XynoykectBeHHas kynbtypa N2 3 2025 10
Teopvm MCKYCCTBa U KYyJibTypbl

YOK 701
BBK 85.103(2); 85.143(2)6; 85.153(2)6

AHppeeBa EkaTepuHa lOpbeBHa

[10KTOP dUAOCOBCKIX HayK, KaHAVAAT MCKYCCTBOBEAEHS, HneH This is an open access article distributed under
P M VI KaHmAA v A ’ the Creative Commons Attribution 4.0 International (CC BY 4.0)
MexxayHapognHoi accoumnaumm kputnkos AICA, 119002, Poccusi, Mocksa,
nep. CuBueB Bpaxek, 43
ORCID ID: 0000-0001-5765-242X DOI: 10.51678/2226-0072-2025-3-10-69
ResearcherID: V-7985-2018
andreyevaek@gmail.com Onsa unt.: AHapeesa E.FO. OpraHunka netepbyprckoro aBaHrapaa: ot
KnloueBble CoBa: OpraHuyeckas TpanuLms aBaHrapaa, pacluMpeHHoe MaTiowmrHa go nganMKosa // XynoxkectBeHHas Kynbtypa. 2025. N2 3.
CMOTPEHUE, aHaNIMTUYECKOE VCKYCCTBO, 3€/1eHbIi KBaAapaT, CUMBOJ MAPOBOM C.10-69. https://doi.org/10.51678/2226-0072-2025-3-10-69.

PEBONIOLMM B SKONOrMU
For cit.: Andreeva EYu. The Organics of the St. Petersburg
Avant-Garde: From Matyushin to Kotelnikov. Hudozhestvennaya
kul'tura [Art & Culture Studies], 2025, no. 3, pp. 10-69.
https://doi.org/10.51678/2226-0072-2025-3-10-69.

AHppeeBa EkaTtepuHa KOpbeBHa

praHumka
neTepbyprckoro

D.Sc. (in Philosophy), PhD (in Art History), Member of AICA, 43 Sivtsev

- Vrazhek Lane, Moscow, 119002, Russia
ORCID ID: 0000-0001-5765-242X
- ResearcherID: V-7985-2018

andreyevaek@gmail.com

Keywords: organic tradition of the Avant-Garde, expanded vision,
O I a I ml I I M H a analytical art, green square, symbol of the world revolution in ecology

Andreeva Ekaterina Yu.

O KOTen b H M KO B a The Organics of the St. Petersburg Avant-Garde: From
Matyushin to Kotelnikov


mailto:andreyevaek@gmail.com

XypnoxkecTBeHHas kynstypa N¢ 3 2025 12 AHppeeBa EkaTepuHa lOpbeBHa 13

OpraHuka netepbyprckoro aBaHrapga: ot MaTttowmnHa o KotenbHukosa

Abstract. Modernization of the 20th century is usually associated with
Constructivism and technical progress. However, the St. Petersburg
Avant-Garde of 1912-1915 offered an alternative concept of art, reveal-
ing the world as a unique organic whole, but not a sum of standard re-
placeable parts. The organic Avant-Garde as an artistic tradition was first
presented by Vladimir Sterligov in the symbolic drawing A Bowl (1962),
emphasizing the analytical art of Pavel Filonov and the philosophy of
the expanded vision of Mikhail Matyushin, that is, transrational practic-
es aimed at creating a picture of the world that unites the objective and
the non-objective. The organic tradition in the last quarter of the 20th
century was revived in the art of Vadim Ovchinnikov, Timur Novikov,
Ivan Sotnikov, and Oleg Kotelnikov, contributing to the culture of transa-
vantgarde. The transrational and seemingly marginal ideas of the 1910s
and 1920s were revealed in the 1980s and 1990s as true assembly points
of the worldview. The organic tradition shows the historical dynamics of
the 20th century from the Symbolist dream about a new vision of a new
man to the idea of a post-industrial world after the ecological catastro-
phe of the Anthropocene.

AHHoTauma. MomepHusanust XX BeKa 0ObIYHO aCCOLMUPYETCS C KOH-

CTPYKTUBU3MOM U TEXHUUECKUM ITporpeccoM. OqHAKO MeTepOypreKuii

aBanrapm 1912-1915 romoB mpeaoskua aJbTePHATUBHYIO KOHIIETIIINIO

MCKYCCTBA, PACKPBIBAIOIIYI0O MUP KaK YHUKAJIbHOE OPTaHMUYECKOe 1eJI0e,

a He CyMMY CTaH/JapTHBIX 3aMeHseMbIX JeTasneii. Opranuueckuii aBaH-

rapg, Kak XyA0KeCTBeHHYIO TpaJMIIIO BIIepBble MTpeCcTaBuI Bragumup

CTep/nuUroB B CMMBOJIMYECKOM pUCYHKe «Yamra» 1962 roma, akieHTUPO-

BaB aHalIUTHUecKoe ucKyccTBo [laBia ®umoHOBa U pacuUIMpeHHOe CMO-

TpeHue Muxania MaTiolHa, TO eCTh 3ayMHbIe ITPAKTUKMY, HalleJIeHHbIe

Ha CcO3JaHue KapTUHbI Mupa, 00beIMHSIIOIIEel IIpeaMeTHOe 1 6ecIpe-

meTHOe. OpraHnyeckasi Tpagulus B nowiegHel yetseptu XX BeKa BO-

300HOBJIIETCST B MCKyccTBe Bagmma OBumMHHMKOBA, Tumypa HoBMKOBa,

VBana CorHukoBa u Osera KoTenbHMKOBA, o6oramiast KyJbTypy TpaHC-

aBaHrapma. 3ayMHbIe 1, Ka3aJ0Ch Obl, MapruHaabHble uaen 1910-1920-

X rogoB B 1980-1990-e pacKphIBAIOTCSI KaK MCTUMHHbBIE TOUKM COOPKU

KapTuHbI Mupa. OpraHndeckast TpaguLMs MMOKA3bIBAET VICTOPUUECKYIO

IvHaMMKy XX BeKka OT MeuThl CMMBOJIM3Ma O HOBOM BMIIEHUM HOBOTO

yejioBeKa [0 MpeNCcTaBieHNs] TIOCTUHAYCTPMUAIbHOTO MUpa MOcae 3KO-

JIorMYecKoi KatacTpodbl aHTPOIOLIeHa.
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BBepeHue. UCTOKMU, CTPYKTYpa
1 0CO6EeHHOCTU OpraHUuYecKomn Tpagmuummn

[TpuHATO CUNTATh, UTO MOAepHM3MY XX BeKa JIyullle BCero COOTBETCTBYeT
MpaKkTMKa KOHCTPYKTUBMU3MA M OpMEHTaLNsI Ha TeXHUYECKuUii mporpecc.
Mexny Tem nieTepOyprckuit apanrapy B 1912—1915 romax mpeiiosku aib-
TepHATUBHYIO KOHLIENIINIO MCKYCCTBA, PACKPBIBAIOLIYI0 MUP KaK YHUKAb-
HOe OpraHMyJecKoe 11eJ10e, a He CyMMY CTaHAAPTHBIX 3aMeHsIeMbIX JeTasei.
B XXI Beke 3Ta mes, Ka3aBLIasiCs paHee MapruHaabHOM U YTONMYECKOM,
BXOIUT B OCHOBY COBPEMEHHOTO TIOHMMAaHMS KU3HU — MIPeJCTaBIeHMsI 00
9KOJIOTMM, B TOM UMCJIe ¥ 06 9KOJIOTUY KyIbTYPhI Y MBIIUIEHUST KaK CUJI,
dopmupyloIMX Cpefy aHTPOIOLeHa.

CospmaTessiMy OpraHMYeCcKOM KOHIIEMIIMK PYCCKOTO aBaHTrap/ia Gpuin
103ThI U Xynoxkuuku: Enena I'ypo (1877-1913), Muxanun MatioumH (1861-
1934), ITaBen ®unoHoB (1883-1941), Bemmup Xine6uukoB (1885-1922),
Muxann Jlapnonos (1881-1964). B 1920-e ux nociegoBaTeassMu CTa-
HOBSITCS Xy O>KHUKY, YIMBIIMECS B [TeTporpasckom ['ocyrapcTBeHHOM
VIHCTUTYTE Xy OXeCTBEHHO KyJAbTypbl: ydeHMKM MaTiommnHa Mapus
(1897-1942), Kcerus (1895-1955) u Bopuc (1893-1960) dumepsl, yue-
HuK Manesuua Bnagumup Crepauros (1904—-1973) u ycrieBuinii rmnoy-
untbes y K.C. Manesuua, ®unonosa n MartwomnHa [TaBen KongpaTtbes
(1902-1985). B Jlenunrpage BTOpO¥ MoOBMHBI XX BeKa OpraHnyeckast
Tpanuuysi Bo306HOBsIeTcst 6iarogapst KonppareeBy u ocobeHHO Crep-
JIUTOBY, OHA MIPOZOJIKAET Pa3BUBATHCS B MUCKyccTBe TaThsiHbI [T1€60BOT
(1900-1985), ero skeHbl 1 yueHUIIbI PUIOHOBA, U ydacTHMUKOB CTapore-
Teprodckoit mKosbl. HoBbIi aTamn HacTymaeT B 1980-e rombl, Korga ata
TpaauLus IpupacraeT npousBeneHnsIMU «HOBBIX XynOKHUKOB»: Oie-
ra KorenbHukoBa (pon. 1958), Tumypa HoBukosa (1958-2002), Bamuma
OBunHHMKOBA (1951-1996), iBana CotHukoBa (1961-2015), koTopsie
BO3POXKIAIOT aBaHTrapAHbIV yHUBepcaansm 1910-x ronos 1 npexze Bcero
MYJIbTUMELMUITHOCTb TBOPYECTBA.

IlepBbIM IpeACTaBMUI OPraHMUYeCKYIO KOHIEIIIMIO aBaHTapAa MMeH-
HO Kak Xy OXXeCTBEHHYIO Tpaauuyio Branumup Crepnnuros. O6 sTom
CBUJIETENbCTBYET PUCYHOK ITOA, Ha3BaHMueM «Yamar» (1962, yactHoe co-
6paHue) — n3o06pakeHre MHOKECTBA Yall ¥ BOKPYT HETO IO TIepUMeTpy
[IpSIMOYTOJIbHYMKA HaAIINCh:
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Yaia.
Masnesuy 9 II 62 MaTiomMH — paciivpeHHOe CMOTpeHue
Tatnus. JlapuoHOB @UIOHOB — aHAIUTUYECKOE UCKYCCTBO

B Mockse cerogHs «CionTa 3epKaa BoTKOHCKOTO».

IMepen HaMM CIIMCOK OPTaHNYECKUX XYLOKHMUKOB € YKa3aHMeM BbICIINX
JOCTVDKEHMI: pacllMPeHHOT0 CMOTpeHysI MaTolHa ¥ aHAIUTUYeCKOTO
nckyccrBa OMIIOHOBA, K KOTOPBIM J0OaBieHa ues 3epKaTbHOCTY MU-
POB, KJII0UeBas 151 YallHO-KyTIOJbHOTO MYPO3/JaHSI, OTKPBITOTO CaMUM
CTepiUroBbIM U B 3TOM PUCYHKe U306paskeHHOT0. CTasio 6bITh, CTEPIUToB
MBICIIUT CBOIO CUCTEMY LJeHTPaIbHOV 3HaKOBOJ YacThbl0 TPAAUIMM aBaH-
rapja IepBoii IMoJIoBMHbBI XX BeKa, ee «BbIBOIOM», €C/IU BOCIIO/Ib30BaThCS
cnoBoM ®utoHoBa 1 ManeBuua. 'padudeckast cTpykrypa pucyHka Crep-
JIUTOBA HAIIOMMHAET TaKkKe Y JTy4U3M.

3a uckiouenyem TaTinHa u ManeBuya, XyLOKHUKHY, ITepeuncieH-
Hble Ha 3TOM DPUCYHKe, BXOJST B OpraHMYeCKyI0 TPaAULIMIO aBaHrapaa,
KaKoii ee MpeACTaBWI OAVH U3 [1ePBbIX UCCIeN0BaTeell 3TOro MmaTepuana
Eprennit ®egoposud KoBTyH, B 1960-e 6113K0 3HaBImNi CTepanrosa.
B 1977 romy oH omycan B pycCKO¥ 6ecripeIMeTHO KMBOIIVCH OpTaHuJe-
CKOe HalpasjeHue, uccnenys Teopuectso ®umonosa. Ero Teopus o Tpex
HAIpaB/IeHNSIX 6eCIpeMeTHOCTH MTOYIMIa OKOHUATEIbHYIO GOopMy
B 1993 rony B cTaTbe Aj1g KaTajaora BbICTaBKM «Bennkas yTonms», Ko-
TOPBII, 3aMeTUM, C OPTaHMKM U HaUMHAJICS. Belb MMEeHHO B OpraHuke
KoBTyH 1 ero xomiera Ania BacunbeBHa [loBenuxymHa BUAenu OTINYN-
TeJIbHOE CBOJICTBO PYyCCKOTO aBaHTap/a, ero 0co60CTb U 3HaUEHME IJIs
6ymyiiero. KoBTyH nonpaszersietT 6ecripeiIMETHOCTb Ha IBVKEHVE CHU3Y,
Korza xynoxkHuk (B.B. KaHmuHCKMIT) MHTYUTUBHO abcTparupyet GopMbl
peanbHOCTH; IBUKEHYe CBepxy, Korna oH (MajieBu4) BOJIeBbIM YCUIMEM
HaKpbIBaeT peaJbHbIii MUP reOMeTPUUYECKUM U CTMPAeT pealbHOCTb;
U TPeTbe, «<OpraHnvyeckoe» IBIKEHe, KOTa XyAOKHUKHM 1e/ICTBYIOT CUH-
TEeTUYECKU, TOMOOHO CaMO¥i MPUPOJe, HEeCYILel 1 BOCITPOM3BOISIIIE CBOIO
SKUBYIO, @ HE MeXaHNYECKYI0 reoMeTpuio popm. ITu MacTepa TPEThero
myTu — JlapnoHoB, ®MI0HOB ¥ MaTIOMIMH — TOXe M300peTaTenu, Kak
MarsneBuy, a He KOMMUCTbI-HATYPAIMCThI; OHY, Pa3BMBasi BUYBCTBOBaHME,
00/1a1a10T YHUKAIbHBIM HABBIKOM KOHCTPYMPOBATh KaK cama IIpupoaa.
«Opranmueckye» mKoabl MaTtiommHa 1 @UIOHOBA, a TAKXKe UCKYCCTBO
[TaBna MancypoBa KoBTYH BIMCHIBAeT B ePCIIEKTUBY PAa3BUTHUSI OMOHUKA
[KoBTyH, 1993, c. 64-71].
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Mexny TeM Mbl Bugenu B criucke Crepinurosa eie B.E. TatinHa
1 ManeBuya. «OpraHuMuHoCTb» TaT/IMHA TTOATBEPKAAET, IPEKIEe BCETO,
«Jletatnuu» (1929-1932, lleHTpanbHblii My3elt BoeHHO-BO3AYIIHBIX CUJI,
MoHMHO); uTO e KacaeTcs: ManeBnua, ero MMsi B 3TOM CIIMCKe OTBevaeT 3a
OCHOBY CTepJIMTOBCKOI OPraHMKN — Bepy, O0KecTBeHHbII KocMoc. B cBoeii
3epKanbHOV cxeMe CTepnnroB NpefCTaBiIseT OPraHuKy Kak MUp, B KOTO-
POM ITPOTUBOIIONIOKHOCTY (TIPOTUBOpeunsi) 6aaHCHpyeT Bepa (Jamia),
¥ MacTepoM TaKoro 6ajaHca OH BUIelI MMeHHO MajieBiua, rmosarasi, uTo
aJIorM3M — 3TO0 6aJIaHC PAlMOHATBHOTO Y UPPALMOHATIBHOTO.

