
Pesynstatom cranu ase cepuu: «Hosas Mockesa» u «beno-
MopKaHan». B nepsyto BOWNKM XM3HEPAROCTHbIE MPOTYNKM
PogueHko no MogepHM3MPOBAHHOMY ropoay, TAe MOSBUMMChH
HOBEWLIME KOHCTPYKTUBUCTCKME 30aHMs, paboune knybbl,
OrpOMHbIE NAPKKM, MHOFOKBAPTUPHbIE LOMA M pabpuKH ¢ co-
BPEMEHHO TexHMKoM. [opoxaH — yalle Bcero pabounx —
PopueHko 3aneuatnen Gpuanyecku NOATAHYTLIMM, MOMHBIMM
SHTY3MA3MA, AEMOHCTPUPYIOLWMMM MPUIMB KONNEKTUBHOM
SHepruu, rae HeT MecTa oTdyxaeHuio. B sToit cepun, ¢ yme-
peHHbIM GOPMANM3MOM, AAH NOAPOBHBIN 0630p MHOXECTBA
ropOACKUX PAMOHOB M KAXKAOAHEBHBIX AN, TYT M306paxeHa
LETaNbHO OPraHM30BAHHAS COBPEMEHHAS XM3Hb, ONpeae-
NIeMas KOHKPETHbIM BPEMEHEM M MECTOM.

HokymeHTauus ctpoutensctea benomopkanana — ko-
JIOCCANBHOTO M YyTb JIM HE COMOrO BAPBAPCKOrO MPOEKTA
8 uctopun CCCP — cTana npoTMBOnonoXHOCTbIO MOCKOB-
CKOM CEpMM, ECNIN BCTIOMHMUTb, YTO MOCHEAHSS HANMOMMHANA
3aHaTHe PoTorpadueit paam yposonbcteus. [Nonavany
PogueHko He xoTen 6paTth 3aKas, HO NOTOM MPHHSIN peLue-
HWME OTNPABUTLCS B 5TH XONOAHbIE KPAsi B peBpane, CAMOM

Anekcanap Popuenko
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CYPOBOM Mecsilie, CIOBHO HOMEPMBLUMCL «OBBUHUTL 3M1yi0
Mpupopy»** Bo Bcex rpexax. OH Npuesxan Tyaa TPHMXAsI
M HW PA3y He BBICTYMUA C KPUTUKOM MO MOBOAY KECTOKO-
CTEM B OTHOLIEHWM PABOYNX-3aKAIOYEHHBIX (KAK YronoBHM-
KOB, TAK M MOJUTUYECKMX), MPUHSIB ODULMATBHYIO BEPCHIO
O «MEepPEBOCMUTAHUMY 3AKIIOYEHHBIX TPYAOM. Pesynbtratom
noesfokK crano orpoMHoe konnyectso — noutn 4000 — we-
raTUBOB, OTCHSITHIX MEHee Yem 3a rog. Jluwbe manas yacts
3TMX CHUMKOB 6bina onybnukosaHa B 12-m Homepe XypHa-
na «CCCP Ha cTporike».

lon cnycrtsa TpeTbsikos yrosopwun Pogyerko oTnpasuTbes
B Tuenuc. B teopusax TpeTbskoBa, CBA3AHHBIX C NPOMU3BOA-
CTBEHHBIM MCKYCCTBOM, pOJib aeicTeyiolero ¢potorpaca
NPOTUBOMNOCTABAAETCS MUCCHM TBOPL, UCKYCCTBY XK€ PeKo-
MeHayeTCst BbIMTH 30 pefesibl CTYAMMU, a 3HAYUT, OTOUTH OT
xueonucu. Mpepnoxerne TpeTbsikoBa OKA3ANOCh CBOEBPE-
MeHHbIM, Beab nocne Tarot benomopkanana Pogyerko rotos
6bll HAPYLWMUTL NPUCATY BEPHOCTM NMPOM3BOACTBEHHOMY
MCKYCCTBY, C TeM 4Tobbl BepHYTbCs Kk cebe B MOCTepCKyio
Ans BO306HOBNEHMS 3AHATUI XuBONUCHIO. BoT yto nucan
OH Yepes fiBe Hefenu nocne NpUrnaleHus TpeTbaKoBa:
«CerofiHa Hauan nMcate uMpk Ans cebs 1 ayman: ot bbi
NepBYIO KAPTUHY HAMUCATbL, LMPK YEPHOE C PO3OBLIM,
OrpOMHyto U cnoxHyio [...] saatem ctagnon “Ounamo”:
cepoe u seneHoe».?

