TeitHc60po, Peitnonpyca, Yuctinepa, Mane u lJopna. Tak, moprper FOcynoBoii orpaxkaeT Kak Biu-
AHUE TapaJiHOrO CBETCKOro noprpera KoHua XVIII B., Tak u BKyChl 2110XM MofiepHa. B moprtpete
Mopo3oBa, B CBOIO o4yepefb, OUeBU/JHA TPAANLIMsl M300pa>KeHNiT BIaCTUTENEN IPOIUIbIX CTOJIe-
Teit. B To >ke BpeMst 06a mopTpeTa SIBISAIOTCS BBIJAIOIIMMIUCS IPYMEPaMy TOHA/TbHOI YKMBOIIVICH,
II0/Tb30BABIIIEIICS OOMBIION MOMYIAPHOCTBIO Cpefyu coBpeMeHHIKOB CepoBa.

Tanja Malycheva
University of MUnster, Germany

SYMPHONIES IN WHITE AND BLACK: VALENTIN SEROV’S PORTRAITS
BETWEEN TRADITION AND MODERNITY

Iconography is a memory carrier; it is a system of symbols that has been developed for generations
and a necessary tool to read the actual picture content. In this regard portrait does not simply remind
about a depicted person. Its iconography is a result of an intense and complex interaction of multi-
epochal pictorial heritage, of a dialogue between past and present, tradition and modernism, Russian
and European art. Representational portraits of Zinaida Yusupova and Mikhail Morozov belong to the
most interesting examples of such interferences. In my talk these images will be discussed in a pan-
European context and compared to works by Velazquez, Gainsborough, Reynolds, Whistler, Manet
and Zorn. The Yusupova portrait for instance reflects the influence of the representational portrai-
ture of the 18th century as well as the tastes of the art nouveau. Again, in Morozov’s portrait the art-
ist clearly manifests a traditional image of a monarch widely used during the past centuries. At the
same time both pictures are outstanding examples of tonal painting that was very popular among Se-
rov’s contemporaries.

Anxennna JIyueHro
Hayuonanvhouii uccnedosamenvckuil ynusepcumem — Bowcuas
uiKona akoHomuxu, Poccust

Pa3pa6oTKka HOBOIT IEPCIIEKTUBBI OT CTAPBIX METO/IOB:
bema Yurn u scrernka Peneccanca B COBeTCKOM MOHYMEHTA/IbHOM MCKYCCTBE

V3BecTHDI BeHTepCKMII XYIOXHMK bena Ynrn Briepsoie npuexan B MockBy B 1921 1. B T0 Bpema
ero MHTePeCcoBasl U CoLuanuaM, 1 MojepHn3M. OH OBICTPO MO3HAKOMMICA C XYAOXKHMKAMM, KO-
TOPBIX MOAJEP>Kamy KPUTUKM XypHana «Jlep», B ToM uucie ¢ Anekcanapom Popguenko, Bapsa-
poit CrenanoBoii, I'yctasom Knyuncom n gpyrumun. Ilocne aToit moesgku YuTI Hammcan gBe Bax-
Hble KapTUHBI, CWIBHO OT/INMYAOIINECS OT ero puryparnBHoro ctud. [lepas—«AHanms MKOHBI»
(1922), Bropas — «bopbs6a» (1922). Otu paboThI, YKpallleHHbIE JIETAIOIIVMY KBaipaTaMi ¥ KPyraMu
VI BBIIIOJTHEHBIE B SIPKMX 1IBETaX, HAIOMUHAIOT JOPEBOJIIOLMOHHYIO QY TYypPUCTIYECKYIO )KIBOICH.
B nepBoit yacTu foKIaga A X04y [OKa3aTh, YTO 3TN PabOTHI ABJIAITCA HE IOTHBIM IIOBOPOTOM
K pyTypusMy, a YaCTHBIM OIIBITOM € QYTypUCTHYECKMMHU (HOPMaMU U TeOopyeil KOHCTPYKTMBU3MA
OJJHOBPEMEHHO.

OpHolt 13 ITTaBHBIX 3aja4 YUTIA OblTa Ipo6i1eMa NepCcleKTUBbBL. DTN paboTh JeMOHCTPUPYIOT,
B CPaBHEHMM C €r0 KapTuHamMy Hadasna 1920-X IT., YTO YUTI| IBITaZCA HAWTU IIyTh, KOTOPbII MOT
OBbI OTKPBITD JI/ISI 3pUTeTIeil HOBOE BOCIIPUATHSA MaTepUanTbHOrO MIUpa. [JOKYMEHTHI U3 €r0 IMYHOTO
apXxuBa, a TaKKe U3 apxyBa oO0beguHeHNsA «OKTAOPb» MPONIMBAIOT CBET Ha €ro IO3UINIO0 KaK Xy-
TNOXXHMKA U TeopeTuka. BocnpuaAtnme MarepnanbHOrO MMpa BCErjjla HaXOAUTCA BHYTPM 4eIOBEKa
KaK 4acTb ero ¢umsmyeckoro opranmsma. Ilostomy ¢uryparuBHas >XMBOIUCH OCTAIach OCHOB-
HBIM MeTOJIOM XY[OXKHMKA JI0 KOHIIa ero >ku3Hu B 1972 1. Bo Bropoit 4actu foknajga s cobupa-
I0Ch IIOKa3aTh, KaK YUTI, IIOC/Ie CBOETO nepeesna B MockBy B 1926 r., mbITanca 00bENVHATD UIEN
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KOHCTPYKTUBICTOB ¥ (PyTYPUCTOB O IEPCIEKTVBE B JKMBOINCU C COOCTBEHHBIM ITOHVMMAaHNUEM
TeopuyM NepcreKTuBbl PeHeccaHca, YTOOBI CO3/]aTh HOBYIO TEOPUI0O MOHYMEHTAIbHOTO MCKYCCTBA
Y TIEPCIIEKTUBBI JIIA HOBOJ COBETCKOI 3IOXM.