IMo3nHee CIMCOK OPraHMYECKUX XYAOXKHUKOB HECKOJIBKO Pa3 MEHSUICS,
OIIHAKO ero «CTBOJIOBBIMM KJIeTKaMM» BCETZA SBJISIMCH MMeHAa Ha3BaHHbIX
XymoXHUKOB. Tak, B 1996-m [I>koH BoynT paszgeniia opraHM4eckmx rneTpo-
IpajCKUX aBaHrapAMCTOB Ha Ba OTPSA: MCXOASAIIMNX U3 CUMBOIMU3MA
U UIeu eAIHOrO MMpa, TOTaIbHOCTY Npuponsl ['ypo 1 MaTommHa, ¢ ofi-
HOJt CTOPOHBI, ¥ YCJIOBHBIX KOHCTPYKTUBUCTOB-(hOpManncToB O1ioHOBa
u I1.A. MancypoBa, ¢ apyroit [Bowlt, 1999, p. 24-35]. OnHako cam OH MH-
mret, 9To MaHCYypOB Hac/eayeT Teocopun B IIPeCTaBIeHUN O eIMHCTBe
OPTaHMYECKOTO ¥ HeOpraHn4eckoro; a Hukomerra Mucmiep, roBopst 06
MCTOKAaX >KMBOIMCU Y MUPOBO33peHnsi PMUI0HOBA, OCTAHABIMBAET BHU-
MaHMe KaK Ha OTKPbITUIX 1910-X (1TepBble peHTTeHOrpaMMBbl KPUCTalI-
j0B 1913 roga), Tak ¥ Ha BIAMSIHUM BOCTOUHBIX PEIUTUIL, UTO COMMKAET
@UIIOHOBA CO BCEll CUMBOIMCTCKOI UAeiHOI chepoii I'ypo u MaTiommHa
[Misler, 1999, p. 38-46]. K Hauanry 2000-X BOy/IT HECKOITBKO M3MEHWIT CBOIO
KOHLIEILIMIO ¥ B OTPSIZ, OPraHMKOB-HAaYYHMKOB 3amycal MockBuyeii Ilerpa
Mwutypuua u TaTnnHa, a BcexX netepoypykiieB 06beIMHII B CUMBOIMCTCKOM
Kpyre, cIelaB IepeceyeHeM Kpyros TBopuecTBo MaHcyposa [boyaT, 2000,
c. 67; cm. Taxke: CapabbsiHoOB, 2003, c. 9].

[elicTBUTENBHO, TeTPOrpasiCKye OPraHUKY COeSUHSIINA CUMBOIVCTCKOE
BM3MOHEPCTBO C MHTEPECOM K HayKaM ((bu3monoruu, Kpucramiorpadmn).
MartiommH 6bUT MMEHHO TaKV!M MCCIeJ0BaTeIeM, MHTePeCYIIMMcs 1 (-
3MOJIOTHETT 3peHMSs, U TeoCcodmeli C IeIbI0 PACIIMPEHMS] BO3MOXHOCTE
BOCIIpUATUSL. B ero qHeBHMKAX BCTPEUYAIOTCS MMeHa Pas3/IMUHbIX YUEHBIX,
HETPagUIIMOHHO, MOKHO CKa3aThb, 38yMHO, C TOUKM 3PEHMSI OObIIEHHOCTH,
TIPeCTaBSIONMX MPOCTPAHCTBO OT B. Pumana u H.U. JlIo6aueBCKOro 10
A. DitnmrrertHa u M. [TnaHka. @umocodcKie ¥ HayuHbIe MCTOYHMKIA OpTaHy-
YeCKOJ CUCTeMbI PAaCIIMPEHHOI0 CMOTPeHMS, OT TPyLoB ABrycra lllneremns
o Mumenst OkeHa llleBpéns, lTepmana dboH I'enbmrosbiia, ['ycraBa Teogopa
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®exHepa, JpHcTa ['eHpuxa 'ekkens, Bunbrenbma ByHara, DpHcra Maxa,
HoranHa ¢oH Kpuca, npeoskMBIIero MOHSTHE «3aTbJIOUHASI TOYKA»,
TOIPOGHO MPOAHATM3MPOBaHbI B MOHOrpaduu M3abesutbl BioHiie, KoTopasi,
Berer 3a llapiorToii [lyrnac, Ha3plBaeT TaKOV HayYHO-BU3MOHEPCKUIA TUTT
MMPOBO33PEeHMSI XOMU3MOM, IOAYEPKMBasI B HEM IIPMOPUTET LIeIOCTHOCTH
[Wiinsche, 2015, p. 13-19, 89-91, 94-95, 104-106, 110, 115]. Hukonas
Kynb6uHa, MaTionmHa 1 ®UI0HOBA, TOKa3bIBaeT BIoHIIe, MHTepeCcoBas
TICUX0(DU3MONOTMIECKIIT TTapa/UIeIM3M: OTCYTCTBYE Oapbepa MeXay Ghu-
3UYECKUM U IICUXNYECKUM MUPaMMU, 3aJI0T eJMHCTBA MaTepuu 1 ayxa.
BroHille rpuBIieKkia BHMMaHMe U K COBpeMeHHbIM MaTIOMIMHY HayUYHbIM
uccnenoBanusaM 1920-x: B 1923 rogy B TMTHXYKe oH nHTEepecoBascs sKCIe-
pyuMeHTamu B 061acTy 610duU3MKH, KOTOpbIMM 3aHUMascs [letp Jlazapes,
pa3pabaThiBast MFOHHYIO TEOPUIO BO3OYKIEHNS U U3ydasi B3aUMOJe/iCTBIE
ONTUYECKUX U aKyCcTHUeckux HepBoB [Wiinsche, 2015, p. 115]. A HayuHbIe
u dwtocodckye 0CHOBBI McKkyccTBa @utoHoBa OT A. IlloneHrayapa, Y. Jlap-
BuHa, A. BeprcoHa 10 A.A. BorgaHoBa CTpyKTypUpOBas B CBoeli Kuure [71e6
Epmos [Epmos, 2015, c. 119-120, 122, 125-151].

B nepeocMbIC/IeHMYM OpraHMYeCKOT0 HallpaBaeHMs aBaHrapia rnpeg-
CTaBJISIETCSI OCHOBHBIM aKLEHT Ha TBOpYecTBe MaTiouHa u @uaoHoBa —
TeX XYA0KHUKOB, UbM UJIe AaJIM BCXOObI BO BTOPOJ MOOBMHe XX BekKa,
MIPOPOC/IN Uepe3 JeCITUIETUS PeITpeccuii M yMOT4aHusI, 06pa3oBaB Xy-
JIO’KECTBEHHYI0 U GMI0CO(CKYIO TPaAUINIO, B KOTOPOI TTOKOTIEHUS Ma-
CTepOoB HacAenyoT APYT APYTY U NIPSIMO, HarpuMep yepe3 CTepinrosa,
Y apUTMOJIOTMYecKy, Kak «HoBble XyIOKHUKM». DTOT aKLeHT [IpefCTaB-
JISIeT OpraHMYecKoe HarpaBiieHne MeTepoyprcKoro — meTporpajgcko-
TO — JIEHMHTPAZICKOTO VICKYCCTBA 0CO60Ii KyIbTYPOii TBOPUECKOI MbIC-
JIU, CBSI3aHHOJ ¢ JaHamadToM U ucTopueit ropona, ¢ bantukoii, HeBoit
n Jlaporoii, Kapenueii, To eCTb BOGHBIMM IIPOCTOPAMU, COeIMHEHHbIMU
riepeMeHUYMBOI PeKO U JIeCUCThIMM XOIMaMy, OTKPbIBAIOL MMM KPYTO-
Bble TOPM30HTBI (MOTUBbI «TEKyUeCTU», «36PKAJIbHOCTM», HEOXBATHBIX
KPYTJISIUXCS Hebec — BCe TO, UYTO MOI3T-3ayMHUK Aekcanap TydaHoB
0003HAYMII TPUMEHUTENIBHO K PACIIVMPEHHOMY CMOTPEHWIO Y CITYIIIAHWIO
Kak 4yBcTBO CecTpopernika). Yepes 5TOT Ieli3aX OpraHnyecKoe Harpasie-
HIe CBSI3aHO C POMaHTHUeCKol Tpaauieii CeBepa Kak MecTa KaTacTpodsl
" BO3poskaeHus, ['Mmepbopen 1 BEUHOTO BO3BPAILEHMUSI.

BaskHbIMM 0CO6€HHOCTSIMM ITeTepOyPrcKoii OpraHUKM SIBIISIOTCS ee 13-
HayvaJbHasi MYJIbTUMEIUITHOCTh — €IMHCTBO M300paskeHus, 3ByKa U CI0Ba
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(XyOOXKHMKM, My3bIKQHTBI M II03THI 3[1€Ch B OHOM JIMLIE), & TAKXKe POLCTBO
¢ beHomeHom 3aymu, aiorusma B ayxe Xne6HukoBa, ['ypo, Manesuua,
II.1. Xapmca. Opranmueckasi TpaJulius — 9TO BEPXOBbsI ObITUSI 3ayMIU,
TIOTOMY UTO ee ITPOM3BeeHMsI AeiCTBUTENIbHO CIIOCOOHDI ITPeCTaBIISATh
HeIpeACTaBUMOe TIpekIe 1, COOCTBEHHO, Halle/IeHbl Ha 3ayMHYIO0 U BMeCTe
C TEM CHUCTEMHYIO 3a7auy CO3J1aTh efMHylo, husndeckyio u Metadusnye-
CKYI0, OTHOBPEMEHHO IIPeAMETHYIO0 U GeCIpeIMEeTHYI0 KapTUHY MUpPa.

Cuctembl OpraHM4eckKoro MMponoHMMaHMUs.
OpraHuKa Kak eAUHCTBO npeaMeTHOro u 6ecnpeameTHOro

Muxavn MaTiommH 1 B COGCTBEHHOM TBOPUECTBE, U B TBOPYECTBE CBOMX CO-
pPaTHMKOB I10 JBVKEHVI0 aBaHTapAa BUAeN IIPesKk/ie BCero HOBbIV B3IV, Ha
MMP U CITIOCOOBI €T0 BU3YaIu3alvy 1 U3JI0KeHMs B cioBax. HOBbIii B3MJIsIA,
Ha MUp BO3MOYKeH B CO3HaHUY 0OHOBJIEHHOTO YeI0BeKa, UMEeHHO TaKUM
IIPOPOKOM HOBOro MaTiolnH npencrapisieT @uMIo0HOBa B CBOEI CTaThbe,
HarnucaHHoI B arnpesie 1916 roma noj BO3ieiiCTBMEM CTUXOB U JKUBOITUCHU
®nI0HOBA, B YaCTHOCTY €ro No3mMel «IIponeBeHb 0 MPoOpOCIn MUPOBOI»
U KapTuHBI «LIBeThl MMpoBOro pacuseTta» (1915, TocymapcTBeHHbIi Pyc-
ckuit my3seit, CaukT-Iletepbypr, nanee — 'PM). B 1912 romy nmenHo Ma-
TIOIINMH 3amcai MaHudect ®uaoHoBa «KaHOH 1 3aKOH», HaIlpaBIeHHbI
MIPOTMB Ky6M3Ma C €r0 MEXaHMUCTUUECKOM TeOMeTp1eii — KAHOHOM, TOT/Ia
Kak opma ob61amaeT «<3aKOHOM OPTaHMUYECKOTO PasBUTHST». MaHubecT
@OuI0HOBA NPEBOCXUTIII ABVIKYLIYIOCS B TOM JKe HallpaBJIeHUY MbIC/Ib
Hwuxonast BepasieBa, BbIckasaHHYIO B ero pa6orax o I1. [Tukacco 1914 roma
u Kpusuce uckyccta (1917). Yske 3TO OHO FOBOPUT 00 YKOPEHEHHOCTH
OpraHNYecKOii XyI0KeCTBeHHO Tpaauiyuy B p1naocodcKo-3CTeTUUeCKOii
rouse cMMBO/IN3Ma. B ctatbe 0 ®unoHoBe MaTionmH, C OGHOM CTOPOHBI,
IO POOGHO OOBSICHSIET HOBYIO TEXHUKY SKUBOIMCY Y PUCYHKA, M300peTeH-
HYI0 «0ueByaLeM He3pumoro» [[1asesn Hukonaesnu ®nnoHos, 1988, c. 92],
Kak HaszBa1 OunoHoBa Anekceil KpydyeHsix: MaTIOINMH ONMCHIBAET TO
camMoe OpraHnyYecKoe pa3BuTue GOPMBbI B «CIOETaHHbIX KAPTUHAX» U «aHa-
JUTUYECKOM VICKYCCTBE», KOTOPOE MPUOITIKAeT KapTUHY K PACTyIIEMY
610IOTYEeCKOMY SIBJIEHUIO; C APYTOi K€ CTOPOHBI, OH aKIEHTUPYET TO
[JIaBHO€, UTO BO3HMKAET B OPraHM4YeCKOii KUBOINCY, — IIpe/iCTaBJIeHle
HeIlpepbIBHOI'0, MU3MEHUYMBOI'0, XMBOT'O ABVDKeHVS. DTO He MeXaHuye-
CKOe MallMHHOe JBYsKeHue QyTypusMa I, Io3aHee, KOHCTPYKTUBMU3MA,

OCHOBAHHOE Ha KyOMCTUYECKOIi CIBUTOBOM JMHAMMKE IIJIOCKOCTel. Peub
UZET O ABVKEHMM BO BCEi €ro MbICMMO¥ ITOTHOTE, KOTAA U3MEHEHUSIMU
3aTPOHYTHI BCE 3JIEMEHTDI JKU3HU U CO3HAHMUS XYIOXKHUKA U, COOTBET-
CTBEHHO, KAPTUHBI MUPA, KOrga GU3UUeCKUil TIOPbIB POCTA PE3OHUPYET
B [yXOBHOM CTpPeMJIEHUY K CBOOOIe 1 ITpeobpaskaeTcs: B MeTau3MIecKoM
BCEJIEHCKOM ITOTOKe TBOPUECKOTO OBITHSI, KOTZA MbI BUAVM B ITepeMeHe
CUJTY TTePeJIOMHOTO BpeMeH!, COKPATUBIIIETO PACCTOSTHIE MEKITY TTPOIIUTBIM
u 6ymymum. Bot pparmeHT cratbu MaTromHa 0 OmioHOBe:

Best cymMa IBVKEHUSI MaTepuy HOBOTO BeJIeHVIsI, X071, €€ CLeTJIeHiT 06pasyroT HOBbIi MUD
BUIAMMOCTH. <...> EC/IM Te/1eCKoI MoKasa 06beKT BCeJIEHHOM, MUKPOCKOIT €€ aTOMUCTINYe-
CKYIO CTIOKHOCTbD, TO XYAOKHUK... HAYYIUJT HAC... TOHUMATh CJIOKHOCTD €€ COCTOSTHUIA: uzies
TSKEJIOro 06beMa, eIMHCTBA ABVKEHUS, Cijla M3TMba ToKa IHEPrUu, YIIpyrocTh BeTpa,
3araxa, INIOTHOCTb BOJIbI B €€ Macce, BCe sKMBOe KOMbEB 3€MJIN, TIbI/T B3/I€Ta IVITaMEHM, JKUBOE
TeII0, ABVKYIIee cesi. Pa3BMHYThIE IPAHNUIIBI HOBOTO 3BYKa, HOBOE MOHVMaHMe CJIOBA KaK
CaMOCTOSITE/ILHOTO 3BYKa M, HAKOHELI, Me/I/IeHHbI PUTM OMeHMIi SKM3HM HeOPraHUIeCKoii,
SKU3HM KPUCTAILTA. <...> MMp CTasI HaceleH He PacibUIEHHBIM YeJI0BEYEeCTBOM, @ BEIMKIAM
o6um Tenom 6ora. <...> OguH 3a Bcex — OUIOHOB — BTSHYI B Ce6sI 1 IIePeKPyTIIT BCe
HUTY HOBBIX ITyT€J1, KAK B BOLOBOPOTE, B CBOEM HOBOM 0011eM TeJte. <...> OH JaeT HOBbIi
TIPUHLVIT HAJIOKEH VST KPacok. Tesio KapTHHbI, POKAAIOLIeecs BIiepBble, ee II0Th — KPacka,
PUCYHOK — JOJKHBI JIEYb B OCHOBY B ChIPOI MOHOJIIUTHOI (hOPMeE, TOUTHU TEKYYe SKUBBIMA,
MpUYeM TKaHb He TPYHTYETCsI, a BOCIIPUHMMAET MePBbIN KUAKMI IPY3 KPACKM Y HEPBALIO
PUCYHKa /1751 Gy/IyIero HapauMBaHus OpraHM3Ma XUBOJ KAPTUHBI — KakK y IU1ofa. <...> Mup
¥ TIPEIMETHOCT [1Jis HETO TIePBOPOsKAEHHbIE B 6eCTIPEPHIBHOM IlIaTe CIBUTOB U KOeOaHMIA.
...JIBV>KEeHEe MM TIOHSATO He KaK 3aK/II0UeHHOe B BUIMMOIi eprdepuuHOCTY Bellleit, HO 13
[[EHTPa KHAPYKM U 06paTHO... DMIOHOB [TOKAa3bIBAET, KPOME MeXaHUeCKOro, ABVKEHME,
uayliee oT cBOGOIHOM BOMM Beleil B camux ceGe, Ipenonarasi 3BOMIONNIO Kak CBOGOLY
BbIGOPA, BEIPAsKEHVEM KOTOPOTO SIBJISIETCSI CAMO€ CJIOKHOE CYIeCTBO — YeloBek. <...> Ero
6obLIe KAPTUHBI BTSIHY/IU B Ce6sI MOIIb HOBOTO IIPOCTPAHCTBA, B KOTOPOM B3JIETHI U TIPO-
BaJIbl M BCSI IBVDKYIIASICS CYTh OXBayeHa PACIUIaCTaBUIMMCS B3OPOM HOBOTO VI3MEpEeHMsI.
<...> ®WIOHOB, JOJITO ¥ YIIOPHO TBOPYECKM PaboTast KaK XyLOKHMK, OHOBPEMEHHO MCKal
¥ co3Jal LeHHY10 hakTypy coBa 1 peun. Kak 6bI KOCHYBIIMCD ITyGOKOM CTapMHBI MMPa,
ylIe/IIeli B O/I3€MHbI OTOHb, €r0 C/I0Ba BO3HVUKJ/IV IPArol[@HHBIM CIJIABOM, PaflOCTHBIMM,
CBEPKAOIMMM KYCKaMy XM3HM U MMM 3a4aTa KHMUra MUPOBOro pacisera «I[IporneBeHb

0 IIpopoc/v MMUpoBOil» [MatioumH, 1979, ¢. 232-235].

CaMm ®u1a0HOB B aBTO6MOrpaduecKux 3aMeTKax Co00IaeT O CBOUX
pa6otax 1906—1907 romoB, UTO B HUX «ObLIY BBEIE€HbI HATYPaIUCTUUECKE
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" abCTpaKTHBIE MTOJIOXKEHMSI, BILIOTH 10 TOTO, UTO MUCATUCH PU3MOIOTH-
YyecKue IIPOLeCChl B IePEBBSIX U UCXOISMINI U3 HUX CTPYSILIUIACS BOKPYT
Hux 3amnax» [®wmioHos, 2020, c. 58].