Hanomuio, uto B 1921 ropy Popuenko pacnpasuncs
C XMBOMMUCbIO, HAMMCAB TPU MOHOXPOMHBIX XoncTta. M sapyr
OH BO3BPALLAETCS K XMBOMMUCH, AA €Lle K GUryPATUBHOM...
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Kypbe, a Heckonbko aHeit cnycTts 3asenset: «uiy cebay,
«YUTALO O KMBOMMUCH», KXOUYETCS HAYATb BCE CHOBA».2® 3nech
0CcobeHHO BAXHO ynomuHaHue nmenn Kypbe, sHameHuToro
$PAHLY3CKOro PEAnnUCTA U OAHOTO U3 OTLIOB MOAEPHHU3MA,
B0 MMEHHO ero UCKYCCTBO, YTO MOXHO BblfIO MPOTHUBO-
NOCTABMTE MECTHOMY PECNM3MY M akazemusmy. Poguerko
30XOTENOCh MMCATb KPYMHOMACIUTABHbIE MONOTHA U HE OT-
BJIEKATBCS HO MPOM3BOACTBO CKPOMHbIX dpoTorpadmit. On
KpUTMKOBAN KApTUHLI Anekcanapa [eiHeku, Ha3biBas mx
PACKPALIEHHBIMU CHUMKOMM, M YXACANCs NPy BUAE coupe-
QSIMCTUHECKOM XMBOMUCHU, OCHOBAHHOM HA KOMMPOBAHMM
¢ boTonsobpaxeHuin. «J xe He MOry MMCaTb fAXE CO CBOMX
boTo. 1 MHOrAA MLITAKOCH, HO 3TO e He TBOPYeCTBO» 2/, —
npusHasancs oH. K koHuy 1930-x rogos, korpa snacts
COLPEArnnCTOB B MCKYCCTBE OKOHYATENBbHO YTBEPAMIACH
HO MHCTUTYLMOHANbHOM ypoBHe, Pogyenko obpen ewe
6nbLUyto yBEPEHHOCTb OTHOCHTESNBHO TOFO, B Y€M OH C HUMM
pacxoamTcs. «9 No4YTH 3HAID, Y4TO HEe HAJO AenaTh, KAK
[Anekcangp] lepacumos u [Mcaak] Bpoackuii».?®

Ectb dakThl, B KOTOpbIE CErofHs TPYAHO MOBEPUTL:
SIMYHBIE QPXMBbI XYAOXHWUKA CBUAETENbCTBYIOT O TOM, YTO
c Havyanom 1940-x ropos NosBUAKCHL HOAEXAbl HA OC-
nabnexnne KOHTpons Hag KynbTypoi. Bo-nepsbix, rocy-
ACPCTBEHHbIE CPEACTBA M 3AKA3bl 4ABHO CTANM fO6bIYe
coupeanucTuieckon madmuu, Bo-BTOPbIX, MPEACTABUTENEH
QBAHIAPAHOM Cpeapl YAANOCh NPUPYUYNUTL UK UCTPEBUT,
B-TPETbMX, XecTKas KOHPPOHTAUMA (OHa Xe KoHKYpeHLus)
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MeXzy QBAHIAPAUCTAMM 1 PEANUCTAMM HECKOBKO YTUXAA.
Bo#Ha, Havaswascs B uioHe 1941 ropa, otenekna coupea-
JIMCTOB OT HANOAOK HA MoAepHUCTOB. [TofobHO MHOTMM
npyrvmm, Popdenko nokuHyn Mocksy, a rog cnycrs sepHyn-
csl, NonHbIM Hagexa Ha Byaywee. OpHAKO, HOYAB XOAMUTH
No oPUUMANBHBLIM YYPEXAEHUSIM, OH C YXOCOM OCO3HA,
YTO HMKTO HE MOMHMT, KTO OH TOKOWM, M €ro MCKYCCTBO HM-
KoMy He HyxHo. CoBepLunB ouepesHON BUPAX B CTOPOHY
KOH(POPMM3MA M MPOMAS KPYT YHU3UTENbHbLIX NpoLeayp,
TPOHMYALWMX C MO3OXM3MOM, OH K nety 1943 ropa BHOBb
BO3BPALLAETCS K OLyLWeEHMIO cebs Xy[OXKHUKOM-QBAHIap-
omcTom nesoit opuentaumu: «He 6biTb MHe [epacMmoBbiM
Hukorpa!»?® Tenepb oH TBepao pewun GbiTb «TAKAM KaK
npexae», To ecTb, «popmanuctom, GyTypuctom, bec-
npeameTHUKoM».*° Poguerko ocBoboanncs ot MyuuTenbHbIX
MOMbLITOK COOTBETCTBOBATH COBETCKOM MHAYCTPMUM KYTbTYpbl,
ee MENHCTPUMY, M ero XMBOMUCh — «JIEBAS XMBOMUCHY,
KaK OH ee Hasbiean, — «nownax».’’ «/ boxe moit, kakas
pagfocTb 6biTh NeBbIM... bbiITb cammm coboi nocne Bcex
MYYEHMIT U BOMPEKM 3ApaBoMy cMbiciy. He nomarts cebs,
nucate ¢ HacnaxaeHnem!!! Bygp uto Byget!!l A s ympy
NEBbIM M OCTABIIO XOPOLWMWe Belym».

