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CUBISM AS A METHOD

The urge to act guided by a method was something absolutely indispensable for the American art
critic Clement Greenberg. Even before having become an art critic, Greenberg claimed that certain
artists, like Rouault, Kandinsky, Soutine, Van Gogh, and many others could not be considered truly
modern because they did not have a method. The aim of this paper is to discuss how Greenberg’s
method as an art critic was built as a synthesis of Cubist aesthetics, understood by him as the aesthet-
ics of flatness. While the Impressionists cared only about purely visual sensations, the Cubists were
mainly concerned with generalized forms and the relationship between surfaces and volumes, de-
scribing and analyzing them in a simplified way, omitting the color and the accidental attributes of the
objects that served as models. Inspired by Cezanne, they aspired to define structure of things which
inevitably remain under the accidents of momentary appearance, and in doing so, cubists violated the
standards of appearance to show the same object from more than one point of view on the same pic-
ture plane. So, instead of having discovered a way to fully describe the objects on a flat surface, they
start to rethink the whole structure of a painting.

In the modernist art the notion of space as a space that connects things rather than separates them
did appear. At this point, a picture surface started to be perceived as a material object, which resulted
in the need to give an aesthetic form to its irreducible planarity as an object. Consequently, the pla-
narity became the most important premise of the modernist painting. Picasso and Braque started this
process when they began to deconstruct both objects, such as the background, and plans which were
becoming increasingly frontal. As these faceted plans were not closed, the objects and the background
began to interpenetrate, resulting in a lack of distinction between empty spaces and occupied spaces.
Around 1912 or 1913, the synthesis replaced the analysis, the faceted planes gave way to larger forms,
and gradually the object or parts of it began to resurface in the flat surface of what we might call
“background”. The planarity of the surface came to be affirmed in a new and more radical way: the
object is not crumbled under the pressure of a shallow space, but is opened in a flat surface.

Po3a la6puenna foncanBec
Dedepanvhvii yHusepcumem wmama baua, bpasunus

Ky6usm xak meTop,

[ToTpeOHOCTD HEIICTBOBATh COITIACHO METOAY, C TOYKM 3peHNs aMepyKaHCKOro kpurnka Kie-
MeHTa [prHOepra, ecTp He4TO COBeplLIeHHO HeoOxopumoe. Elle mpexxze 4eM CTaThb KPUTUKOM,
OH yTBEp>K/IaJI, YTO HEKOTOPbIe XYHOXKHUKMY, Takue Kak Pyo, Kanguncknii, Cytus, Ban Ior n MHO-
Tue IpyTrye, He MOTYT OBbITD IIPY3HAHBI JIeJICTBUTE/IBHO COBPEMEHHBIMY, IIOTOMY YTO Y HUX HEeT Me-
Tofia. Ilenbio HacTOAIEro JOKIaa ABAETCA pacCMOTPEeHMe MeTofla caMoro IpuHbepra B kayecTBe
apT-KpUTMKA KaK CMHTe3a 3CTETUKM KyOu3Ma, IOHITOM MM KaK 3CTeTUKM IUIOCKOCTHOCTH. Ecmu
VIMITPECCHOHVCTBI ObUIN 03a00YEeHBI MCKTIOUNTETBHO 3PUTENbHBIMY OLIYIEHUAMMY, KyOUCTOB BOJI-
HOBa/M IJIaBHBIM 00pa3oM 0606uieHHble GOPMBI 11 B3aVIMOOTHOLIECHNSA MEXy NOBEPXHOCTAMMU
1 06 beMaMy, KOTOPble OHM «OIVCBIBA/IM» U aHAIM3UPOBAIM B YIPOIIEHHOM BHJIE, OITyCKasl I[BET
VI CTy4YalfHbIe CBOVICTBA IIPEMETOB, CIYXVBIINX MofenraMu. BroxaosnenHble Ce3aHHOM, OHM CTpe-
MWIVCh BBIABUTD CTPYKTYPY Bellleli, IOABIACTHYIO CTy4alfHOCTAM 9¢peMepHOI 060/I09KH, ¥ TOMaIN
IPUBBbIYHBIE CTAHAAPTHI C LIe/IbI0 [TOKA3aTh OJHMU U Te >Ke IPeMEeThl C HECKOIbKUX TOYEK 3PeHMsI
Ha OJHOM IUTaHe. TakuM 06pa3oM, OHY He 1300penu criocob BCeCTOPOHHE MPEACTaBUTD IIPEIMETHI
Ha IVIOCKOJ IIOBEPXHOCTM, HO IIPUCTYIVIN K IIePeOCMbIC/ICHNIO BCEIl CTPYKTYPbl KapTHHBL.