VouBuTeNbHAS KPUCTAJUIMYECKAs CTPYKTYypa XuBonycy OuioHoBa
B «IIBeTax MMPOBOTO paciiBeTa» IIPeICTaB/IsIeT CBOOOIHBIN TIepexo, 13
6ecripeIMeTHO reOMeTpU3MPOBAHHO HOPMBI OBITHUSI MATePUU (MUKPO-
¥ MaKPOCKOTIMYECKOTO ee BULEHMS) K SIBJIEHUIO TPUPOSHBIX HOpM —
LIBETOB, KOTOPbIE BO3HOCSTCSI HA CBOMX «abCTPAKTHBIX» KPUCTAILTNYE-
CKUX CTEOISIX — 9HEPreTUUeCKMUX TTOTOKAX, BOCXOASAIINX CHIU3Y BBEPX
Y BOILIOIIEHHBIX B M3MEHUMBBIX MarMaTUUeCKUX 1IBETOBBIX CTPYEHMSIX
U TepenuBax. A B BbIIIMHE KaPTUHBI IPUPOIHbIE (DOPMBI CHOBA PacTBO-
PSIIOTCST B KOCMOCE CUSIOLIEro 11BeTo-cBeTa. [JuHaMMKa SKMBOTO / HEXM-
BOTO / KMBOTO — BaskHeJiIIasi TeMa 3110XM POMaHTHM3Ma, TPOJo/KeHHAs
B CMMBOJIV3Me U MojiepHe. BioHIle o6paijaeT BHUMaHKe Ha UCCIeNo-
BaHMs B o6nactu Kpucramwiorpadun — kaury Orro Jlemana «XKugkue
KPUCTaJIIBI U TEOPUSI JKU3HU», ONTyonMKoBaHHYI0 B 1908 romy B Onecce
U, BIIOJIHE BePOSITHO, BOOXHOBYBIIYIO U MaTiolIMHA Ha CO3JaHMe CepUn
asTornoprpetos «Kpyucrann» B 1914 rony — Kak pa3 HakaHyHe 3apOXXIeHNS
«IIBeTOB MMpoBOTO pacuseTa» [Wiinsche, 2015, p. 95-96].

MarTommH B CBOMX KIaCCUMYeCKMX akBapesx Havana 1920-x u B cBoux
TeopeTUYeCcKnX TeKCTaxX MO-APyromMy MpefCTaBsieT 3Ty B3aMMOIIepexoi-
HOCTB IIPEIMETHOTO U GeCITpeIMeTHOTO, JKUBOTO U <HEXKMBOTO». B oTiiune
oT ®UIOHOBA, OH He COo3[laeT CMMBOINYECKYE METaKOMIIO3MLIMY, ITOKa-
3pIBAlOILMe MUD «BO BCEX ero NpeauKaTax», TO eCTb IJIaHeTy pacTeHuUii,
YyesioBeKa ¥ SKUBOTHBIX B CUHKPETNYECKOM eJMHCTBE UX B3aMMOJIeCTBMIA.
MariomiHa He MHTepecyeT 6MTBA 32 BpeMsI — 3a UeJIOBEUECKYIO UCTOPUIO.
OH MOTHOCTBIO MOTPY3KEH B Tefi3ak — B U3MEHSIIOLIYIOCS IPUPOTHYIO Cpe-
Iy CBeTa 1 11BeTa. Bpems MaTiomiHa elife 60ee OTpOMHO — 3TO IMara30H
OT KOPOTKOT'O TTep1oia BeTeTaluy 10 IPaHAVO3HBIX Te0IOTUUeCKUX III0X,
KOTOpBIE ITeTepOyprcKuii JaUHVK HAOTI0IAeT, Tysis 110 6epery @MHCKOTO
3a/1MBa U BUJISI HATPOMOSKAEHMSI BATyHOB, OCTaBILMECS OT ABUKEeHUS Je[-
HMKa. becripegMeTHOCTh MaTioliHa IPUPOLHASL, @ HE YMO3PUTEeIbHAas.
OH noka3sbIBaeT TpaHchopMalMio Tena MPUPObI B 3HEPTMIO IIPOCTPaH-
ctBa. Tak, B akBapeiabHOM pucyHKe «Cror. Jlaxra» (1921, TPM) MatwommH
SICHO JlaeT IIOUYyBCTBOBATb, UTO CTOT — IPyJb 3€MJIH, ee caararliieecs
U3 IBETHBIX JIMHUII IJIOTHOE MaTepUalbHOE TeJI0, KOTopoe B Hebecax
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pasBeuBaeTCs 00J1aKaMy 11BETa, THEBHBIMU CEBEPHBIMMU CUSHUSIMU —
BOJTHEHMSIMYM 36 MHOTO MarHMTHOTO T10JIS.

[naps Ha pucyHKM MaTiolMHa, Mbl OTKPbIBA€M OpraHMYecKuii KOCMOC
B3aumMogeiicTBuit. B rpaduueckoii kommosuiuu «be3 HazBauus. (IIpo-
cTpaHcTBO)» (1920, PykonycHbIl oTnen MHCTUTYTa pyCcCKOM IUTepaTyphl
(Iymkuuckuii lom), d. 656, 1. 36) MaTonmH n300paskaeT WIN KUBbIe
KJIETKM C SIAPAMM, MV KOCMIUeCKIe TeJla Ha Pa3HbIX OpOUTAX: OJI HEeTo,
Kak 1 1151 XJIeGHMKOBA, KOTOPBIiA COTIOCTaBMII IIOBEPXHOCTD 36 MHOTO IIapa
C pasMepamMu 3pUTPOLIUTA, ITO B3aMMOOOYC/IOBIEHHbIE SIBJIeHMS. JIyHa
u ConHile 1711 MaTiomHa — ceMeHa BeenieHHOi1. B aToM ceprueckom pu-
CyHKe «be3 Ha3BaHMsI», KaK 1 B akBapeu «Bxoxxmenue chep» (1921, Myseii
[TetepGyprckoro aBanrapga (Jom M.B. MatiommHa), CaHKT-IleTep6ypr)
y3Ke co6paHbI ceMeHa GYIyIero yarHo-KyImoabHOro mpoctpaHcTsa Ctep-
JUroBa. MaTIOIIVHA 3aHMMaJl MOTUB BXOKIEHMS GOJIBIIOTO Tejla B Ma-
Jl0e — OOBSITYS COTHEUYHBIMM JTydamMu 3eMJIM, MOMEHTA, KOTr/ia COTHIIEe
CJIOBHO GBI CAIMUTCS B LIEHTP 3€MHOTO IlIapa, ¥ Mbl BUIMM B KOMIIO3ULIAA
«BxoxxmeHue cdep», Kak B CpeIOCTEHNI I[BETOBOI MHTEphEepeHIINY ABYX
CBETOBbIX 00b€MOB OTKPBIBAETCS TEMHO-CUHUI C YePHO¥ YepTOoii 3pauka
KOCMUYecKii ia3. Takue ke m1a3a-06e3HbI MbI BUOUM B BEPXHUX CIOSIX
60sb111071 «@OpMYIBI BeCHBI» D1toHoBa 1928-1929 romos (T'PM). Mapus
OHpep, bmsKaiiias yueHuIa M COTPYIHUIA, COaBTOP MaTolHa, B TOIbI
YUEHUSI B er0 MacTepCKoii B [1eTporpafcKux roCcyJapCTBEHHbBIX CBOOOIHBIX
Xy O0KeCTBEHHO-YUeOHbIX MacTepckux (IITCXYM) samucana B JHEBHUKE:
«$1 rnas >sxusHu» [dHpep M., 2024, c. 137]. A MarTrommnH B 1923 rogy nocie
OJIHOJ 13 moe3a0K B BackenoBo, rae caM XOJAMMCTbIN JIeCHOM Meii3axk
C IJIa3aMM-03epaMy pacKpbiBaeT rOPU30HTHI PaCIIMPEHHOTO CMOTPEHMS,
OCTaBMJI B CBOEM JHEBHMKE 3aINCh O TOM, UTO Mapusi «XxoueT BUIEThb He
JIy4oM, a BceM mapom» [Matromvs, 2017, c. 335]. O6iee y MaTionimHa,
OHIepoB, JlapnoHoBa 1 PUI0HOBA — B CaMOVi BOJIHOBO AVHAMUYHOM
chepuyHOCTH, BCEOXBATHOCTY MUPOBOTO IBVKEHMSI, SHEPTeTUIECKOTO
TOTOKA, KOTOPBIN y MaTolIMHa TeUeT Mo KpyTy, 06pasyst cepsl. B3mis
MarTionnHa — 3TO MHK/II03MBHOE IBVKEeHME, a He TTPOXKeKTop. MaTIoMH
TTOKa3bIBAET ITOTOK GECIIPeAMETHOI MaTePUM, OTUIOTHSIIONIENCS B Meii3a-
ke, B Hallleii XXM3HEeHHOM cpejie ¥ BHOBb Pa3HOCSIIENCSI KOCMUYeCKUM
BETPOM.

O6BIYHO pa3BUTHE UCKYCCTBAa MOepHM3Ma, ocobenHo B CCCP 1920-x
TIPEeICTAaBJISIOT B ITPOTMBOMIOCTABIEHMM aB6CTPAKTHOTO (TIPOTPECCUBHOTO)
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u GUrypaTMBHOTO (0TCTAIOr0). TBOPUECTBO MACTEPOB OPTaHNYECKOA
TpagULIVY MTOKA3bIBAET HE TAKOE MPSIMOJIMHEIHOe TPOTUBOCTOSTHIE,
BeJlb OHO MCITOJIHEHO CTPEMJIEHUST BbIPDA3UTh COBPEMEHHbIN B3IJISIZL, Ha
MMUP, B KOTOPOM ITPOTUBOCTOSIHMS GUTYPATUBHOTO ¥ a6CTPAKTHOTO HET,
a IeyicTByeT 6eCKOHEUHbII 00MeH dHepruii u Gopm, repexorn becrpe] -
METHOTO B IIPeAMEeTHOe 1 06paTHO.

PacuwupeHHoe cmoTpeHne Muxamna MatowmHa —
3ayMHbIW B3rnsag Ha Mup

[Meji3ak B paCIIMpPEeHHOM CMOTPEHNUM — TeMa y4eOHOli MpOorpaMMbI
MartwomuHa B I[II'CXYM, pedbopMmrpoBaHHO AKageMun XyI0KeCTB,
B 1919-1922 romax. OMmbITHI 110 3TOJ ITpOrpaMMe, pa3BUBaBIle CII0CO0-
HOCTb BUJIETD C 3aKPBITBIMU IVIa3aMU, 3aTBIJIKOM U BCEM TeJIoM, MaTio-
MH npono/mkui B OTaene oprannyeckoit KyabTypbl TMHXVYKa, Kyzna Ha
06I1IeCTBEHHBIX Hava/IaxX IT0[] er0 PyKOBOACTBOM ITepeliia paboTaTb Mapust
OHpep. AuHa IletpoBHa OcTpoymoBa-JlebeieBa BCIIOMMHAIA, UTO B 3TU
rozbl BCTpeTusa B obmiecTBe Anpbepa BeHya 1 yoibIxana OT HEro 0 «4ay-
JlauecTBe U cyMacOopoAcTBe» MaTIolMHA: KaK OH Ha OCTPOBAX IMOCAIMIT
CBOMX YUYEHMKOB PMCOBATD CIIMHOM K peke. Bripouem, Anb6ep HukomaeBmy
MartrommHa He 3HaJ. «$I cpasy MOoHsI, — paccKkasbiBaa Ab0. Huk., — uto
CJTy4aiiHO TIOMAaJT B TPYIITY GOMBHBIX U3 CyMacliennero noma... C Hummn
6bUT Haf3MpaTenb. Ho cTpaliHee BCero GbIIO TO, UTO 3TOT HAA3UPATENb
MeHSI TOKe IIPVHSIT 32 60JIbHOTO ¥ CTaJI yTOBapUBAaTh CECTh CITMHOV K PeKe
U MIPOJOJIKaTh pabotaTb» [OcTpoymoBa-Jlebenesa, 1974, c. 39].IpencraBum
9TY CLIeHY: M3BECTHEeIINIT aKBapeIMCT MUIIET KPaCOUHOe pasHoo6pasue
BeYyepHero 3akaTa, a ydeHUKU 3ayMHMKa MaTiollHa — TO, YTO OHU He
BUIST, HO TIepekKMBaIOT BCEM TeJIOM, KOT/1a Teii3axk mpeBpalaeTcs B CIbI-
LIXMOE, BU3YaJIbHBII OIIBIT COBMELIAETCS CO 3BYKOBBIM, UyBCTBA OTKPBIBAIOT
MIPOCTPAHCTBO 3a CIIMHOIL B er0 6e3MepHOIT aKyCTUUYECKOM ITPOTSHKEHHOCTH
u 6eper HeBKM cTaHOBUTCS KpaeM 3Byuariei 3emin. B 1921 romy Mapus
OHep co3[aeT akBapesbHble PUCYHKM IO, Ha3BaHMeM « TpaHCKPUIILIS
3ByKa» (CTOMMYHAS OpraHu3anusi My3eeB M300pa3sUTeNbHbBIX VICKYCCTB
(MOMus), CaTOHMKM) — KOMITO3UIIMY O CBOGOTHO POSKIAIONIMXCS U Tac-
HYIIMX I[BETOBBIX chepax, 0 KOCMOCe TapMOHNYECKOTO ABMKEHMS BOJIH
cBeTa 1 3ByKa. MylbTMMeANITHOCTh MCKYCCTBA, OCHOBaHHAs HA BOJIHOBOM
MIpUpPOJie CBETO3BYKOBOI MaTepUM, SIBJISIETCS T€EM MMEHHO HEeBUIMMbIM
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3aKOHOM OPTaHMUYeCKOTO MMUpa M MUpa UCKYCCTBA, KOTOPbIV MaToONH
u Mapust dHep CMOIIU cIe/laTh BUAMMBIM. Mapust DHep 3anyucbiBaeT
B IHEBHMKeE: «X0uY Jle/laTh HEBO3MOXXHOE — KaK MOPCKOI4 3Be3/1e 3aKpuyaTh
(6ecripemmeTHOCTB)» [IHAEp M., 2024, c. 172]. 3agaua paciiMpeHHOTO CMO-
TpeHMsI — JaTh roJI0C MOTYaHUIO MUPA, IIepelaTh CAbIIIMMOe B 3pMMOM.