Y1o 3a xuBOMMCh cnocobHa Bbina A0 TAKOM CTeneHu
B036yamnTb PogueHko 1 B TO e Bpems NofnacTs Nog KaTero-
pwio «nesoit xusonucu» — B CCCP, 8 1943 ropy? bonbwmh-
CTBO COXPAHMBLUMXCS paBOT TOro NepMopa He NpeBsbILaloT
NONlyMETPA B ANIMHY M B WMPUHY — TAKOM pA3Mep, Kak
CBMAETENbCTBYIOT TOrAdWHME POTOrpadum, NO3BONSN eMy



26 pabortats 30 cTonom unm y monsbepta. CKpoMHbie ynpax-

HEHMS, B KOTOPBIX XY[OXHUK MEPEXOAUT OT OPraHNYeCKOM
(obTekaemoit) abeTpakumm k GUrypaTUBHBIM BELLAM B CTHUNE
MaTucca, Bpsia nv 6binm cnocobHbl BbI3BATL PAAOCTH, O KO-
TOpOit MaeT peyb B ero 3anuckax. OpHako ogHoi pabote
3TO okasanock nog cuny. lyaws «KCNPECCUBHBIA PUTM»
CBOEM CTPAHHOM GOPMON 1 BOMBLIMMKM PA3MEPAMM KOPEH-
HbIM OBPA30OM OTIMHAETCS OT OCTASbHBIX BELUEH, CAENAHHBIX
Popuerko B Hauane 1940-x. [Moutn gea metpa B WwKpmHy,
LEMOHCTPATMBHO FTOPU3OHTANBHAS, OHA, CKOpPEee BCEro,
morna 6biT caenaHa nuwb Ha nony. Ewe BaxHee 1o, yto
NPSAMas NIMHUS, aBenTom koTopoit Pogderko 6bin Ha pybexe
1920-x, nepekpyyeHa u pasobLieHa € Lenbio BOCCO3aaTh
npeansHyio (6ec)npeameTHocTb. Ty abCTPAKTHYIO ceTb
MOXHO CPOBHMTb C FOPU3OHTAMbHBIMK MOAOTHAMM (BpMn-
kapTMHamm) [IxekcoHa MNonnoka, CAENaHHBIMW HO HECKOSb-
ko net nosxe. B nobegHoe HacTpoerue npueena Popuerko
ycnelHas nonsiTka «caenats paboty npo Huuto»*3, 6pocus
BbI30OB HOPPATUBHOM AMAAKTHKE COLPEANU3MA.
biopokpatunyeckmne npenoHsl mewanu Poguerko ny-
TELECTBOBATL C MECTA HA MeCTO, 30HUMAsCh PpoTopenop-
TAXAMM, M eMY HE TEepMenocb BOCMPOM3BECTU nopobue
3TOro HOMAAM3MaA B xuBonucu. «HeobpamneHHocTb npo-
CTPOHCTBA» HAPAAY C «3HEPrMen u aBuxeHnem»>* «Dkc-
NPECCMBHOTO PUTMA» MO3BONUIM EMY NEPEMECTUTL CBOIO
neBylo 3CTETUKY M3 poTorpadumn B xusonucs. C yyeTom
NOMUTUHECKOM KOHBIOHKTYPbI TEX JIET MOXHO MPEANONOXMTb,
4TO popMarbHbie o3aperus, nocetmelume Pogyerko, mornm
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TOMBLKO CNOCOBCTBOBATL AAbHENLIEMY BLITECHEHMIO Xy LOX-
HMKQ Ha nepudepuio coBeTcKoM KynbTypbl. [Toxoxe, 4To
MMEHHO 3TO 3acTaBMIO ero B Havane 1944 roga cnpocuts
cebs: «[Noyemy xe s poguncs He B Amepmke»*
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Margarita Tupitsyn
The (Anti)-Aesthetic
Adventures
of Aleksandr Rodchenko

At the outset of the October Revolution, the avant-gardist
Aleksandr Rodchenko left his studio to play a part in the
reorganization of everyday life and public spaces now
controlled by the Bolsheviks. Acting with the conviction
that non-objective forms should play a key role in societal
transformation, he contributed to a variety of projects that
aimed to imbue the Bolshevik ambition of modernizing the
country with the aesthetic of the avant-garde. The list of
Rodchenko’s immediate contributions to what Constructivists
later dubbed production art is long and includes designs of
an aircraft hangar in which he blended non-objective forms
with Communist symbols and contribution to the design of
the Moscow Kafe Pittoresk for which Rodchenko sketched
a series of lamps.