B mckyccTBe MopepHM3Ma BO3HMKIIO IPeACTaBeHNME O IMPOCTPAHCTBE KaK CyOCTaHIUM, KO-
TOpasi CKOpee COefMHseT Bely, 4eM pasfernsieT ux. C 9TOro MOMeHTAa ITOBEPXHOCTb KapTUHBI
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BOCIIPMHMMAETCS KaK MaTepUasIbHbll 0OBEKT, 4TO IPUBOAUT K HEOOXOIMMOCTHU 3CTETUYECKHU OC-
MBIC/IUTD TaKOE ee HeOThbeM/IeMOe KaueCTBO, KaK IIOCKOCTHOCTD. Tak IIOCKOCTHOCTb CTAaHOBUTCS
HaMBa>KHeIIlIell TOChIIKOV MOJIePHUCTCKOI XuBomycyu. Hagano aTomy npoteccy 6bUI0 IOTI0XKEHO
[Inxacco u bpakoM, KOTOpbIe IPUCTYIWIN K TeKOHCTPYKLMY M 0OBEKTOB, TAKUX Kak (oH, U I1a-
HOB, KOTOpBIe OTHBIHE BCe 0ojiee TATOTEIT K PPOHTaNbHOCTH. ITOCKONIbKY 9TI TpaHeHbIe I/IaHbI
He OBLIM 3aKPBITBIMU, 00BEKTHI U (POH CTaMyM B3aMMOIIPOHMLIATH PYT APYra, 4TO COMM3NIO IpO-
CTPaHCTBa NIyCThle M 3anonHeHHble. Okomo 1912-1913 1. aHanM3 yCTYNMI MeCTO CUMHTE3Y, Tpa-
HeHble IJTaHbl — KPYIHBIM (OpMaM, ¥ IOCTENIeHHO 0O'beKT WM ero YacTU CTa/li BO3POXKAATHCA
B IVIOCKOJI ITOBEPXHOCTY TOTO, YTO MOXKHO YC/IOBHO Has3BaTb «(poHOM». II10CKOCTHOCTD MOBepX-
HOCTU Tellepb YTBEP)KIAETCsI HOBBIM 1 O0Jlee paJyiKalbHBIM CIIOCOO0M: 0OBEKT He pacChIaeTcs
IIOf, JaBJIeHJeM ITyCTOrO IIPOCTPAHCTBA, HO PACKPBIBAETCA B INIOCKOI OBEPXHOCTIL.
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TeopuectBo IlaBra Bacunsesuua Cypukosa (1897-1943)

[TaBen Bacunbesnd CyprKOB NpMHAIIEKUT K IOKOTEHNIO XYNOXKHIKOB, HAYaBIINX CBOIO IIPO-
(beccroHaNbHYI0 XYJ0XXEeCTBEHHYIO JeATeNnbHOCTh B 20-30-e rogpl XX B., K TOMY KPyTy MOJIOJBIX
¥l TA/IAHT/IMBBIX SKVBOIIMCLIEB, Ybe TBOPYECTBO OKA3a/I0Ch HEIPY3HAHHBIM O(QMI[MaIbHOI B/IACTBIO,
a IOTOMY — 3a0BITBIM ¥ HEBOCTPeOOBaHHBIM Ha JONTUeE TOAbL. 3a CPAaBHUTEIBHO KOPOTKUI IPO-
MEXYTOK BpeMeHU, OTBEIeHHBIN CyAbOOIl MHOTYM U3 XYHO>KHUKOB IUIeAAbl (YacTh M3 HUX YIIA
13 )KU3HU B CPABHUTE/IBHO MOJIOJOM BO3PAcTe OT CBUPEICTBOBABLIEN B CTPaHe YaXOTKM, YaCTh — I10-
ru6a Ha BOJIHE, a YaCTbh — OblIa PacCTpe/IsiHA B JIarepsx), M YAAJIOCh CO3[aTh YAUBUTENIbHO sp-
KIi€ JKMBOIJCHBIE IT0JIOTHA, TOPa)Kalolyie HaC MaCTEPCTBOM VCIIO/THEHN A, HETIOAI€/TbHON MCKPEH-
HOCTBIO ¥ Tpu3MoM. IledaspHast y9acTb MoCTUITAa pabOThI MHOTYUX U3 XyZO>KHMKOB 3TOTO KpyTa:
VIHOT/Ia CaMM CO3JIaTe/lVl YHUYTOXKAau CBOW IPOM3BEIEHNs, MHOIZA UX POJCTBEHHMKN, HE BUMA
0c000J1 LIEHHOCTH, M30aB/LAINCh OT HUX, 8 KaKye-TO KapTMHBI IOIPOCTY ObIIV YHUYTOXKEHBI B Ts-
JKeroe BoeHHOe BpeMs. JacTo ObIBaeT Tak, YTO OT XYAOXKHYKA 0 HAIINX JHEell COXPaHWIVCD JINIIb
HEKOTOpbIe X paboTsl. V B 3TOM crrydae 0COOEHHO 1[eHHOII ITpeACTaB/IsieTcs aobas Haxoka, Oynb
TO doTorpadus WM 3aMeTKa O TBOPYECTBE >KMBOINUCLIA B CTApOIi ra3ere, He TOBOPS yXe O ero
KapTuHe, KOTOpas I03BOJIAeT HaM Oojiee IOTHO MPeACTaBUTDb cebe ero TBOPYECTBO.

Ilenbio Hay4HOTrO MOKIAfa ABIAETCA Ipe3eHTanysA KapTtusbl IlaBma BacunbeBnua Cypuxosa
«Jerckuit mpasgHMUK» (1928 1.), KOTOpas [0 HElaBHETO BPEeMEHN CYMTANACh YTePSAHHOI, HO KOTO-
past O6bl1a 0OHapy>keHa HOK/IAAIMKOM B MioHe 2015 I. B OTHOM 13 KpaeBeJuecKMX MyseeB Ypaia;
a TaKKe pacCyXX/ieHle O KapT/He B KOHTEKCTe BCEr0 TBOPYECTBA Xy[OKHMKA.

Viktoriia Devdariani
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PAUL SOURIKOFF (1897-1943)

Paul Sourikoff belongs to the generation of Soviet painters whose professional carrier started
in the 20-30s of the 20th century in the USSR. He was a member of the circle of the young and tal-
ented people whose painting wasn’t acknowledged by the official authority and that is why it has been
forgotten and unclaimed for many years. During their not very long life many of the painters of this
so-called Pleiad were able to create brilliant works of art, which amaze us with their mastery, real sin-
cerity and lyric. The main part of their works suffered a tragic fate: sometimes they destroyed their
works themselves, sometimes their relatives being not able to value the painting disposed of it and
some of their works vanished during World War II. Very often just a few works of a painter have survived
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