O npyrom ajJjoOrMYHOM IIpYeMe paclIMPeHHOro CMOTPEHMSI, KOTOPO-
My yunn MaTommnH, pacckasbiBaeT Bannpa enakpoa [denakpoa, 2007,
. 50-51]. Xy[IOsKHMK TIEPEHOCUT B3IJIS[] IIPOEKTUBHBIN (M3 IEHTPa IaJTi)
B cTopoHbl. Chepa 0630pa mepectaeTt O6bITh 3aPUKCUPOBAHHO, pa3aBH-
raeTcs, Iia3a JOBST TUTaHTCKUIT 06beM IIBETHOTO BO3IyXa, M YeJIOBEK
COEIMHSIETCSI C 9TOJ 1[BeTO(OPMOIi OKPY’KAIOIIEro 6eckpaifHero Mupa.
Insapsg Ha cxeMy paclIMpPeHHOro CMOTpeHMs MaTiolnHa, peCcTaBs0-
IYI0, KaK IepeMeliaeTcsl Touka 3peHMusI 10 JyTe 3JIIUIICA, OIIMChIBAsT «KPYT
3eMHOI1», Mbl 0CO3HAEM, UTO LIeHTP Mupa Bcioay. OHTOMOTMYECKII CMbICT
paclMpeHHOT0 CMOTPEeHMS B TOM, YTO CTPOEeHMe MUpPa He MepapxXxudHo.
Cucrema B3I1s110B MaTIolHA leMOKpaTUYHA 110 CYyTU. XOTSI M03HEe
Crepnuros yripekasn MaTrommHa 3a To, YTO y Hero «$», a He bor, B LileHTpe
MMpa, 3TU YIIPeKu He 060CHOBAHHBI, TAK KaK 3r0 XyOOKHMKA — aKTOPa
pacIIMpPeHHOr0 CMOTPEHUST — PACcTBOPSIETCS B Mupe. BOT akBapenbHbI
pucyHok MatiommHa «I[IpocTpaHcTBO» 1921-1922 romos u3 cobpaHus
Banepus OymakoBa (MoCKBa): pagyskHasi KOca CBOOOIHO OOBOAUT Iep-
JIAMYTPOBYIO chepy «3aCBETKMU» B IEHTPE U, PACIIJIETAsICh IIBETHBIMU
BUXPSIMU, YXOOUT 3a Kpas aucTa. [lepe HaMu KapTHa O IPOCBETIEHHOM
CO3HAaHWM: MOTUB BbICBET/IEHHOII chepbl, 06BeIeHHOI GecrpeIMeTHOI
1IBETOBOJ BOJTHO¥, BCTpeuaeTcst BO Bcex rpadmueckmx GUKCAIMSIX OTbITOB
pacIIMpeHHOr0 CMOTPEHMSI U SIBHO MpeCTaB/seT BKIUeH e caMOoTo
HabJIoaTe s B OKPYKaIOIIYIO Cpely, ero ornpo3pavyHuBaHmue AJis Mupa.
YenoBeK ¥ MUP TTepeCcTaoT ObITh HEITPOHUIIAEMBIMMU TTPEMSITCTBUSIMU
Apyr oI Apyra.

MaTIOLIVH UCTIO/Ib3YeT TaKke aCTPOHOMMUYECKOE ITOHSTHE «BePTUKAII»:
OH 00BbeIMHSIET YCTPEMJIEHHOCTh B HEOO U «IMHUIO Ha3a/i», TO eCTh IIPSMYIO
B3IVIsIIa pa3BOpauMBaeT B IPOTMBOIIOIOKHOM HallpaBieHUN, 3a CIIMHY,
YTOOBI IOYYBCTBOBATH OOPATHYIO IIPOTSKEHHOCTh MIUPA, B TOM UMCIIE
” BO BpeMeHU. OH ITOKa3bIBaET, UTO UeJIOBEK — KPeCTOOOpasHbIii y3er
BCEJIEHHOV — He OTpaHMYeH IJIOCKOCTSIMU MPOEeKLMIi CBOEro BUAEeHUS
CBepxy, ¢ 60KOB, criepeny 1 c3aau. He ToabKo CO3HaHME, HO U BCE 3TU
TUIOCKOCTY-TPaHM My pa ITPOHUIIAEMbI ¥ 06paTVIMbI, KOT/Ia TPEeICTaBJIsIellb
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ce0s1, CBOE TeJIo IIEHTPOM CBSI3M BCEJIEHHOIA, MM, KaK 3TO To31Hee chop-
mysupoBai Januni Xapmc, nmoMmelnaeinsb cebst B Y3en Boitust [Xapmec,
2000, c. 395-398].

Mapus DHAep B akBapessix 6e3 HazBaHMs 1920-X TomoB M3ob6paxkaeT
JlepeBbsl y 3eMJIN. DTO YOUBUTEIbHbIE HATYPHbIE 1 BMECTE C TEM CUM-
BOJIMYECKME PUCYHKH, B KOTOPBIX BbICOTA 3ayMHO I0OKa3aHa yepes CBOI0
MIPOTMUBOIIOIOXKHOCTb ¥ OLHOBPEMEHHO JOMOTHUTENbHOCTh — IIUPOTY.
KommenTupyst «vepornmd», uinv o6pas-noHsTve Anekcanzipa BeereHckoro
«3Be3/a 6eCCMBICNIIBI», IKOB JIpyCKVH MUIIET, UTO ITYTh K 3TOI 3BE3/1e
YBOAUT 3a OTpaHMuUeHMsI pa3yMma, Tyjia, Iie MOTYT Cyll[eCTBOBAaTh He BOC-
TIPUHMMAaeMble PaCCYKOM 00beVHEHVSI HecoeAMHMUMOTO [[IpyckuH, 1998,
C. 648], KaK, HanpyuMep, JIOTMYeCKM HeBO3MOKHBIN KPYI/Iblil KBaapar (H0-
6aBMM, UTO KOPITYCKY/ISIPHO-BOJIHOBAsI TEOPUSI CBETA — HAYYHBII IPUMeED
TAKOVi 3ayMHO¥ JIOTMKM). B BO3MOKHOCTY 3THX 3ayMHBIX (hopM y6exkmaer
paciiMpeHHOe CMOTpeHMe, KaK rokasana Mapusi SHzep B CBOeM JoKIaze
«O momonHuTenbHOI hopme» [dHIep M., 2024, c. 79-94], mpounTaHHOM
B mekabpe 1927 roga B TocyiapCTBEHHOM MHCTUTYTE UCTOPUY UCKYCCTB,
kyzna nocne 3akpeityst TMHXYKa B 1926-M 0HM ¢ MaTIOMIMHBIM Hepeinin
pabotats. Ee mokIam mpeacTaBiisil OCIVILISIIAIO TTPOTUBOIIOIOXKHOCTEI,
COBEPIIAIONIYIOCS B HAIIIEM BOCIIPUSITUM, KOTZIA reoMeTpuyeckas hopma
(Tpsimast WM KBaApaT) CaMOIIPOM3BOIbHO HAUMHAET 3aMelaThCsl CBO-
et TIPOTUBOTOJIOKHOCTBIO: KOHIIbI TIPSIMOT MCKPUBJISIIOTCS, OHA UET
BOJIHAMM, @ CTEHKM KBa/IPaTa ¥ ero yIJbl BTITUBAIOTCS BHYTPb, 00pa-
3ys1 MHOTOYTOJIBHVK, TSATOTEIOIINIA K IIpeBpallleHI0 B KPYT. «3pUTesb-
Hble BOCTIpUSATHSI», TofaraeT Mapus dHaep, GopMupyIoT HOpMaTUBHbBIE
«3pUTEeJIbHbBIE TIPEICTABIEHNSI», KOTOPbIE BPEMSI OT BpeMeHM, Grarofapst
M3MEeHEeHMSIM YCIA0BUI BUAEeHMSI, CMEHSIIOTCSI HOBBIMM I1O[, Ae/ICTBYEM
OGHOBJIEHHBIX 3PUTEIbHbIX BOCIIPUSATHIL. B 3TOM mpoiiecce MMEHHO AU-
HaMMKa JOTIOTHUTEIbHOCTY U IIOCTOSTHHASI U3MEHUYMBOCTH 00eCIieuBaeT
BO3MOYKHOCTb TapDMOHUU.

B 1920 romy MaTOLMH NMIIET aKBapebio CMMBOIMYECKUI TTei3ax
«OTkpbITOE OKHO» (ToCcymapcTBeHHBIN My3eli «LlapckocenbcKkast KOJIeK-
s, [ymkuH). OKOHHAs pama, GparMeHTapHO M300paskeHHast, 06pasyeT
dhopMmy 3Be3/1bl. MbI BUIUM HEGECHBIE 1 JIECHBIE TTPOCTOPDI JAJIEKO BITEPEAN
u BHU3Y. Pama, ocBelieHHast KpaCHbIMY OT6/IeCKaMy COTHIIA, OTPOMHOIA
3Be3/I0/1 BCXOIUT HaJ, 3eJIEHO-TOMYObIM MUPOM, PACKPBIBAsI AU TOMY-
6011 IJIaHeTHI, B, KOTOPO# U3 KocMoca MaTIoNH npeauyBCTBOBAI.
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T'apMOHMYHBIV NIPUPOSHBIN KOJIOPUT 3TOTO PUCYHKA pacKIaJblBaeTCs
B raMMYy OCHOBHBIX, IOTIOJTHUTEIbHBIX U CLEIUISIONINX [IBETOB, KOTOPbIe
MaTMMH C yYeHMKaMM OTNKCal B ONbITAX PACUIMPEHHOTO CMOTPEHMS
" cucTeMaTtusuposai BMecte ¢ Mapueit duzep B «ClipaBOYHMKeE I10 11Be-
Ty» (1932) [MaTiomnH, 1932]. Ecin V.B. ['éTe BbIBe NPUHLUII TADMOHUM
JIOTIOTHUTE/IbHBIX L[BETOB, MaTIOWMH OTKPbUI CLEIUISIIOL I TOTIOTHN-
TeJIbHBI TPETUI 1IBET, YUIOKHMUB IMPUHITAT LIBETOBOCIIPUSITUS U OTTICAB
MeXaHM3M MTPUPOIHOI KOJTOPUCTUUECKOI TapMOHM3aLIMN, OU€Hb OJIU3KIUIA
K ellle He M3BeCcTHOMY Torga kogy JHK, mo3BonsitoiieMy Tpou3BOgUTD U3
6a30BOro Habopa 71eMeHTOB MHOKECTBO coueTanuii. A.B. IToBenuxuHa
JIeJIaeT aKIEHT Ha TOM, UTO CLETISIONINIA 1IBET ObUT OTKPHIT UMEHHO B pe-
3yJIbTaTe CO3€PIaHNsT IIPUPOMbI, Y JIUIIb 3aTEM Pe3y/IbTaThl HAGTIOIEeHMI
MOATBEPXKIANINCH B TabopaTopuu [[ToBenuxuHa, 1993, c. 61]. Kaskabiit u3
9K3eMILISIPOB CIIPaBOYHMKA COITPOBOXKIAIOT YETHIPE LIBETOBbIE TABIUIIBI,
BPYYHYIO pacKpallleHHble YUYeHULIaMU XyO0XKHMKA. B clipaBOYHMKe Ha-
6JII0aTeNb BUIEI OCHOBHOI, JOTIOJHUTEIbHbINA U CLeIISIOmNI IIBeTa
I10-pa3sHOMY B KasKI 0¥ 13 UeThIpex TabIuIl: CHavyasIa IIIaBHasl INIOCKOCTh
OTBOAMJIACh OCHOBHBIM LIBeTaM Ha HelTpaJbHOM CEPOM, BO BTOPOM
cJTyyae AOTIOTHUTE/bHBII LBET 3aHMMal MECTO OCHOBHOTO, & B TPETbeM
YJacTBOBAJ IMOCIe06pa3 JOTIOTHUTEBHOTO [IBETA B 3aKPBITHIX IIa3aXx;
B UETBEPTOIi TabiuIle MaTIONIMH ITOKa3aJl epexos OT 60Jiee HAChIIEH-
HOTO 1IBeTa K MeHee HachlllleHHOMY. MaTIOIMH YUYUTHIBAT 3aBUCUMOCTHU
OT BeJINYMHBI OKPAIIeHHbIX M0JIel, OT JAUTeIbHOCTU CO3ePLaHus U OT
TOr0, KaK 10/, BO3JeiiCTBMEM TEeIlJIO-XOJOAHOCTY MEHSIETCS B BOCIIPUSI-
Tuu cama popma Tes, CTpeMsICh K TOTOTHUTEIbHOCTY KOHTPACTOB. I1a-
Bes1 KoHzpaTheB pacckasbiBas, YTO MaTONIMH PU3HaBal BO3MOKHOCTD
CLIETISIIONIETO 1IBeTa MeHSIThCS B 3aBUCUMOCTY OT MHAMBUYAJIbHOTO
uBeToBoCpusATUs HabmionaTens [[laBen Kongpatees, 2014, c. 39; cMm.
takke: Tus6epr, 2008, c. 116, 130]. Ero cioBa MoaTBepsKAaI0TCS: B OLHOM
13 TabINIL CIIPABOYHMKA, XPAHSIIET0Cs B PycCKOM My3ee, BKJIE€HBI Cpasy
HEeCKOJIbKO Pa3HbIX MIOJIOCOK CO CLEIUISIIOIMMM I[BeTaMu. MaTIolnH ¢ yJe-
HMKaMU CUCTEMATU3MPOBA BAPMAHThI COUETAHWI B TAOMMIIAX, BBISBIISIS
MHIMBUYaabHOCTD LIBETOBbIX OTHOLIEHUA, a He TIoABeprasi LiBeTa JKeCTKO
3aKperIeHHO YHUGUKALINA.

PesynbraTsl nccnenoaunii Otaena opranmndeckoii KynbTypsl [TMHXYKa
CUJIBHO MEHSI/IM PaclipoCTpaHeHHbIe MPeNCTaBIeHNs O LIBETe, OCHOBAHHbIE
Ha KHUTe O 1IBeToBeeHMM Bunbrenbma OcTBaiba, MU3JaHHO HAa PyCCKOM
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B 1926-M. Kak nmokasbIBaeT ucciaemoBaTenbamia Martonmmaa Maprape- YawHo-KynosibHoe 6biTue Bnagumupa Ctepnurosa

ta Tuabbepr, uMeHHO 110 OcTBaNbIy Npenomasaau Bo BXYTEMACe, o
HeM3MEHHO, pa3  HaBCeraa yCTaHOBJIEHHOI paciBeTKe [Tuibbepr,
2008, c. 302-343]. Kpyr OcTBanpaa, HbIHUE CTaBIINIA OCHOBOJ LIKaJIbI
RGB, — 210 24 11BeTa. B HeM JOMMHUPYIOT XOJOAHbIE TOHA (15 X0IOTHBIX
1 9 TerIbIX OTTEHKOB), TOTyYeHHbIe 13 TOTOBbIX KPACOK MaTeMaTUUYeCKN:
6epeTcst HA60p 13 8 OCHOBHBIX IIBETOB ¥ PABHOMEPHbIN AOTIOTHUTETbHbIN
CABUT KaskIOTO 1[BeTa BJIeBO U BIIPaBO K coceqHUM. [amma MaTiommHa
M3HAYaJbHO TakoKe OCHOBaHa Ha 8 1jBeTax, HO B Heil TPMPOHas TeIIoTa
JOMMHUPYeT HaJl CTIeKTPOM Xosofa. OcTBaib M MaTIOIMH OTANYAIOTCS
B [VIABHOM: B IIDMHLMIIe TADMOHM3AL MM IBETOBLIX COYETaHUI, YEeMY,
COGCTBEHHO, U MOCBsIeH «CIPaBOYHMK I10 IBeTYy». OCTBaJIbA, pelaeT
9Ty 3a7,a4y MeXaHMUYeCK): FTapMOHNYHBIMU [IPU3HAIOTCS COeAVHEHMS
JIBYX ITPOTMBOIIOJIOKHBIX B Kpyre CEKTOPOB IiBeTa (A1aza), IByX COCeIHUX
¥ OIHOT'O ITPOTMBOIIOJIOXKHOTO (TpUaza) Uiy ABYX COCEIHUX U IBYX IPOTU-
BOIIOJIOXKHBIX (KBagpura). Tpyn MaTromHa 1 ero y4eHMKOB, OCHOBaHHbIN
Ha JMHAMMYHOI BapnabebHOCTY U yueTe OpraHnyeCcKuX MPUPOIHBIX
TapamMeTpoOB, ObUI B TIOJTHOM CMBIC/IE CJIOBa 6€33aKOHHOM KOMETOI B MUpe
MalIMHHOIO KOHCTPYKTUBM3Ma. B «CripaBouHMKe 110 1BeTy» Mapus JH-
Zlep B3s1a Ha ceOst CMeJIOCTh He TOIbKO KPUTUKOBATH MEXaHUCTUYECKOe
«30IMPOBaHHOE cMOTpeHre» OCTBaIbIa, HO M BePHY/IACh K 00CY)KIEHUIO
MCTOKOB 1[BETOBEIeHUSI B XKMBOIIMCH UMIIPECCUOHUCTOB, TPOTMUBOIIOCTAB-
JISIST X MHTYUIIVIO CXeMaTU3My KyOMUCTOB, CyIIPeMaTUCTOB U, IJTaBHOE,
CTOPOHHMKOB IIPOM3BOLCTBEHHOIO MCKycCTBa [DHAep M., 1932, c. 6-9].