In view of this swift adherence to the ideology of
“giving a new thing to the new life”" that, by 1922, would
become the policy of Constructivism and Productivism,
why should Rodchenko continue painting until 19212 The
reason was twofold and included a material incentive. With
the 1918 establishment of the Museum Bureau headed by
Rodchenko, the government began to buy avant-garde



50 works and distribute them to provincial museums, thus

offering a much-needed income to artists working for the
Bolsheviks. The concept of painting as a self-sufficient
medium, and the artist as isolated creator, was no longer
in accord with the collective aspirations of the new regime.
The left painters postulated the notion of experimental and
non-objective painting as a laboratory for theory and
practice, fermenting the “expulsion of composition from
painting”? as a manifestation of an individual expression
and launching painterly construction, based on an intellec-
tual and more collective approach. No doubt this deferred
the implementation of productivist principles, already in
evidence in the 1917-18 public projects of Rodchenko and
other avant-gardists, but it also built a case for painting as
a practice of rational and reactive “pictorial-professional
shifts”®, with a staunch fidelity to non-objective forms and
construction of universal visual language.

A major pre-revolutionary shake-down in the Russian
avant-garde milieu took place at the legendary 0,10: The
Last Futurist Exhibition, which opened in Petrograd in 1915.
Marking the end of Futurism’s reign, 0,10 simultaneously re-
vealed two contending and equally contagious paradigms
of non-objective creation, which had an almost hypnotic
effect on both seasoned avant-gardists and novices. These
were Kazimir Malevich’s Suprematist canvases with their
hard-edge geometry and “new realism of color™, and
Vladimir Tatlin's Painterly Reliefs assembled from mundane
materials (wood, metal, wire, leather) on flat surfaces,

Aleksandr Rodchenko
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and Counter Reliefs, non-objective structures that had
already rid themselves of a flat support. Regardless of the
obvious differences between Malevich and Tatlin’s inven-
tions, both artists’ use of the corner — the “architectural
integer”® — where Malevich hung his Black Square and
Tatlin installed his Corner Counter-Reliefs, displayed their
mutual discontent with the static space of easel painting.

Rodchenko did not participate in 0, 10. He debuted his
work in Moscow in the exhibition The Store, organized in
the spring of 1916 by Tatlin. Among Rodchenko’s exhibits
were overtly decorative 1915 Cubist collages, timid in
comparison to the revolutionary works announced at 0, 10
by his colleagues. By contrast, a series of compass-and-
ruler drawings that presented the measured matrixes of
straight and curved lines was comparably groundbreaking
in its radicalization of the artist's techniques and materials.
Immersed in the public projects cited at the outset of this
essay, Rodchenko produced only a handful of paintings
in 1917. In them, he further tested his first Constructivist
recipe of working with a ruler and treating the surface
“with mechanical covering with paint”. He applied these
methods in Composition No 47 emphasizing the impor-
tance of its wooden support and its direct relation to the
artist’s Constructivist genealogy. Composition No 47 is
structured from a pile of rectangles arranged upwards
along a vertical axis, resisting Malevich’s prescription for
frontality with “suspended planes.” The materials used
gave this work a strong sense of physicality and “thingness”
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moving into real space.

Rodchenko intensified his march towards a position of
supremacy in the post-revolutionary avant-garde, which
encompassed a confrontation with Malevich and the be-
ginning of a doomed friendship with Wassily Kandinsky.
By the end of 1918, Malevich’s Black Square had become
the subject of controversy among the growing milieu of the
non-objective adherents. What baffled Rodchenko and
other artists was Black Square’s conceptual meaning, as
well as Malevich’s reductivist approach to color. With
Black Square as the object of resistance, Rodchenko’s
palette quickly darkened, culminating with the “Black on
Black” all-over canvases that contradicted Malevich’s
quadrangle set frozen against a white background. In
them, Rodchenko mapped forms only by changing the
density of different types of blacks and browns that by
projecting the industrial toughness and mechanized paint
application, redefined the notion of faktura as an imprint
of artist'’s unique hand. In 1919 Rodchenko decided to
join the Zhivskulptarkh (Painting-Sculpture-Architecture)
collective that was committed to examining painting and
its theories carefully, and to employ the formal achieve-
ments of modernist artists in order to revolutionize three-
dimensional arts. At Zhivskulptarkh, Rodchenko had
a unique position: he was an accomplished non-obijective
painter and the author of the first series of Spatial Con-
structions. He constructed these from cardboard (later
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replaced by plywood) and connected geometric shapes
so that they could be disassembled easily. Colored, they
threw a bridge between painting and sculpture, and
yet their temporary nature broke away from existing
sculptural canons, causing Kandinsky to classify them as
“experimental technology”. In his architectural drawings,
Rodchenko progressed from abstracted skyscrapers to
concrete designs for Soviet buildings, such as Sovdep
(the Soviet of Deputies Building) and street kiosks. After
Rodchenko’s two- and three-dimensional abstractions in-
fluenced his architectural concepts, elements such as grids
and structural architectonic lines used in the Zhivskulptarkh
drawings, materialized in his paintings. This forced him
to abandon his planar compositions and conceptualize
line constructions as a way to oppose “painterliness”
or “pictorial media”. Accordingly, in 1920, Rodchenko
identified the line as “the new (and the last) form of the
non-objective art.” Although Kandinsky refused to join
Zhivskulptarkh, Rodchenko did not escape the pressure
of the older artist’s hero status among the collective's
architects. His move, with Varvara Stepanova, into Kan-
dinsky’s apartment in 1919 drew the artists closer, tilting
Rodchenko towards Expressionism, which he had tested
earlier. The ensuing ink drawings are akin to Kandinsky's
semi-abstract cityscapes, which, with their unrestrained
vision of urban modernity, conflicted with Rodchenko's
notion of architecture as a site-specific practice responsive
to the given socio-cultural context.
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In the spring of 1920, a research institute called Inkhuk
(Institute of Artistic Culture) was formed, and Kandinsky
became its first president, as well as the director of its
Section for Monumental Art. Its members, who included
Rodchenko, Lyubov Popova and Stepanova, endorsed his
program without amendments. Like Zhivskuptarkh, Kandin-
sky defended the idea of the synthesis between the visual
arts, which he expanded to include the temporal arts of
music, poetry, drama and dance. This could only please
Rodchenko, who was already interested in literature and
theatre and enthusiastically participated in discussions
on the interrelation between painting and music held
at Inkhuk in October 1920. Kandinsky’s aim to fuse art
and psychology, on the other hand, was controversial: it
came across as an unscientific approach, clashing with
Rodchenko’s growing desire to put his formal experiments
at the service of utilitarianism. Kandinsky’s endgame was
of a similar nature, except that he insisted on a statistical
evaluation of the proletariat’s perception of modernism's
formal language. Heavily based on long-term research,
Kandinsky’s “experimental psychology” did not sit well
with his younger colleagues’ itch for production.