Angelina Lucento
The National Research University Higher School of Economics, Russia

REMAKING THE NEW PERSPECTIVE FROM OLD METHODS: BELA UIlTZ
AND RENAISSANCE AESTHETICS IN SOVIET MONUMENTAL ART

The well-known Hungarian artist Bela Uitz arrived in Moscow for the first time in 1921. At the
time, he was interested in socialism and Modernism. Uitz quickly became acquainted with the artists
supported by the critics from the journal “Lef”, including Aleksandr Rodchenko, Varvara Stepanova,
and Gustav Klucis. After this trip, Uitz completed two important paintings, which broke with his
usual figurative style. The first is entitled “Icon Analysis” (1922), and the second “Struggle” (1922).
The forms of the canvases of these works covered with flying squares and circles and painted with
bright colors are similar to the surfaces of the pre-revolutionary futurist paintings. The first part of this
presentation demonstrates that these works do not represent a complete turn toward futurism, but
rather constitute a short experiment with futurist forms and the theory of constructivism, as it had
been developed in Moscow in 1921.

For Uitz, the most important problem of socialist art was the problem of perspective. When these
works are compared with his other paintings from the early 1920s, they indicate that Uitz was work-
ing to find a way to open for the spectator paths for new ways of perceiving the material world. Doc-
uments from his personal archive, as well as from the archive of the October Association show that
in his view, as an artist and a theorist, the perception of the material world is always located within
the beholder, as a part of his physical organism. Therefore, the figure always remained the center
of his attention and the central subject of most of his paintings until the end of his life in 1972. In the
second half of this presentation I demonstrate how Uitz, after moving to Moscow in 1926, tried to com-
bine the constructivists and the futurists’ ideas about perspective in painting with his own under-
standing of the theories of perspective developed during the Renaissance, in order to create a new
theory of monumental art and visual perspective for the new Soviet epoch.

Bonkos Viropp Muxaiinosny
Mocxkosckuii 2ocyoapcmeenHviii yHusepcumem umeru M. B. J/lomonocosa;
Mynvmumeoua Apm Myseti, Mockea, Poccus

Mosauku crannm MeTpo «MasgKoBcKas» Amekcanapa JleiitHeKkn
u coBeTcKasa pororpadus 1920-1930-x rogos

Crannusa MeTpo «MasKoBCKasA», HOCTPOEHHas 110 MPoeKTy apxutekropa A. H. JlymknHa 1 ykpa-
IIeHHAas MO3aMYHbIMM ITAHHO, BBIIIOIHEHHBIM 10 9cKu3aM A. A. [leitHekn, Oblta oTKpbITa 11 ceH-
Ts6pst 1938 1. B 1939 . mpoekt cranuym nonyumn [pan-npu Ha Bcemmpnoit BbicTaBke B Hbio-
Vopke. 34 coxpauuBimxcst (13 35 CyIeCTBOBABIINX M3HAYATbHO) MO3aMKM O6beTMHEHbI ObIIeit
TeMOJ1, 0003HaYeHHOIT caMuM aBTOpoM, — «CyTku Crpanbl COBETOB».

ObparaeT Ha cebs BHUMaHME PaKypc, TOYKA 3peHNUA B M300paKeHNUN: 00 BACHACTCA 9TO pac-
MOJIO>KeHVEM MO3auK B IVIaOHAX Ha CBOAAX CTAHLIMU — MMMUTUPYETCS B3I/ CHU3y BBepx. On-
HAaKO 3TO MOXKET OBITb CBSI3aHO M C TE€M, YTO MMEHHO B MCKyccTBe 1920-X — IepBOil ITOJIOBUHBI
1930-x rT., 1 0cobeHHO B ¢ororpaduy, cMeblil pakypc ¥ GOpCcUpOBaHHAsA MEPCIEKTVBA YacTO
Ha3bIBa/IVICb HOBIIECTBOM ¥ ITTABHOJ 0COOeHHOCTHI0. TeM 6ojtee 4TO MHOTVE CEOXKeThI Ha MO3aMKax
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