LIBeToBeneHMe MaTIOIMHA CO@AVHMUIIOCH C KU3HBIO CITYCTSI HECKOJIb-
KO [eCSITUIETHII TTOoC/Ie ero CMepTy 1 Tnbeny B 610KagHOM JIeHMHTpasie
Mapun dHpep: Enena XmeneBckas, yaeHuiia MaTiouiHa, B 1934 romgy nof,
PYKOBOACTBOM Mapuu DHJep Havaia paboTaTh B IPyIITie OKpacky JIeHUH-
rpaza (apXUTeKTypPHOM BeJJOMCTBe, 3aHMMAIIeMcs 0011KoM dacaioB),
a rowie BOVHBI 10 1964 rona Bo3miasisiia 3Ty rpynmy. B 1967 rogy Xme-
JeBckast u3pana «PyKoBOACTBO MO LIBETY JJISI aDXUTEKTOPOB U CTPOUTEIEei»
[Enena CranmcnaBoBHa XMmeneBckas, 2012], B COOTBETCTBUM C KOTOPBIM
OKpaILIMBaIN LIEHTP FOPOJia, YUUThIBAsI BO3MOXKHOCTb CLIETIISIIOIETO 1[BETa,
TOJIOKEHHOTO Ha apXUTEKTYpHbIe AeTaau 3MaHusl, MPOsIBJISITh CBETOHOC-
HOCTb U SICHOCTb OCHOBHOI'O M JOTIOJIHUTEIbHOI'O LIBETOB M TeM CaMbIM
CO3[1aBaTh rOPOJ, FeHePUPYIOIINIi CBET M OPTaHMIEeCKM OObeIMHSIOLIVIA
3eMHYI0 U HeGecHYI0 cdepbl.

B ati ke 1960-€ Tombl TIpM MIEPBOII BO3MOKHOCTY JIMbepan3anum 3a-
npeleHHbIe paHee B 1930-e mpaKTMKY aBaHTapAa BHOBb BO3POXKAAIOTCS :
BOKpYT Bragumupa CrepauroBa u TaTbsiHbI [71€60BOI CIUIAUMBAETCS
HeOOJIbIIAs IPYTITA XYITOKHIKOB, KOTOPAst B JOMAIIHNX CEMUHApax U3y-
vaet nporpammy ['MTHXVKa, cospannyto B 1920-e Manesnuem. B Hauase
1970-x CTepnuroB mokasaja B CBOell MacTepCKO BHICTABKY TaOIUIL U3
CrpaBOYHMKA MaTiolHa 1 ero mpousseneHuii. 13 Bcex yueHnkoB Ma-
TIOLIMHA OH MIpU3HaBa Juiib bopuca DHAepa, O4HAKO TO ITIaBHOE, YTO
OH y MarTiomnHa, 1o ero co6CTBEHHBIM CJIOBAM, «B3sUI», ObITIO BIIEpBble
chopmynupoBaHo U oriaiieHo Mapueit DHIep 1 3aTeM BOLUIO B CTaThIO
MarTionHa B CIIpaBOYHMKe. DTO MMEHHO y4eH)e O AOIIOIHUTEIbHOM
(hopMe 1 KOHKPETHO 0 TIPeo6pa30BaHMM IPSIMOIL B KpUBYI0. Mapust JHzep
pacckasbiBajia B 1ekabpe 1927 roma:

B 3pMTeNIbHOM BOCTIPUSITMM MBI BCETTIa BCTPEYaeMcsi C B3aMMOZEe/CTBMEM IIPSIMOJi ¥ KpUBOIi
B HEIPepbIBHO TeKyIleM Mpoliecce 60pbObI 3a Ipeobnasanme. <...> [Ipsmast TMHMS M3yda-
JIach Ha MOJIeJIVE TEMHOTO HeTPalbHOrO 11BeTa Ha (JOHe CBETIIOro HejiTpasbHOro 3KpaHa
...IIPSIMO T1epef; co60ii Ha YPOBHE I71a3, Py 0653aTeIbHOM YCIIOBUU OJLHOBPEMEHHOTO
0XBaTa BCEro MoJs 3peHus... Takum 06pasomM Mozelb HaOMI#aeTCst BRKIIOYEHHO B OKPY-
KaKoILyIo cpefy. [Ipy TaKux yCIOBUSIX MIPsIMast IMHMS Cpasy sKe HauMHaeT BOJHOBATHCSI.
B riepBblit MOMEHT HEKOTOPOTO PABHOBECHSI [IPSIMast JIMHMSI IA€T 1Ba y3J1a CBEPXY U CHU3Y
<...> [lapasuienbHble MpsIMble BTSITUBAIOTCS K cepenuHe <...> ToNbKO B pe3y/ibTaTe 3TUX
pesKux KomebaHMit HaCTyraeT MOMEHT 6oJiee YCTOMUMBOTO PAaBHOBECYSI, KOTOPbI MOYKHO
CXeMaTMyYeCKy MPeJICTaBUTh Kak BOTHOBOE Kornebanue. ...I[Ipsmas mpeoionesnia BO3eiicTBye
KPUBOJ, COXPAHMB CBOE HAIPaBjeHMe, KOTOpoe GbUIO HapyLIeHO BO BTOPOM IE€PHOJE.
3aTo KpMBasi MPOSIBM/IACH B TOM, YTO HAPYIIM/Ia HEIPEPBIBHOCTH MPSIMOJ JIMHUY ITyYKaMu

oc/Ie0BaTeNbHbIX M3rn6oB [dHaep M., 2024, c. 83].

CrepnuroB B cBoeM TeKcTe «IIpsimast M KpuBasi» CITyCTsI YeThIpe Aecsi-
TUJIETUS 3aMEeHsIeT KojiebaTeIbHYI0 B3aMOOOpaTUMYIO IMHAMUKY Mapuu
DHIEp CBOUM «CTaTUUECKUM AMHAMMU3MOM», KOT/Ia IpsMast ¢ He06X0-
IVMMOCTBIO CTAHOBUTCSI KPMBOJI U IPMHUMAET CUMBOJIMYECKYIO hopmy:
«Ecu mpeficTaBUTh cebe, YTO KOHEUHOCTH MIPSIMOTA, yAa/leHHbIE Ha JIio60e
paccTostHME OT YCJIOBHOTO I[EHTPA — TOUKY, BUOPUPYIOT, TO KOHIIbI ITPSI-
MOJi OYIYT CTPEMUTHCS TTI0Ka3aTh cebs yallieii, oTpaxkasich pyT B Ipyre
o6paTHbIM oTpaskeHMeM» [CTepauros, IIpsimas u kpusas, 2010, c. 88]. Bot
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Ta CMBICTIOBAs TpaHCcHopMaIs, KOTOPYIO ocyiiecTBuI CTepauroB B reo-
MeTpUM OPTaHMYeCcKoT0 MUpa, BOCIPUHSATON y MasieBuua u MaTiolHa
¢ Mapueit dupep.

O6pas yvaiiu, B OTJAMYME OT aCTPOHOMMUYECKOTO BePTMKAIa U IIPU-
POIHOTO OKOEMa PaCIIMPEHHOTO CMOTpeHNsT MaToolnHa, HeceT B cebe
TBHICSTYEJIE THIOK XPUCTUAHCKYIO CUMBOJIVKY ¥ ITPUOOIIAET OPTaHUMYECKYIO
TpagULIMIO K TPaBOCIABHOI KyJAbTYype, 3aMellasi €10 BCTpOeHHbIi MarTio-
mmHbIM 1 I'ypo B 1910-e Teocodckmii manTensm. B 1950-1960-e Crepnuros
u I[11e60Ba COBEPIUIAIOT ITyTEMIECTBUS 110 A PEBHEPYCCKMM I'OPOIaM BOKPYT
MockBbl, 0HM nToceliatoT Bragyumup, Cy3ganb M CMOTPST LiepKoBb [ToKpo-
Ba Ha Hepsnu. MckycctBo CTepaurosa o6peTaeT TpUEeIMHCTBO OPraHuKM,
MIPaBOCIABHOM KMBOIMCHY M aBaHTapAHOTO YHMBEPCATbHOTO B3I/IsA4a Ha
Mup. B ero pucyHKkax M akBapesisix BOILJIONIAeTCsI BO3MOXXHOCTb COefu-
HEeHUS ApeBHEePYCCKO 1 aBaHTapAHOM Tpaaulinii, 0 KOTOPOM AyMain
B 1910-1920-e Tatnuu, ManeBuu 1 Hukonaii [TyHuH.

B 1962 rony, mpuMepHO B TO e BpeMsl, KOIZa MOSIBUJIOCh CMMBOJIN-
yeckoe n3obpaskeHme «Yamar, CTepauroB HapyucoBa u cepuio «IIpsivast
U KPUBasi», WM BoCeMb «OObSICHUTETBHBIX PUCYHKOB» (YAaCTHOE COOpaHume),
KOTOpbIe MPOJO/IKAIOT I U3MEHSIIOT CXeMY PacIiMPEHHOTO CMOTPEHMS
MartiommnHa. CTepanuroB Tak ONMMChIBAeT MPOCTPAHCTBEHHOE TTOCTPOeHMe
CBOMX KOMIO3uLMIi: «TpexyacTHOCTb: HU3, cepenyuHa, Bepx. Hus. ITo omy-
IIeHUI0, TOT MUP — OTKYZA MbI, OTKY/a yenoBek. OH MpeKpaceH, STOT MUDP,
OH 6e3 rpexa. DTO aHTeabCKMit Mup. OH ellle Tiepel] BDeMEHHBIM 36 MHbIM
cyujectBoBaHmeM. CepeiyiHa — peajbHOCTb... Bepx — Kyna Mbl uaeMm. by-
YUV MUP TIPUCYTCTBYET HE3aBMCUMO OT Hac. <...> MUpbI COOOIIAI0TCSI.
Coob1ieHre TogUYepKUBAET TPOUUYHOCTb» [CTepinuros, O chepuueckom,
2010, c. 90]. MbI BUZMM CHOIIBI JTyU€ii, KOTOPbIe 06Pa3yIoT, ABUTASICh CHU3Y,
PaCKpBITYIO Yallly 1, OITyCKasiCh CBEPXY, KyIOJ; OHM B3aMMHO OTPaykaroTCst
I10 JINHUY TOPU30HTa — MKOHHO IMHUM [103eMa, 36 MHOTO CyIlleCTBOBa-
HMSI, 0OBSITOTO IBYMSI JOTIOTHUTEIbHBIMY KPUBBIMY CHU3Y U CBEPXY.

Takoe TpexyacTHOe MPOCTPAHCTBO OJHAK/IBI Y3Ke OBLIO MTOMBICTIEHO
B IByX TpakTaTax JaHuuna Xapmca cepenyianl 1930-x. B omHOM 13 HUX
oz, Ha3BaHueM «O CylecTBOBaHMM, O BpEMeH!, O IPOCTPaHCTBe» XapMC
dopmynupyert: «9....0CHOBY CYII€CTBOBaHMS COCTABJISIOT TPU 3JIEMEHTA:
9TO, IPENITCTBUE U TO. <...> 11. Tak: [lesig eayHyI0 MyCTOTY Ha [IBe YaCTH,
MbI [TOJTy4aeM TPOMILY CYIECTBOBAHMS <...> 36. “Hacrosiiee” BpeMeHn —
3TO MPOCTPAHCTBO. <...> TyT IpoCTpaHcTBa — 3TO BpeMsl. 52. ...“HeuTo”,
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HaXOZSICh B TOYKE MepeceueH st IPOCTPAHCTBA ¥ BpeMeHU, 06pasyeT He-
KOTOPOE TIPEISITCTBYE. .. 53. DTO “HEUTO” ...CO31aeT HEKOTOPOE CYIIeCTBO-
BaHMe, KOTOPOe MbI Ha3bIBaeM MaTepueit win sHeprueii <...> 58. Bpems,
IIPOCTPAHCTBO U MaTepusl, nepecekasiCb IPyr C IPYroM B OIpeLesIeHHbIX
TOUKaX U SBJISISICb OCHOBHBIMM 37IeMEeHTaMM CyLLeCTBOBaHMSI BceneHHOIA,
06pasyIoT HeKOTOPbIN y3ell. <...> 60. ToBops 0 cebe: “g ecMp”, 51 TOMEILAI0
ce6s1 B Y3en Bcenennoit» [Xapmc, 2000, c. 396-398]. Tpouria cymiecTBoBa-
HMSI, TApaJOKCAIbHO MOTyYeHHAas He ITyTeM CI0KeHMs, & — TPaAULMOHHO
XPUCTUAHCKU — IyTeM AeleHUs eAMHULIbI, B OfHOBPEMEeHHOM TeKCTe
«O cymiectBoBauuu. O umnocracu. O KpecTe» 06pasyeT KpPecT, «CUMBO-
JIMYeCKMI 3HaK 3aKOHAa CYLIeCTBOBAaHMS U XKMU3HM», KOTOPbI UNTALTCS
ctepyroIM 06pa3oM: paii (3To) — Mup (TO) — paii (3T0), HO BO BTOPOM
BapMaHTe [IpeBpallaeTcs B PYryio 10CIe0BaTeNbHOCTb: 3TOr0 — IIpe-
MISITCTBUSI — TOTO, «I[I€ Paii COBMeIIaeT B cebe 3TO ¥ TO, a MUP CTAHOBUTCS
npernsiTcTBUeM caMm 1o ce6e» [Xapmce, 2000, c. 400-401]. B cBoux rraHax
Muposganus CTepauros MpsiMo BOCIPOM3BOAUT TPEXUACTHYIO CXEMY
Xapmca cepenyubl 1930-x: pait — Mup — paii.

XapMc Ha3Bal CBOJ AVHAMMUYECKNI IPUHLIVI MUPOCTPOEHMS LIVIC-
(OUHUTHBIM — HOTIOTHUTENBHBIM K TPAHCHUHUTHOMY U 03HAYAIOLIUM
BO3BpaT U3 chepbl, PACIIONIOKEHHO 110 TY CTOPOHY KOHEYHOTO (BO3BpaT
13 6€CKOHEUYHOT'O WM 3aIpeiesIbHOTO), B cepy 10 3Ty (HAIy) CTOPOHY
KoHeuHOTO. CTEPIUTOB paccKas3biBaJl, YTO BEUHBIN JBUTATETh OOHOBIIE-
HUS KU3HM U (hOpM MuMpa eiicTBYeT B peskuMe, OUeHb HAlIOMMHAIOIIEeM
nepexop 13 HUCHUHUTHOTO B TpaHCHUHUTHOE 1 06paTHO:

Korga s mpoBest nmpsiMmyio, KOTOpast COBIaia C TOPU30HTOM, TO BHYTPU Y MEHSI BOSHUKIIO
cieayoiee : He0OXOAMMOCTb BbI6OPaA OMHOM 13 JBYX BO3MOKHOCTEI!. PaccyskmeHue 1110 TaK:
JIVHUS TOPU3OHTA; TO, UYTO HIDKE ee — 3TO IIPeAMEeTHOe: JOMUKM, XONMMUKHK. To, YTO BbIIIe
ee — 9TO OIISATH JKe JOMUKM, XOIMUKM 1 o6/1aka. [IpeironoxKmm, 4To 3a IMHMIO TOPU30HTa
He IOMMK BBIXOIMNT, & JINLIO YesoBeKa. [[Be HeCOBMeCTMMbIe, A ellle U Pa3HbIX pa3MepoB
BeLV — JIMIO U foMUK. Hesrerocts. JIormka npegMeTHOTO MMpa 3TOTO He Ioryckaet. ITo-
Jo6Has 3a/1a4a BO3HMKIIA CPa3y, KaK TOIbKO S HAPYMCOBAJI BHU3Y YanieoOpas3Hble KYCTUKU.
HaBepxy, 3a IVHMET TOPU30HTA, JO/IKHBI [TOKA3aThCSI HE KYCTUKM, TAaK KaK IMHYSI TOPU30HTa
B YaILIHOM MUpe He JIMHMSI TOPU30HTa, HO BoxkecTBeHHas [IpsiMmo-KpuBast Kak BoxkecTBeH-
Hoe paspesnenne. OHa IaeT BO3MOKHOCTb COMOCTaBUTDb CaMble AajeKue KOHTPACThI. I Tak
Y PelIn choenaTh: IOCTaBUTbh HaBepXy UTO-TO M3 APYroro Mupa. M Bapyr noiuen no myTu

IPpOOO/IKeHUS KYCTUKOB, M MMEHHO OHM ¥ OKa3aJiyChb M3 MHOr'O Mypa. u TI0JTYyYNJIOCh, UTO
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CTapblii MUp Kak GbI BEPHYJICS Ha3ajl, HO CTajl COBCEM APYrUM. <...> BeiBox: A, B, A, — To
eCTb BO3BpallleHle A yepe3 KaKoii—TO KOHTPACT, ITie BTOpoe A yxe He TlepBoe, HO yepe3
B Bce ke A. <...> [I.W. XapmcoMm 3Ta uexappa 0603Havanach: «Apoys, IbIHs, apOy3, AbIHS,

ap6ys, nbiHs...» [Crepnuros, IIpsimast u kpusas, 2010, c. 87-88].