The now well-known composition/construction debate
took off at Inkhuk on New Year’s Day 1921, soon after the
formation of the Working Group of Objective Analysis. The
latter revolted against Kandinsky's obsession with psychol-
ogy of perception, and led to his departure from Inkhuk in
the middle of January as he realized that his influence at
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this institution was quickly dissipating. Despite his warning
that artists “might accept the engineer’s answers as the
solution for art”é, the discussions among the members of the
Working Group of Objective Analysis were permeated by
a scientific and anti-aesthetic rhetoric. At first Rodchenko
“defied the rightfulness of construction in painting””, but
soon after in his pamphlet “Line”, he reconsidered this cat-
egorical conclusion, stating: “The retreat of painting from
representation had an effect on the entire structure of the
work of art, making it closer to a construction and moving
it further and further away from composition-based struc-
tural principles.”® His formal distinction between painterly
compositions and painterly constructions occurred in 1919
with the first examples of line paintings, which Rodchenko
classified as “numbered constructions”. This was almost
certainly triggered by a need to differentiate these works
from Kandinsky's numbered compositions.

While debating at Inkhuk, Rodchenko produced
many drawings that reflected his laboratory frame of
mind and his determination to test proposed theories
instantaneously. Some of these Constructivist drawings
were applied to canvas with the precision of tracing paper
and the tools of a draftsman, converting painting into an
intellectual process devoid of emotions. It was with this
“scientific-artistic” attitude towards non-objective painting,
along with the recognition of the importance of works on
paper for Constructivism, that the idea and structure of
the exhibition 5x5=25 was conceived. Divided into two
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another of works on paper in October — it was authored
by five artists: Popova, Rodchenko, Aleksandra Exter,
Stepanova and Aleksandr Vesnin. A changing instal-
lation, it shook up the museum’s rules of static display
and its role as a place for the “storage of the unique [...]
turn[ing] itinto an archive.”? A display of two-dimensional
(ploskostnye) works with the idea of renouncement made
this seminal exhibition a truly deconstructive project, for
it included the very material it aimed to negate. Among
Rodchenko’s contributions to 5x5=25 was visually ascetic
single white zigzag Construction No 126, which strikes
the pitch-black surface with the power of lightning. Also
listed in the catalogue and now lost is the painting Grid,
a structure that Rodchenko brought into two-dimensional
art from architecture in 1919. By emphasizing the grid in
this last exhibition of Constructivist painting, Rodchenko
positioned it along with the line as the emblematic struc-
tures of modernism, signs of “materialism, science, and
logic”.'® In 5x5=25, Rodchenko also unveiled a triptych
of three “smooth boards” painted in “pure red”, “pure
yellow” and “pure blue”, using a single primary color
to cover the whole painting’s surface mechanically and
thus assert the very geometry of the canvas as a measur-
able, physical object. With such reductive system of color
“smooth boards” are the last example in his oeuvre of a
“painting-thing”, and are among the first monochromes
in the history of modern art.
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The year 1921 was a bad one for taking on “gi-
gantic unprecedented experiments.”"" In Dziga Vertov's
Cine-Truth (Kino-Pravda) newsreels, for example, 1921
is announced with the three titles: Famine, Crop Failure
and Epidemic, followed by the New Economic Policy
(NEP). The NEP was launched that year as a result of the
above-mentioned disasters and was based on a conces-
sion to elements of a capitalist economy, the policy which
paradoxically echoed Lenin’s own historical assessment
of the Bolsheviks’ pre-revolutionary footing as “one step
forward, two steps back.” The desire for mass actions in
a transformed Communist city entered the Constructivist
vocabulary and was theorized in the writings of Aleksei
Gan. In 1922 he published the treatise Constructivism,
the seventy page “agitational book” saturated with anti-
art and anti-creativity rhetoric adopted when he was the
editor of the newspaper Anarchy, to which Rodchenko
contributed under the appropriate pseudonym “Anti”.
Constructivism redefined topical concepts such as faktura,
and positioned mass actions and documentary cinema
as the entirely new spaces for channeling Constructiv-
ism’s purposefulness. Gan persistently demonstrated the
relatedness of Rodchenko’s non-objective production to
the cine-discourse and collective formalism of Vertov's
group, the kinoks (kinoki). In particular, this concerned
Rodchenko's Spatial Constructions, which Gan illustrated
in his short-lived weekly magazine Cine-Photo (Kino-fot)
and retitled “spatial things” (prostranstvennye veshchi),
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plication. Rodchenko, who designed several Cine-Photo
covers, immediately identified with Gan’s prescription for
a Constructivist practice that emphasized the possibility
of his spatial constructions entering and organizing social
space. Knowing that it was economically and sometimes
politically hard for Constructivists to access urban space,
Rodchenko saw working on documentaries that chronicled
that space as the second best possibility for contact with
real life. He submitted his standardized “spatial things”
to the service of Vertov's documentary Cine-Truth, which,
using Can’s terminology, Vertov categorized as a “cine-
thing (kino-veshch) [...] that generates itself.”'? The power
of these newsreels lay in their paradoxical dichotomy:
while being a source of factual information, Vertov wanted
them to be constructed optically. Within this factographic
body of optical threads, conventional titles would only
be disruptive, so instead Rodchenko constructed optical
mechanisms, using the grids of his spatial constructions,
within which he inserted written elements made using the
novelty of the Constructivist typeset. This automatically
reduced the narrative parameter of the titles and turned
the stills with Rodchenko's title designs, which included
wall shadows, into fragments of abstraction within the
main body of Cine-Truth’s factography.

In 1923 Vladimir Mayakovsky launched the maga-
zine Lef that became a supplier of productivist theory
and a promoter of its practice. Lef’s writers, critics and
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Oxorsstit pag, Mocksa. 1932 / Okhotnyi Row, Moscow. 1932

poets, eager to publish their volumes with Constructivist
covers, enabled graphic design to become one of the main
aspects of Constructivistinnovation. Although Rodchenko
became a permanent Lef worker, his design production
was not homogeneous in form or content, instead “serv-
ing,” in the words of the theoretician and editor Nikolai
Chuzhak, “simultaneously Revolution and NEP.”™® This
brought a mixed bag of graphic styles, some of which
sharply diverged from Constructivist semantics by return-
ing to naturalistic representation with a surplus of mundane
details, or by employing Expressionism already con-
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methods oscillated between the two opposite formats
for spreading a propagandistic message: nonobjective
forms and documentary photographs. Yet graphic design
returned the Constructivist to his or her studio and to the
worktable, the kind of interiorisation that was in conflict
with the very idea of Productivism as action in real life.
This did not prevent Brik in his article “Into Production!” to
endorse graphic design as a “constructivist—productivist”
practice, recognizing its ultimate agitational power. Brik
accompanied his text with Rodchenko’s covers, including
one for Gan’s Constructivism, confirming his defiance of
bourgeois “pictures” and “ornaments”, and preference
for nonobjective design method. In the conclusion to
“Into Production!” Brik referred to the proletariat as one
of several Soviet “consumers”, applying the terminology
of the supply-and-demand relationship of a capitalist
economy, and thus revealing that the Constructivists were
far from willing to subscribe to the “life-building” project
promoted by Lef.

Rodchenko’s parallel preoccupation with restructur-
ing Soviet everyday objecthood had little chance for its
production in Soviet industry. The magazine Contemporary
Architecture edited by Gan concluded for example, that
“our Soviet industry does not have specialists to work on
a rational construction of everyday things such as furnish-
ing of living, working, and trading spaces as well as of
transport, squares, streets, parks, etc.”'* Around 1929
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Rodchenko similarly testified that projects conceived and
designed in the Metalworking department of field, and
speaks of Constructivist things in the context of theatrical
props. “In designing Inga | set myself the task of making
folding wooden furniture, the material for which the USSR
has in large quantities. | rejected the metal furniture with
glass that is being intensely developed in the West as dif-
ficult to implement under our conditions.”’ His acceptance
of staged reality as the place to implement Constructivist
emblematic models of the everyday, such as production
clothing, furniture, workers’ club, and household objects
like lamps, signified the failure of Constructivists’ alliance
with industry. In the Russian Pavilion of Paris’s Exposition
Internationale des Arts Décoratifs et Industrials Modernes
that opened in the early June of 1925, Rodchenko dis-
played his designs, including the now famous workers club
and state advertising posters. But his mind was already on
the medium of photography in which he was destined to
play a seminal role and be the leader of yet another potent
period in the Soviet avant-garde. Rodchenko bought two
cameras only towards the end of his trip to Paris.”® This
may explain why he had little time to use his new tool on
the sights of Paris. Another reason for his reluctance to
capture “the city of light” may be inferred from a caricature
self-portrait executed in watercolor. It shows Rodchenko
strolling along the Paris streets with a camera held at what
he later negatively dubbed “belly-button level”. In this
representation Rodchenko is visibly ecstatic about his pur-
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as a photographer. However he is also mocking the role
of the superficiality informed tourist whose understanding
of the city is purely visual.