CTep/uroB COOOIINII 3TUM IIapaM U BBITSIHYTBIM cdepam U ueso-
Beueckoe, Wiy GuUrypaTuBHoe (TOJI0OBHOE, TUIEBOE), I OMHOBPEMEHHO
OTBJIEUEHHOE BCeoOIee (M3HAUaTbHO reoMeTpuIecKoe, 6ecrpenmer-
HOe) ObITHME B CBOEJI KMBOIIMCH. Beyte 3a HYMM ero IMpoCTPaHCTBEHHOE
MOCTpPOeHMEe Pa3BMUBaIM B CBOEM TBOPUYECTBE YUeHUKM, KOTOPBIMU CTal
pyKoBOOUTb ['eHHamMit 3yOKOB.

JKonornyecknm «3eneHbin ksagpar» Baguma OBUMHHUKOBA

OpraHuueckast Tpaguiys 06HaPYKMIa CIIOCOGHOCTb BO3POKIATHCS apUT-
MOJIOTMYECKH, Yepes3 GOJbII0i BpeMeHHOI IepephiB. DTO IIPOMU3OILIO
BO BTOpOVi osoBMHe 1980-X, KOrga XyIL0KHUK, MY3bIKaHT M I103T Bagum
OBUYMHHMKOB, HEe MMEeBUIMII OTHOLIEHMS K <HEBUAMMOMY UHCTUTYTY»
Crepnurosa u I11e60oBOJI, CO3a MIACTUYECKUI SKUBOMMCHBIN SI3BIK,
COBMemaIuii 6ecripeaMeTHbIe U PUTYPATUBHbBIE 3JIEMEHTHI U OIpe-
JleJIeHHO OGNM3KMIT KMBOMMCHU Kpyra MariommHa. OBYUMHHMKOB MHTEpe-
COBAaJICS aBaHTapAHbIM MCKYCCTBOM: ero KoMrosuuuy Havana 1980-x
nion, HasBaHMeM «CoTHeUHast SHeprusi» (YaCTHbIe COOPaHMST) HATTMCAHBI
B epeocMbIcieHHOV MaHepe @uioHoBa. Ho ecsin 1o ogHoI KapTiHe Ou-
JIOHOBA BpeMsI OT BpeMeHM I10Ka3bIBaly B PycckoM Mysee, TO KMBOINUCH
MarTiomHa 1 DHAepoB B JIeHMHIpaJe BIepBble NPeACcTaBUIN TOIbKO
B 1988 romy: Ha BbicTaBKe «CoBeTCcKoe MCKyccTBO 20—-30-X rooB» Obla,
B YaCTHOCTU, KapTuHa Mapuu JHaep «OnbIT HOBOV TPOCTPAaHCTBEHHOM
mepbi» (1920, TPM), koTOopas nMpsiMo HarroMMHaeT KOMIo3uLuio OBUMH-
HuKoBa «Oruu Ypenros» (T'anees-ranepes,, Mocksa) Toro xe roga. OnHako
OBUMHHMKOB B 3TO BpeMsI He MOT 3HaTh 0 pacCykaeHnsix bopuca dugepa
1920-x rozioB, 0 ero xkeJaHUM MPOLO/DKATH OCIeI0BATEIbHOCTh KBAAPATOB
MasieBuua — 1306pa3suTh 3eJI€HbII KBaApaT Ha 6e10M (oHe KaK CUMBOJ
KU3HM uenoBeka [Hgep b., 2018, c. 52]. B aTom ke 1988 romy, KOTOpbIi
MO’KHO CUYMTATh TOAOM BTOPOTO POXKIEHMS] MATIOMIMHCKO OpraHUuKH,
OBYMHHMKOB CO3JaJI CBOe IVIaBHOe KOHIIeITyalbHOe IIPOV3BeLeHe —
«3eneHblii KBagpaT. CMMBOJI MUPOBO¥ PEBOMIOIVMN B 3KOTIOTUI» (COOpaHue
T.A. TTnuckuHa, CaHkT-IleTep6ypr). DTO GbII IIepeKpaNIeHHbI B 3€JI€HbI
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uBet da”HepHsbIil IUT pasMmepom 100x99 caHTMMETPOB. B KMBOIIMCHBIX
uykiax OBumMHHMKOBA cepeauHbl 1980-x — 1990-x («XKM3Hb pacTeHmit»,
«ATmochepHbIe SBeHUS», «[0pol Y MOpsI») 3aHOBO POXKIAETCS SI3bIK
aBaHrapa, KOTOPbIi TOUHEee BCero ObUIO 6 HA3BATh TPAHCABAHTAPIHBIM,
IIOTOMY YTO XYL OXKHUK IIPeLCTaB/sIeT YHUBEPCAIbHYIO KapTUHY MUPA,
B KOTOPOJ1 OGHOBPEMEHHO IIPeOBIBAIOT Pa3IMIHbIE CTOPUUECKIUE ITIOXMA:
SI3bIYeCKasi JPEeBHOCTH M TEXHOIIOTMYHASI COBPEMEHHOCTb. VIX 00beauHsIeT
PUTMU3VPOBAHHBIN MY3bIKAIbHbIN GeCITPeIMeTHBIII KOCMOC JKUBOTO
1IBeTa, OLyXOTBOPEHHbIN 1 MaHTeucTnueckuit. OBUMHHUKOB [I0-HOBOMY
TIpeJCTaB/sIeT aBaHTapAHble MOTUBbI @MIOHOBA (CMHKPETUYECKMIT OLLy-
XOTBOPEHHBII MUP NPUPOAI — Ye0BeKa M XXMBOTHbBIX) 1 MaTiommHa
(LIBETOCBETOBbIE SHEPreTMUYeCKMe TOJIsT ¥ 00pasbl MTPOpaCTaHMsI, TMMH
BereTtauyu). B ero kaptuHe Mupo3gaHus IJIaHeTa M3HAYaaAbHO MMPUHA/ -
JIEXXUT PaCTeHUSIM U KMBOTHBIM, MUMEHHO B HUX KMBOTBOPHAsI CUJIa, TOTA
KakK yeJioBeyecKue roposia — 3TO reoMeTpuieckie MHOPOJIHble BHEIPEeHMSI,
TUTAaHTCKME HApOCThI-CeTKM Ha KMBOW chepryeckoil KpMBU3HE MUpa.
B ominume oT 1oss3uu, B xxuBonucy OBUMHHMKOBA HET COLIMAIbHOCTH,
OHa CJIOBHO ObI ITOKA3bIBAET IUIAHETY ITOC/Ie TPAHAMO3HOTO KPU3ICa,
3aBepILUMBILIEro epuoz aHTPOIoleHa.

B 1988 romy OBUMHHMKOB HAMMCaa KOMIIO3ULIMIO U3 UK/ «ATMOC-
depHbIe aBIEHU» (YacTHOE cobpanme, CaHKT-IleTepOypr), KOTOPYIO
MOSKHO 6bIIO OBI MCIIOIB30BATh KaK M/UTIOCTPAIMIO K TOKIaay Mapun
OHpep «O TOnoTHUTENbHO hopMe». Mbl BUAMM aGCTPAKTHYIO KAPTUHY,
YOUBUTEIbHO TOYHO OTCHIIAIONIYIO Hallle BOOOpaskeHMe K MOPCKOMY Iefi-
3@y C TOPM30HTOM, TIPOYEPUYEHHBIM OPaH>KEBbIM COTHEUHBIM 1IBETOM. B ee
BepXHejt YacTu — B «Hebecax» — peeT MEHSIOMIAsICS Ha [Ia3aX OBaJIbHast
dbopma, a rof, IMHMEN TOPU30HTA — Ha «IUISIKe» — CBepKaeT 6/1M3Koe
K TIPSIMOYTOJIBHUKY U TIOXO0XKee Ha CTYCTOK CTeKsa Tejlo. OBUMHHUKOB
nuireT 6eCKOHEYHbII B3aMO0OMeH GhopM CBETOM — TO, B ueM MaTioumnH
BUJIEJI CMBIC/ U LieJIb KU3HU.

«3HakoBasi nepcnekTtusa» Tumypa HosukoBa
n «ConapHblie 06beKkTbI» MBaHa COTHMKOBA

B niepBoii nonosuHe 1980-x OBUMHHMKOB ITpUCOeAMHIIICS K rpymrie «Ho-
BbI€ Xy OKHUKI», KOTOPYIO B OKTsI6pe 1982 roma cosgan B JIEeHMHTpae
XYIOSKHUK Y TeopeTuK uckyccTBa Tumyp HoBukoB. OMHOBpEMEHHO C TeM,
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Kak B TBOpuecTBe OBUMHHMKOBA BO3POXKIAETCs [UIACTUUECKOe BUIeHe
MartiomnHa, HoBMKOB 00OpaiiaeTcs K MMPOKOMY CIIEKTPY TPaguLiuii pyc-
CKOT0 aBaHTrapAa: pacllpeHHOMY CMOTPeHMI0 MaTolyHa, CyripeMaTu3my
ManeByuua 1 ux nepeocMbicyieHn10 y CTepamuroBsa, a Takoke K BCe4eCTBY
Jlapnonosa, nbu 3nanesnua u Muxawmna Jle-Jlantio. Ero Ipyr u copaTHuK
B nepdopmancax «HOBBIX XyIOKHUKOB» VIBaH COTHUKOB ellle paHblIIle,
B Hauasie 1980-x 6bUT yB/IeYeH MCKycCcTBOM JlapuoHoBa u B 1983 romy
HaIMCaJI HeCKOIbKO KapTHH 1Mof HazBaHMeM «CosIpHble 00bEKTHI» — KOM-
TTO3UIINIA, COEAMHNBINNX JIYyUIM3M U 06pa3bl IMTOBCKMUX KOBAHBIX COJIHII.
B 1987 ropy HoBMKOB HauMHaeT Cepyio TEKCTUIbHBIX TAHHO «[OPY30HTHI».
OTO 3aBeplalee pycCKuii aBaHrapAHbli XX BeK yHUBEPCAIbHOE ITPOU3-
BelleHJe VCKYCCTBa, [Ipeijiararliee 11eJI0KyITHbI} OpraHM4eCKuii B3IJIs,
Ha mup. CBOI «Iprb6aBOYHBII 371eMeHT» HOBMKOB Ha3BaJ 3HAKOBOI, MK
ceMaTMuecKoii mepcrekTuBoii. Ero rpadmueckas cxema Mupo3gaHus, o
cpaBHeHMIO co cxemaMy MationHa 1 CTepianuroBa, pefiesibHO yIpolleHa
¥ IpubIMsKeHa K cyrpeMaTnueckoit rpaduke, npuyem co CTepauroBbimMm
HoBuKoBa pOgHUT IOHMMAaHVe BHYTPEHHEeN CKPBITOM IMHAMUKY, UAyIIee
oT MatwommnHa 1 MaieBuua. B «[opu3oHTaxX» ABMKEHME He M300paskeHo,
HO BOIJIOIIEHO B CAMMX MPOCTPAHCTBEHHBIX OTHOLIEHMSIX TMeii3axka:
MMKPO3HaK (OMMK, CAMOJIET, eJib UJIM KOPabJib), OTIPeIesTIOMii TUTT
MPOCTPAHCTBA (3€MJTI0, HEOO MIM MODe), 3a[JaeT MbICIUMYIO JMHAMUKY
MMPOCTPOEHMS, B KOTOPOM COBEPILIAETCSI HEYKJIIOHHBIN POCT U IBUKEHME
[104TY He3aMeTHbIX I10 pa3Mepy 21eMeHTOB. Mbl 0co3HaeM, Iisiast Ha «['o-
PU30HTBI», KAK MMEHHO OTPOMHOE ITPOCTPAHCTBO IIJIAaHETHI, KaxKylleecs
IIOCTOSIHHBIM, BCe BPeMSI HEBUAVMO MEHSETCS U IIPU 3TOM UyJeCHbIM
06pa3om coxpaHsieT ceOst B rapMOHUY, He BIIaasi B Xa0C.

«KupoBock» u «MepsBbin B3rnaa» Onera KotenbHMKoBa

Oner KoTenbHMUKOB, Xy[TOXKHYK, TTO3T 1 MY3bIKaHT, e1lje OAVH co3aaTenb «Ho-
BBIX XY,0)KHMKOB», BMECTe C KWHOPEXKUCCEPOM U XyOOKHUKOM EBreHnem
IOduToM B 1984 romy mopomwi u BVUsKeHMe HeKpopeaancToB. Biaromaps
cioketaM, pouBIIMMCcs B rojose I0dura, KoTeaTbHMKOB MHOTOKPATHO
BapbUPYET M3006paskeHMsI CMEPTH B XKMBOITMCH U TIUIIIET TMMH HEKpopea-
nu3Ma «KupoBoCK», GMHAI KOTOPOTO CTasl, KaK Terepb TOBOPST, MEMOM:
«ITocsie cMepTHM HACTYIAeT JKMU3Hb YTO HAZI0, MYKUKI». PaIocTh 1 60APOCTD
B IIMPOKOM CIEeKTpe OT MPOHNYECKM-MpadHOoii BecenocTyi OBUMHHMKOBA
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JI0 CBOVICTBEHHOJ HAPOLHOMY MICKYCCTBY PaZOCTHO LIBETOBOV SyXOIIOAb-
eMHocTy HOBMKOBA BO3POKIAIOTCS B TBOpUecTBe «HOBbIX», COMDKAsT MX
MMPOBO33peHMe C TIO3UTUBHBIM OYIe T/ISTHCKVMM YyBCTBOM SKM3HM aBaHTap-
Ia. Hexpopeannsm npsimo HarioMuHaeT o MaTiomnHe. B konebaTenbHbIi
KOHTYP BCEMMPHOIO ABVDKEHMS OH BKJIIOUWII 1 CAM MOMEHT CMepTH KaK
nepepoxxgeHus. B nepsoii pemakuyy «OmbITa XyLO>KHMKA HOBOV MepbI»
1915 roma mon, Ha3BaHMeM «O UeTBEpTOM M3MeEpeHUM», uepes IBa roga
nocye cMeptu ['ypo 1 B pasrap BoviHbl, MaTiownH rucan: «PasyioxeHne He
IIyraeT, eCIv YBUAATh U B UepPBe KPacoTy U UCKPY XKU3HU. ... TBOpUeCKUit
OTOHb, PacIIbIJIEHHBIN BCIOAY: U BO BlIle, M B yeloBeke — Bce oT EquHoro...
“Hara kpaca Ha IuiIy 4epBsiM” — TOJIBKO PyOesk, 38 KOTOPbIM Becesiast
JKV3Hb YepBeii 1 TOXKe pas3/IoKeHNe 1 IIpeBpallleHye HoBoro ayxa! PaHblie
MBICJIb OCTaHAB/IMBAJIaCh HA CMEPTY YeJloBeKa... ¥ Jajblile He 1u1a. HUKTo
He yMaJl, UTO YePBU — TOKE XM3Hb U UTO TOC/Ie YepBeii MUKPOObI TOKe
>KMU3Hb, Y IIBLJIb KOCTEN TOXKe I10JIHA KM3HMY, Y UTO HEeT HM Ha MTHOBeHMe
OCTaHOBA KM3HM, 0eCKOHEYHO CITMPaJTbIO ITPOXOASIeli Hallle YIIJIOTHeH-
HOe MaJleHbKoe co3HaHue» [Matiomns, 2011, c. 212]. 3Tu c10Ba MOXKHO
paccMaTpuBaTh Kak OTHA/JeHHOe IIPeAUYyBCTBYME KI3HEeyTBePKIAI0ILero
Hekpopeam3ma. OMMakeM pacliyipeHHOMY CMOTpeHI0 MaTonHa craia
" cepusi akBapenbHbIX puCcyHKOB KoTenbHuKoBa «IlepBbiii B3rsany (2024),
pasBepHYBIas GOKYC OT MOMEHTa CMePTY 00PATHO K POKIEHMIO. IMEHHO
B 9TOM pa3BOpOTeE BUAUT CMBIC/T OpTaHmMuecko Tpaguiym A.B. [ToBenuxu-
Ha: «PocT, yBsilaHMe, CMepTb, [IpeBpallieHlie — HellpepPbIBHOE CTAaHOBJIEH) e
IIPOUCXOAUT B TBOPSILLEN IPUPOAE. ...0TO — OCHOBbI OpraHuyecKkoro
MMPOBO33p€eHMSI, B KOTOPOM CYIIIHOCTHOE KaueCTBO — 3TO L|eJIOCTHOCTb.
OpraumMyHOCTb, BCEEIVHCTBO C e4MHBIM ITOPSAKOM, [IPOHM3bIBAOIIM
Bcio [TIpupony u Kocmoc» [Povelihina, 1999, p. 16].

Hauasno 2020-x romoB B TBopuecTBe KoTenbHMKOBa mouTu 6e3pas-
JleJIbHO 3aHMMAIOT IUISICKM CMepTH B cepun «CMepThb B pO30BOM CBETE»
(La mort en rose). KoTenbHMKOB TIpeicTaBiisieT GMHAI aHTPOTIOeHA: BCe-
BO3MOSKHbBIE CKeJIEThI B CTWIISIX PA3HOOOPA3HBIX KYJIBTYD, OT aHTUIHOCTH
10 XpUCTUAHCTBA U Malis C MTHKaM#, COBEPIIAIOT CBOI HEOCTAaHOBMMBbIN
TUISIC, CBOVI 6ECKOHEUHBII PEJiB B OITYCTEBIIMX rOPOAAX, Ha 320 POIIEHHBIX
skax. IHorga Ha TOpM30HTE MMUPHOTO Meli3aXka BUAHbI Caellbl MHO-
IJIAHETHOTO IIPUCYTCTBYS, ITI03BOJISIIOIIVE IIPEIIONIOKNATD MICXOL, Yeso-
BeueCTBa ¥ BO3POXKIeHMe IIPYPOAbI, HACTYIMBILIee [10C/Ie SKOJI0TrMYeCcKoii
karactpodsl. KotTenpHMKOB n306paskaeT robeimBIIee [apCTBO OPTAHNUKMA:
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IIJIaHeTy HaCeKOMBIX, ITTUL], C/IOHOB, TMHIBMHOB ¥ OTPOMHBIX paCcTeHMUIA,
€03/1aBast 3110C, TIOOOHBIN «APUMUHTY» aBCTPATUNCKIX aGOPUTEHOB.

B 1983 rogy KoTesibHMKOB Ha HEGOJIBIIIOM JIMCTOUYKE OyMaru Hapu-
COBAJ XY[OKHMKA, KOTOPBIi MUIIeT KapTUHY (cobpaHue ceMby MBaHa
CotHukoBa, CaHkT-ITeTepOypr). 3TO HATIOPMOPT: 13 Ba3bl BO BCE CTOPOHBI
CBeILIMBAIOTCS PacTeHMs M HaJ, HMMM HaBYMCaeT MOKpas CBeXXasi KUCTb.
Bcs aTa peanbHOCTD cenaHa XaOTUMYHOM ITyTaHUIel YePHBIX TVMHWIA,
a BOT PeasIbHOCTh MCKYCCTBA — KapTUHA HA MOTbOepTe — CUSIET IPKUMMU
NIPYIPOAHBIMY LIBETaMM, COIHLIEM U 3e/IeHbl0, POXKIasl B Xa0Ce KM3HEeHHBIX
IiepeceyeHni1 pafoCTb U TEIUIYIO0 SHEPIUIO.

3aknroyeHue

Opranmueckas Tpaguius pacKpbiBaeT MUCTOPUUECKYIO IMHAMUKY XX BeKa
OT MeUTbhl CMMBOJIM3Ma O HOBOM BUJIEHUM MTPeoOpaskeHHOTO YesioBeKa
JI0 TIOCTUHIYCTPUAIBLHOTO MPEICTABIEHNSI MUPA TI0C/TIe SKOJIOTMYECKOi
KaTacTpodbl aHTpoOIOeHa. BaxkHelias 0CO6eHHOCTb OpraHMyYeCcKOoii
TpagUIIVY TIeTepOYyPrcKOro aBaHrapaa — 9TO ee CIIOCOOHOCTD COXPAHSITh
¥ OGHOBJISITH €AVHYIO KAPTUHY MUPa, IPeICTaBJISITh YHUBEPCaIbHbIE OC-
HOBBI MMPO3IaHMsI, KOTOPbIE C GOJBIION CUIION PACKPbIBAIOTCS MMEHHO
B XX BeKe. 3ayMHbII KapKac OpraHMKM, CIIIaB IMTPeIMEeTHOCTH 1 O6ecIipe-
METHOCTM TeIlepb, KOTa Bce M306paskeHNs paciagaloTcs 1 mepecobupa-
I0TCSI B ITMKCENAX, YoKe He BBIIISIIUT HeBO3MOXKHbBIM. UTO TOIBKO YCUITMBAET
3ayMHBIIi TIOTEHIIMA OPTaHMUYECKO KyJIbTYpPbI BO B3IVISIIAX Ha OyyIiee
Y CIIOCOGHOCTY €r0 IIPeICTaBUTbD.
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The Organics of the St. Petersburg Avant-Garde: From Matyushin to Kotelnikov

AHHoTauums. MopepHusanust XX Beka 06bIYHO acCOIMUPYETCs ¢ KOH-
CTPYKTUMBU3MOM U TEXHUYECKUM IMporpeccom. OHAKO MeTepOypreKuii
apaHrapg 1912-1915 romoB mpeaoskua aJibTePHATUBHYIO KOHIIETIIO
UCKYCCTBA, PACKPBIBAIOIIYIO MUP KaK YHUKAIbHOE OPraHNMUecKoe 11eJ1oe,
a He CyMMY CTaHIAPTHBIX 3aMeHsIeMbIX JeTasieli. OpraHn4ecKkuii aBaH-
rapp Kak XyJI0oKeCTBEHHYIO TPaJMIIMIO BIIepBbie MpeicTaBuI Bragumup
CTepiuroB B CUMBOJIMYECKOM pucyHKe «Yama» 1962 rofa, akileHTHPO-
BaB aHAIUTUYECKOe UCKyccTBO [TaBia OWI0OHOBA U pacUIMpeHHOe CMO-
TpeHne Muxawia MaTIOIIMHA, TO eCTh 3ayMHbIe MPAaKTUKM, HalleJIeHHbIe
Ha Cco3JaHMe KapTUHbI MUpa, 00beIMHSIONIEH TpeIMeTHOe 1 Gecrpe-
MeTHoe. OpraHmnyeckasi TpaguiMs B rociesHe yeTsepTu XX BeKa BO3-
o6GHOBIsIeTCST B MCKyccTBe Bajpuma OBumHHMKOBA, Tumypa HoBukoBa,
VBana CorHukoBa u Onera KoTenbH1UKOBa, 060ramas KylIbTypy TpaHca-
BaHTapa. 3ayMHbIe U, Ka3aaoch 6bl, MapruHanbHble uaen 1910-1920-x
rogoB B 1980-1990-e packpbIBarOTCsI KaK UCTVMHHBIE TOUKM COOPKM Kap-
TUHBI Mupa. OpraHuyeckast TpaJuIUs TTOKa3bIBAET UCTOPUYUECKYIO V-
HaMKKy XX BeKka OT MeUThbl CMMBOJIM3Ma O HOBOM BUIEHUY HOBOTO Ye-
JIOBeKAa [I0 TPeACTaBJe€HUs TOCTUHAYCTPUAIBHOTO MUpa IOCIe
9KOJIOTMYECKOIi KaTacTpodbl aHTPOTIOIeHa.

Abstract. Modernization of the 20th century is usually associated with

Constructivism and technical progress. However, the St. Petersburg

Avant-Garde of 1912-1915 offered an alternative concept of art, revealing

the world as aunique organic whole, but not a sum of standard replaceable

parts. The organic Avant-Garde as an artistic tradition was first presented

by Vladimir Sterligov in the symbolic drawing A Bowl (1962), emphasizing

the analytical art of Pavel Filonov and the philosophy of the expanded

vision of Mikhail Matyushin, that is, transrational practices aimed at

creating a picture of the world that unites the objective and the non-

objective. The organic tradition in the last quarter of the 20th century

was revived in the art of Vadim Ovchinnikov, Timur Novikov, Ivan

Sotnikov, and Oleg Kotelnikov, contributing to the culture of

transavantgarde. The transrational and seemingly marginal ideas of the

1910s and 1920s were revealed in the 1980s and 1990s as true assembly

points of the worldview. The organic tradition shows the historical

dynamics of the 20t century from the Symbolist dream about a new

vision of a new man to the idea of a post-industrial world after the

ecological catastrophe of the Anthropocene.
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Introduction. The origins, structure, and features of the organic tradition This makes a list of organic artists with an indication of their greatest

It is generally believed that the Modernism of the 20th century is best
associated with Constructivism and the focus on technical progress.
Meanwhile, in 1912-1915, the St. Petersburg Avant-Garde put forward an
alternative concept of art that reveals the world as a unique organic whole,
rather than a set of standard replaceable elements. This idea, previously
considered marginal and utopian, in the 215t century has become the basis
of the modern perception of life — the concept of ecology, including the
ecology of culture and thinking as the forces that shape the environment
of the Anthropocene.

The creators of the organic concept of the Russian Avant-Garde were
poets and artists Elena Guro (1877-1913), Mikhail Matyushin (1861-1934),
Pavel Filonov (1883—-1941), Velimir Khlebnikov (1885-1922), and Mikhail
Larionov (1881-1964). In the 1920s, their ideas were followed by the artists
studying at the Petrograd State Institute of Art Culture: Matyushin’s
students Maria Ender (1897-1942), Ksenia Ender (1895-1955), and Boris
Ender (1893-1960), Malevich’s student Vladimir Sterligov (1904-1973),
and Pavel Kondratiev (1902-1985) who studied under Malevich, Filonov,
and Matyushin. It was thanks to Kondratiev and especially Sterligov that
the organic tradition was revived in Leningrad in the second half of the
20th century; it continued in the art of Tatyana Glebova (1900-1985),
Sterligov’s wife and Filonov’s student, and the participants of the Old
Peterhof school. Its new chapter started in the 1980s, when the tradition
was developed in the works of the New Artists group: Oleg Kotelnikov (born
1958), Timur Novikov (1958-2002), Vadim Ovchinnikov (1951-1996), and
Ivan Sotnikov (1961-2015), who revived the Avant-Garde universalism of
the 1910s and, above all, the multimedia nature of art.

The first to present the organic concept of Avant-Garde as an artistic
tradition was Vladimir Sterligov, which is proved by the drawing entitled
A Bowl (1962, private collection) depicting bowls and an inscription along
the perimeter of a rectangle:

Abowl.
Malevich 9 IT 62 Matyushin — expanded vision
Tatlin. Larionov Filonov — analytical art

Today in Moscow: Volkonsky’s Mirror Suite.

achievements: Matyushin’s expanded vision, Filonov’s analytical art,
and the idea of mirror worlds — the key idea of the bowl-dome universe
discovered by Sterligov himself and depicted in the drawing under
consideration. Thus, Sterligov believed his system to be the central
symbolic part of the Avant-Garde tradition of the first half of the 20th
century and its result or vyvod, if we apply the term of Filonov and
Malevich. The graphic structure of Sterligov’s drawing is also along the
lines of Rayonism.

All the artists mentioned in this drawing with the exception of V. Tatlin
and K. Malevich belong to the organic tradition of the Avant-Garde as
presented by one of its first researchers, Evgeny Fedorovich Kovtun, who
in the 1960s was close to Sterligov. In 1977, studying the art of Filonov, he
described the organic trend in Russian non-objective painting. His theory
of the three dimensions of the non-objective received its final form in
1993 in an article for The Great Utopia exhibition catalogue (which, let us
say, started with organics). After all, it was in organics that Kovtun and
his colleague Alla Povelikhina saw the peculiarity of the Russian Avant-
Garde, its uniqueness, and significance for the future. According to Kovtun,
there are three paths to non-objectivity: the path ‘from the bottom up’,
when the artist (V. Kandinsky) intuitively abstracts the forms of reality;
the path ‘from the top down’, when the artist (K. Malevich) by an effort
of will veils the real world with that of geometry and erases reality; and
the ‘organic’ path, when the artist acts synthetically, like nature itself,
sustaining and reproducing its living, not mechanical, geometry of forms.
The masters of the third path — Larionov, Filonov, and Matyushin — are
not copyists-naturalists but inventors, like Malevich; developing ‘in-
feeling’, they gain a unique skill to create and design like nature does it.
Kovtun considers the ‘organic’ schools of Matyushin and Filonov, as well
as the art of Pavel Mansurov, to be the development potential of bionics
[Kovtun, 1993, pp. 64-71].

Among others in Sterligov’s list we saw the names of Tatlin and
Malevich. Tatlin’s ‘organicity’ is confirmed, first of all, by the Letatlin
personal flying apparatus (1929-1932, Central Air Force Museum, Monino);
as for Malevich, his name in this list is responsible for the foundation of
Sterligov’s organics — faith and divine cosmos. In his mirror scheme,
Sterligov presented organics as a world in which opposites (contradictions)
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are balanced by faith (the bowl). He thought Malevich to be the master of
such a balance, believing that alogism is a balance between the rational
and the irrational.

Later, the list of organic artists was updated several times, but its
core was always the above-mentioned artists. In 1996, John Bowlt put
the organic Petrograd Avant-Garde artists into two groups: Guro and
Matyushin who built on Symbolism and the idea of the eternal world and
the totality of nature, on the one hand, and the conditional constructivist-
formalists Filonov and Mansurov, on the other [Bowlt, 1999, pp. 24-35].
Meanwhile, he wrote that in his idea of the unity of the organic and the
inorganic Mansurov inherited from theosophy. Analysing the origins
of Filonov’s painting and worldview, Nicoletta Misler focused on the
discoveries of the 1910s (the first X-ray photographs of crystals in 1913)
as well as on the influence of Eastern religions, which brings Filonov
closer to the Symbolist ideological sphere of Guro and Matyushin [Misler,
1999, pp. 38-46]. By the early 2000s, Bowlt had somewhat changed his
concept: he included Moscow artists Petr Miturich and Tatlin in the circle
of organic-scientific artists, united all Petersburg artists in the Symbolist
circle, and the two circles and attitudes towards the organic world, as he
saw it, came together in the work of Mansurov [Bowlt, 2000, p. 67; see
also: Sarabyanov, 2003, p. 9].

Indeed, the Petrograd organic artists combined Symbolist vision with
an interest in science (e.g. physiology, crystallography). As a researcher
Matyushin was interested in both the physiology of vision and theosophy,
pursuing the aim of extending perception. In his diaries he mentioned
the names of scientists who represented space unconventionally or
transrationally from the point of view of everyday life: from B. Riemann
and N. Lobachevsky to A. Einstein and M. Planck. The philosophical and
scientific sources of the organic system of expanded vision, including the
works of August Wilhelm von Schlegel, Michel Eugene Chevreul, Hermann
von Helmholtz, Gustav Theodor Fechner, Ernst Heinrich Haeckel, Wilhelm
Wundt, Ernst Mach, and Johannes von Kries are analysed in detail in the
monograph by Isabel Wiinsche, who, following Charlotte Douglas, calls this
scientific-visionary type of worldview ‘holism’, emphasizing the priority
of integrity in it [Wiinsche, 2015, pp. 13-19, 89-91, 94-95, 104-106, 110,
115]. Wiinsche argues that Nikolai Kulbin, Matyushin and Filonov were
interested in psychophysiological parallelism: the absence of barriers
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between the physical and mental worlds, the mainstay of the unity of
matter and spirit. She also drew attention to the scientific research of the
1920s: in 1923, at the State Institute of Art Culture (GINKhUK) Matyushin
took an interest in the experiments in biophysics conducted by Pyotr
Lazarev who at that time was developing the theory of the movement
of ions and the theory of excitation and was studying the interaction
of optical and acoustic nerves [Wiinsche, 2015, p. 115]. The scientific
and philosophical foundations of Filonov’s art, including the ideas of
A. Schopenhauer, Ch. Darwin, H. Bergson, and A. Bogdanov, were structured
in the book by Gleb Ershov [Ershov, 2015, pp. 119-120, 122, 125-151].

In rethinking the organic dimension of the Avant-Garde, the focus is
on the work of Matyushin and Filonov whose ideas sprouted in the second
half of the 20th century and then grew through decades of repression and
silence, having shaped an artistic and philosophical tradition in which
generations of masters inherit from each other both directly, for example,
through Sterligov, and arrhythmologically, like the New Artists group. This
focus represents the organic dimension of St. Petersburg — Petrograd —
Leningrad art as a special culture of creative thought connected with the
city landscapes and history, with the Baltic, the Neva, Lake Ladoga, and
Karelia, that is, wide water spaces connected by a changeable river and
wooded hills opening up vast horizons (the motifs of fluidity, specularity,
vast round skies — all that the zaum poet Alexander Tufanov defined in
relation to expanded vision and listening as ‘the feeling of Sestroretsk’).
Through this landscape, the organic dimension is connected with the
romantic tradition of the North as a place of catastrophe and rebirth,
Hyperborea and eternal return.

The important features of St. Petersburg organic art include its
original multimedia nature — the unity of image, sound, and word
(artists, musicians, and poets are all in one) and its connection with the
phenomenon of zaum and alogism in the spirit of Khlebnikov, Guro,
Malevich, and D. Kharms. The organic tradition is the upstream of zaum,
since it is truly capable of representing what was previously considered
unimaginable and, in fact, is aimed at the transrational and system task of
creating the eternal, physical and metaphysical, simultaneously objective
and non-objective picture of the world.
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. . The entire sum of the motion of matter of the new decree, the course of its couplings
The systems of the organic worldview.