This was not the case with Moscow that he knew well
and as he wrote to Stepanova from Paris, now “lov[ed]
even more.”" So immediately upon return from Paris in
1925, Rodchenko embarked on street photography. He
began by photographing the eight-story brick building
with balconies that housed him and other instructors at
Vkhutemas. The resulting photographs, united in the series
“Building on Miasnitskaia Street”, serve as a reification
of Rodchenko’s often abstracted architectural fantasies
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s cepun «<AMO». 1929 / The AMO series. 1929

executed during his association with the Zhivskulptarkh
collective. Rodchenko’s own estimation of his street pho-
tography confirms this tendency towards abstracting
architecture: “in the first photos there was a return to
abstraction. Photographs are almost nonobjective. At the
head, there were compositional tasks.”' Rodchenko’s
interest in optical instabilities coincided with the goals of
European photographers such as Ldszlé Moholy-Nagy
and Albert Renger-Patzsch.

As late as 1928, Rodchenko was reluctant to abandon
formalism in photography even though it contradicted the
tenets of Soviet documentary-making. To Brik Rodchenko
was detached from the social demands of the time and at-
tempted to resolve painterly goals through photographic
language. To the critic and photographer Sergei Tretyakov
Rodchenko was stuck in aesthetic ideals and ignored utilitar-
ian goals confronting photography. Rodchenko responded
to such criticism by committing to working for mass-media
periodicals where he applied his formal devices even with
a greater intensity. Speaking at the October Association
meeting in 1930, Rodchenko summarized the operational
principles applied in industrial photography produced for
and published in various periodicals during the period of the
first Five Year Plan. Rodchenko prescribed: “To photograph
not a factory but the work itself from the most effective point
of view [...] in order to show the grandness of a machine,
one should photograph not all of it but give a series of snap-
shots.”1? Further, he divided all press photography into two
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foto-kartiny (photo-pictures), which he criticized as “organic”
representations of various everyday scenes. Rodchenko’s
severely fragmented images, dedicated to the process of
labor, offered the spectator a partial and perplexing picture
of the work area. These photographs created the alienation
effect contrary to the viewer’s desire to see them as carriers
of a coherent narrative and resisted the viewer’s urge to be
able to easily decode the photograph’s meaning. In them
machines, buildings and men are “presented as a material
system in perpetual interaction”??, creating a model of con-
temporary life solely devoted to “the (communist) transitions
from an order which is being undone to an order which is
being constructed.”?' Rodchenko deindividualized and
deframed photo production, transgressed historic specificity
and turned the proletariatinto an undivided force subsumed
under the desire for utopia.

Following the second exhibition of the October As-
sociation’s photo section in 1931, Rodchenko was ac-
cused in the press of “the negation of the essential na-
ture of photo-journalism.”?? His famous photo Pioneer
with a Horn received a particular criticism. Taken from
a worm’s-eye view and cropped to such a degree that
only his head and a fragment of horn, remains in the
frame of the photo, the photograph obscured contextual
specificity and suggested transnational leftist aspirations.
Purged from the October Association, only three months
later, Rodchenko signed a one-year contract with lzogiz
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Passopor xypnana «CCCP ua crpoiike» 1933, N2 12 / Spread from the magazine

USSR in Construction, 1933, No 12

publishing house that commissioned him to photograph
Moscow and other parts of USSR in “no less than forty
negatives a month.” The result was two important series
The New Moscow and The White Sea Canal. The first
involved Rodchenko’s happy strolls along the modernized
city with the newest Constructivist buildings, workers’
clubs, gigantic parks, apartment buildings and factories
with advanced machinery. Rodchenko’s images of urban
men and women as physically fit, enthusiastic workers,
politically conscious citizens demonstrate a surge of col-
lective energy without alienation. In its comprehensive
survey of a variety of city locations and everyday routines,
this series, only moderately formalist, presents an image
of a sophisticated modern life determined by a specific
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the White Sea Canal — the most mammoth and ruthless
projects in the history of the Soviet Union — was an an-
tipode to the Moscow series for the latter was based on
practicing photography-as-pleasure. At first Rodchenko
was reluctant to accept this assignment, but later took
a decision to depart into that space of coldness in Febru-
ary, the severest of all months, as if committed “to indict
Nature for being evil.”?* He returned to the site three
times, expressing no critique of the cruelty imposed on the
prison workers (criminals and political alike) and adopt-
ing the official propaganda of “rehabilitation”. The result
was a vast number of negatives, nearly 4,000 in total,
accumulated in the period of no more than a year. Most
of these prints were never made public, for issue 12 of
USSR in Construction, which was dedicated to the White
Sea Canal, came to be a moderately sized magazine
with many full-page images that preserved Rodchenko’s
Constructivist rationality.

The following year Rodchenko was urged by Tretyakov
to go to Tiflis. In Tretyakov's theorizing of productivism, the
operational photographer was always opposed “to the
title of creator”, calling for artistic practice to move beyond
the studio, and thus away from painting. Tretyakov’s call
came justin time for, Rodchenko was very close to violating
the productivist stance by contemplating the re-entrance
of his studio space in order to paint. “Today,” he wrote
two weeks after Tretyakov's invitation, “I began to depict
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various circus themes for myself, and was thinking: how
great it would be to paint the first painting of a pink and
black circus, huge and complicated [...] then the Dynamo
stadium: grey and green.”?*

In 1921 Rodchenko had emphatically put painting to
death in the form of the three monochromatic canvases. Yet
now here he was, returning not only to painting, but to its
figurative mode. In the same letter, Rodchenko mentioned
his reading of Gustave Courbet, and a few days later
stated stated: “I'm looking for myself [...] reading about
painting [...] | want to start all over again.”?* Rodchenko's
mention of Courbet is particularly significant here, for by
identifying with the French realist and one of the fathers
of modernism, Rodchenko was able to distance himself
from the forms of local realism and academicism. At this
point Rodchenko wished to make larger-scale paintings
and detach himself from the modesty of straight pho-
tography. He criticized Aleksandr Deineka’s paintings
for being a “painted photograph” and defied socialist
realistts’ practices of photographic copying. “l can’t even
paint from my own photographs. | sometimes try but that's
not creative work”?¢, he admitted. With socialist realists’
institutional power firmly established by the end of the
1930s, Rodchenko became even more confident about
the parameters of his dissent. “l almost know what not to
do, like [Aleksandr] Gerasimov and [Isaak] Brodsky.”?”

Regardless of how unbelievable it seems in retrospect,
private archives attest to the fact that the beginning of
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cultural affairs. With subsidies and official commissions
under the control of the socialist realist mafia, and the
members of the avant-garde milieu successfully pacified
or eliminated, the brutal competition between the surviving
avant-gardists and realists eased somewhat. The Great
Patriotic War, which broke out in June of 1941, further
distracted Socialist Realists from harassing modernists. Like
many others, Rodchenko fled Moscow, returning a year
later, with great hopes for the year 1943. But as he began
to frequent official institutions, he was increasingly troubled
that no one remembered who he was or needed his art.
And so Rodchenko committed himself to another round of
masochistic conformist acts that climaxed in the summer
of 1943 with the resurgence of his leftist identity. “I will
never be a Gerasimov!”?® he pledged once again. Only
now he was determined “to be the same as | was”, that s,
“Formalist, Futurist, non-objectivist.”?? As Rodchenko freed
himself from the agony of trying to fit into the mainstream of
Soviet cultural production, his painting — “leftist painting”
as he dubbed it — “has taken off”.*° “And Lord Almighty,
what a joy it is to be leftist...To be myself after all these
torments... Not to break myself, to paint with pleasure!!
What will be, will bell But I'll die leftist and leave behind
good works”.*

What kind of painting could excite Rodchenko to
such a degree, and at the same time, be categorized
as a “leftist painting”, in the USSR in 19432 Most of the
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surviving examples from this period are less than half
a meter in width and height — a size that permitted him,
as photographs from this period document, to work at his
desk or an easel. The modest exercises that swing from
organic abstraction to Matissian figuration could hardly
have provoked the kind of joy cited here. However, one
work could. The gouache Expressive Rhythm stands dra-
matically apart from the rest of the work that Rodchenko
made during the early 1940s, in its odd shape and large
size. Almost two meters in width, it is overtly horizontal and
could hardly have been made anywhere but on the floor.
More importantly the straight line that Rodchenko ardently
promoted in the early 1920s, has been twisted and turned
in order to create abstract webs that instantly bring to mind
Jackson Pollock’s (made later) drip horizontals. What put
Rodchenko in a victorious mood was precisely his ability
“to make the work about Nothing”,?? and thus confront
head-on socialist realism’s narrativity. Unable, for political
reasons, to practice on-the-move reportage photography,
Rodchenko was desperate to discover its painterly equiva-
lent. With its “unframed space” and “energy and motion
made visible”,*® Expressive Rhythm allowed Rodchenko
to relocate his “leftist” vantage point from photography
to painting. Under the given socio-cultural circumstances,
Rodchenko’s formal break through could only advance
further his displacement towards the periphery of Soviet
culture. And so, at the start of 1944, Rodchenko asked
himself: “Why wasn’t | born in America?”®*
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