. . . R R . form a new visible world. <...> If the telescope showed an object of the universe, and the
Organics as a unity of the objective and the non-objective P :

Both in his own creation and in the works of his comrades in the Avant-
Garde movement, Mikhail Matyushin saw above all a new view of the
world and ways of visualizing and expressing it in words. A new view of
the world is possible in the consciousness of a renewed person, and it
is precisely Filonov whom Matyushin presented as a prophet of novelty
in his article of April 1916 inspired by Filonov’s poetry and painting,
in particular his poem Propeven’ o prorosli mirovoi (Sermon-Chant on
Universal Sprouting) and painting Flowers of the World Bloom (1915, State
Russian Museum, St. Petersburg). In 1912, it was Matyushin who wrote
down Filonov’s manifesto Canon and Law directed against Cubism and its
mechanistic geometry (canon), whereas form is characterised by the ‘law of
organic development’. Filonov’s manifesto anticipated Nikolai Berdyaev’s
thought of the same direction which he expressed in his 1914 works on
P. Picasso and the crisis of art (1917). This alone speaks of the rootedness
of the organic artistic tradition in the philosophical and aesthetic soil
of Symbolism. In his article about Filonov, Matyushin, on the one hand,
gives a detailed explanation of the new painting and drawing technique
invented by the ‘eyewitness of the invisible’ [Pavel Nikolaevich Filonov,
1988, p. 92], as Alexei Kruchenykh called Filonov: Matyushin describes
that very organic development of form in ‘made paintings and drawings’
and ‘analytical art’ which brings the work closer to a living and growing
biological phenomenon; whereas on the other hand, he emphasizes the
main thing that emerges in organic painting — the representation of
continuous, changeable, and living movement. This is not the mechanical
movement of Futurism and later Constructivism based on the Cubist
shifting dynamics of planes, but movement in all its imaginable fullness,
when changes affect all elements of the artist’s life, consciousness and,
accordingly, the picture of the world, when the physical impulse of growth
resonates in the spiritual aspiration for freedom and is transformed in
a metaphysical universal flow of creative existence, when in change we see
the power of a breakthrough which closes the distance between the past
and the future. Here is a fragment of Matyushin’s article about Filonov:

microscope showed its atomic complexity, then the artist... taught us... to understand the
complexity of its states: the idea of a heavy volume, the unity of movement, the bending
force of the energy flow, the elasticity of the wind, the smell, the density of water in its
mass, all the living lumps of earth, the ardour of the rising flame, and the living heat moving
itself. The expanded boundaries of the new sound, a new understanding of the word as an
independent sound and, finally, the slow beats of inorganic life, the life of a crystal. <...>
The world became populated not by a scattered humanity but by the great common body
of God. <...> One for all, Filonov encapsulated and twisted all the threads of new paths, as
if in a whirlpool, in his new common body. <...> He proposes a new principle of applying
paints. The body of the painting is first born, its flesh — paint and drawing — must shape
its ground in a raw monolithic form, almost fluidly alive. Moreover, the canvas is not primed
and takes on the first liquid load of paint and the nervation of the drawing for the future
growth of the organism of the living painting. <...> The world and objectivity for him are
firstborn in continuous shifts and fluctuations. ... He understands movement not as contained
in the visible periphery of things, but coming from the centre outward and back... Apart
from mechanical movement, Filonov shows movement emerging in the free will of things
in themselves, considering evolution as freedom of choice, the expression of which is the
most complex creature — man. <...> His large paintings absorbed the power of a new space,
in which ups and downs and the entire moving essence are captured by the spreading gaze
of a new dimension. <...> Filonov, while continuously and persistently performing creative
work as an artist, sought and created a valuable texture of word and speech. As if touching
the deep antiquity of the world, which had gone into the underground fire, his words emerged
as a precious alloy and joyful, sparkling pieces of life. They conceived the book of the world

bloom Propeven’ o prorosli mirovoi [Matyushin, 1979, pp. 232-235].

As Filonov states in his autobiographical notes, in his works of 1906—
1907 “naturalistic and abstract provisions were introduced to the point
that physiological processes in trees and the smell emanating from them
were depicted” [Filonov, 2020, p. 58].

The incredible crystal texture of Filonov’s painting in Flowers of the
World Bloom represents a free transition from the non-objective geometric
form of the existence of matter (its micro- and macroscopic vision) to the
phenomenon of natural forms — flowers on ‘abstract’ crystal stems —
energy flows rising from the bottom up and embodied in changeable
magmatic colour streams and overflows. At the top of the painting, natural
forms dissolve in the cosmos of shining colour-light again. The dynamics
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of the living/non-living/living is a key theme of the Romantic era which
continued in Symbolism and Art Nouveau. Wiinsche draws attention to
research in the field of crystallography — Otto Lehmann’s book Liquid
Crystals and the Theory of Life published in 1908 in Odessa, which, quite
possibly, inspired Matyushin to produce a series of self-portraits The
Crystal in 1914 — just before the creation of Flowers of the World Bloom
[Wiinsche, 2015, pp. 95-96].

In his classic watercolours of the early 1920s and theoretical texts,
Matyushin presents this intertransition of the objective and the non-
objective, the living and the ‘non-living’ in a different way. Unlike Filonov,
he does not create symbolic mega-compositions presenting the world ‘in
all its predicates’, that is, the planet of plants, humans, and animals in the
syncretic unity of their interactions. Matyushin is not interested in the
battle for time, for human history. He is fully immersed in landscape —
the changing natural environment of light and colour. In Matyushin’s
framework, time is even more epic — it ranges from short vegetation
periods to grandiose geological epochs that a St. Petersburg summer
resident sees while taking a walk along the shore of the Gulf of Finland
and observing boulders left behind after glacier movement. Matyushin’s
non-objectivity is natural, not speculative. He shows the transformation of
the body of nature into the energy of space. Thus, Matyushin’s watercolour
drawing Stack. Lakhta (1921, State Russian Museum, St. Petersburg) clearly
expresses the feeling that the stack is the breast of the earth, its dense
material body made up of coloured lines which disperses in the sky as
clouds of colour and daytime northern lights — the waves of the earth’s
magnetic field.

Analysing Matyushin’s drawings, one discovers the organic cosmos of
interactions. In the graphic composition Untitled. (Space) (1920, Manuscript
Department of the Institute of Russian Literature (The Pushkin House),
f. 656, c. 36) Matyushin depicts either living cells with nuclei or cosmic
bodies in different orbits: for him these are interdependent phenomena,
as well as for Khlebnikov who compared the surface of the globe with the
size of an erythrocyte. Matyushin considers the Moon and the Sun to be the
seeds of the Universe. This spherical drawing Untitled and the watercolour
Entry of the Spheres (1921, Museum of St. Petersburg Avant-Garde (The
Matyushin House), St. Petersburg) carry the seeds of the future bowl-dome
space of Sterligov. Matyushin found entertaining the motif of a large body
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entering a small one — sun rays embracing the earth, the sun seeming
to set in the centre of the globe, etc. Thus, in Entry of the Spheres we see
how in the middle of the colour interference of two light volumes there
opens a dark blue black-pupiled cosmic eye. Similar fathomless eyes can
be seen in the upper layers of Filonov’s large-scale painting Formula of
Spring (1928-1929, State Russian Museum, St. Petersburg). Maria Ender,
Matyushin’s closest student and collaborator, during her years of study
in his studio at the Petrograd State Free Art and Educational Workshops
wrote in her diary: “I am the eye of life” [Ender M., 2024, p. 137]. In 1923,
after one of his trips to Vaskelovo, where the hilly forest landscape with its
eyes-lakes reveals the horizons of expanded vision, Matyushin put a note
in his diary that Maria “wants to see not with a ray, but with the whole
sphere” [Matyushin, 2017, p. 335]. What Matyushin, the Enders, Larionov,
and Filonov have in common is the undulating dynamic sphericity, the all-
encompassing nature of the world movement and the energy flow, which
in Matyushin’s framework goes in a circle, forming spheres. Matyushin’s
view is an inclusive movement, not a spotlight. Matyushin shows a flow
of non-objective matter which gets condensed in the landscape, in the
living environment, and then is carried away by the cosmic wind again.

The development of Modernist art, especially in the USSR of the 1920s,
is normally presented in opposition of the abstract (progressive) and the
figurative (backward). The creative work of organic tradition masters
does not demonstrate such a straightforward opposition, since it is filled
with the desire to express a modern view of the world, in which there is
no opposition between the figurative and the abstract, but there takes
place an endless exchange of energies and forms, the transition of the
non-objective into the objective and back.

Mikhail Matyushin’s expanded vision: a transrational worldview

Landscape in expanded vision was the subject of Matyushin’s academic
program at the Petrograd State Free Art and Educational Workshops, the
reformed Academy of Arts in 1919-1922. Experiments under this program,
which developed the ability to see with closed eyes, the back of the head
and the whole body, were continued by Matyushin at the Department of
Organic Culture of the State Institute of Art Culture. Maria Ender was
transferred to the institute to work under his leadership on a voluntary
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basis. Anna Petrovna Ostroumova-Lebedeva recalled that in those years
she met Albert Benois and heard from him about Matyushin’s ‘eccentricity
and madness’: how he made his students paint with their backs to the
river. However, Albert Nikolaevich did not know Matyushin. “I immediately
realized,” said Alb. Nik., “that I accidentally found myself in a group of
mental hospital patients... There was a warden with them. But the worst
thing was that this warden took me for a patient and started to persuade
me to sit with my back to the river and continue working” [Ostroumova-
Lebedeva, 1974, p. 39]. Let us imagine this scene: a famous watercolourist is
drawing the colourful diversity of an evening sunset, whereas the students
of the zaum artist Matyushin are expressing something they do not see
but experience through their entire bodies, when the landscape turns into
something audible, the visual experience is combined with the sound, the
senses open up the space behind them in its immense acoustic extension,
and the bank of the Nevka becomes the edge of the sounding land. In 1921,
Maria Ender created watercolour drawings called Transcription of Sound
(Museum of Modern Art (MOMus), Thessaloniki) — the compositions about
the freely emerging and dying colour spheres, about the cosmos of the
harmonic movement of light and sound waves. The multimedia nature of
art based on the wave nature of light and sound matter is the invisible law
of the organic world and the world of art that Matyushin and Maria Ender
managed to make visible. Maria Ender wrote in her diary: “I want to do
the impossible — like screaming of a starfish (non-objectivity)” [Ender M.,
2024, p. 172]. The task of expanded vision is to give voice to the silence of
the world and to convey the audible through the visible.

Another illogical technique of expanded vision taught by Matyushin
was reported by Valida Delacroux [Delacroux, 2007, pp. 50-51]. The artist
shifts the projective gaze from the centre to the sides. The scope of view
ceases to be fixed and expands, the eyes catch an enormous volume
of coloured air, and the person connects with this colour form of the
surrounding boundless world. Looking at the scheme of Matyushin’s
expanded vision representing the elliptic motion of the viewpoint that
traces the ‘circle of the earth’, we realize that the centre of the world is
everywhere. The ontological meaning of expanded vision is that the world
structure is not hierarchical. Matyushin’s system of views is democratic
in essence. Although later Sterligov reproached Matyushin for placing the
Self, not God, at the centre of the world, those reproaches were unfounded,

since the ego of the artist — the actor of expanded vision — dissolves in the
world. Let us recall Matyushin’s watercolour drawing Space (1921-1922,
collection of Valery Dudakov, Moscow): a rainbow braid freely outlines
a nacreous sphere of a flash in the centre and, unbraiding in coloured swirls,
goes beyond the edges of the sheet. This is a picture about enlightened
consciousness: the motif of a lightened sphere outlined by a non-objective
colour wave is found in all graphic recordings of experiments in expanded
vision and clearly represents the engagement of the observer themselves
in the environment, their transparency for the world. Man and the world
cease to be impenetrable obstacles for each other.

Matyushin also appeals to the astronomical concept of the vertical:
he combines the orientation towards the sky and the ‘line back’, that is,
he turns the line of sight in the opposite direction, behind the back, in
order to feel the reverse extension of the world, including in time. He
shows that man — the cross-shaped knot of the universe — is not limited
by the planes of his vision from above, from the sides, from the front, and
from behind. Not only consciousness, but also all these planes-boarders
of the world are permeable and reversible when you imagine yourself,
your body as a communication centre of the universe, or, as Kharms later
formulated it, you place yourself in the Node of the Universe [Kharms,
2000, pp. 395-398].

Maria Ender in her untitled watercolours of the 1920s depicts trees at
the ground. They are amazing naturalistic and at the same time Symbolist
paintings, in which height is cleverly shown through breadth — its opposite
and at the same time complementation. Commenting on the ‘hieroglyph’
or the image-concept ‘the Star of Nonsense’ of Alexander Vvedensky, Yakov
Druskin states that the path towards this star leads beyond the limits of
consciousness, to where there can exist the unifications of the incompatible
that are not perceived by reason [Druskin, 1998, p. 648], for example, round
square, which is logically impossible (let us add that the corpuscular-wave
theory of light is a scientific example of such transrational logic). The
possibility of such transrational forms is confirmed by expanded vision,
which Maria Ender showed in her report On Supplementary Form [Ender
M., 2024, pp. 79-94] given in December 1927 at the State Institute of
Art History, where she and Matyushin worked after the closure of the
State Institute of Art Culture in 1926. Her report presented an oscillation
of opposites that takes place in our perception when a geometric form
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(a straight line or a square) spontaneously begins to be replaced by its
opposite: the ends of a straight line start to curve, it becomes a wavy
line, and square sides and corners are drawn inward, forming a polygon
that tends to a circle. Maria Ender believed that ‘visual perceptions’ form
normative ‘visual representations’ that from time to time, due to the
changing conditions of vision and under the influence of renewed visual
perceptions get replaced by new ones. In this process, the possibility of
harmony is ensured by the dynamics of complementarity and constant
variability.

In 1920, Matyushin painted a Symbolist watercolour landscape
The Open Window (The Tsarskoye Selo Collection Museum, Pushkin).
The window frame, depicted in fragments, forms the shape of a star.
The viewer can see the sky and forest expanses far ahead and at the
bottom. The frame illuminated by the red reflections of the sun rises
over the green-blue world like a huge star, revealing the distances of
the blue planet, whose view from space Matyushin had anticipated. The
harmonious natural colouring of the work forms the palette of primary,
complementary, and coupling colours which Matyushin and his students
described in expanded vision experiments and systematized together with
Maria Ender in The Reference Book of Colours (1932) [Matyushin, 1932].
If I.V. Goethe derived the principle of harmony of complementary colours,
Matyushin discovered the third, coupling colour, having developed the
principle of colour perception and described the mechanism of natural
colour harmonization, very close to the then unknown DNA code, which
allows for the production of numerous combinations from a basic set
of elements. A.V. Povelikhina emphasizes that the coupling colour was
discovered precisely in contemplation of nature, and only then the results
of observations were confirmed in the laboratory [Povelikhina, 1993,
p. 61]. Each copy of The Reference Book of Colours was accompanied by
four colour tables hand-coloured by Matyushin’s students. The primary,
complementary, and coupling colours in each of the four tables were
seen differently: the first table gave the primary colours on a neutral
grey; in the second table, the complementary colours took the place of
the primary ones; in the third table there appeared an afterimage of the
complementary colour in closed eyes; in the fourth table, Matyushin
showed the transition from a more saturated colour to a less saturated
one. He took into account the dependences on the size of coloured areas,
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on the duration of contemplation, and on how the very shape of objects
changes in perception under the influence of warm and cold colours,
striving for complementation of contrasts. Pavel Kondratyev mentioned
that Matyushin recognized the possibility of the coupling colour to
change depending on the observer’s individual colour perception [Pavel
Kondratyev, 2014, p. 39; see also: Tilberg, 2008, pp. 116, 130]. His words
get confirmation: in one of the tables of The Reference Book of Colours
kept in the Russian Museum, several different strips with coupling colours
are pasted in. Matyushin and his students systematized the combination
options in the tables, revealing the individuality of colour relationships,
and not subjecting colours to a rigid unification.

The results of the research conducted by the Department of Organic
Culture of the State Institute of Art Culture significantly affected the
common ideas about colour, based on Wilhelm Ostwald’s book on colour
science published in Russian in 1926. According to Margareta Tilberg,
researcher of Matyushin, students of the Higher Art and Technical
Studios (VKHUTEMAS) were taught in line with Ostwald’s concepts, the
unchanging, once and for all established colour scheme [Tilberg, 2008, pp.
302-343]. Ostwald’s circle, which formed the basis of the RGB scale, has 24
colours. It is dominated by cold tones (15 cold and 9 warm hues) obtained
from colours mathematically: eight primary colours and an even shift of
each colour to the left and right to its neighbours. Matyushin’s scheme is
initially based on eight colours too, but natural warmth dominates over the
cold spectrum in it. The main difference between the schemes of Ostwald
and Matyushin is the principle of colour combinations harmonization,
which is what The Reference Book of Colours is actually devoted to. Ostwald
solves this problem mechanically: harmonious combinations are two
opposite sectors in the colour circle (dyad), two neighbouring and one
opposite sectors (triad) or two neighbouring and two opposite sectors
(quadriga). The work written by Matyushin and his students, based on
dynamic variability and organic natural parameters, was in the full sense
of the word a ‘lawless comet’ in the world of machine Constructivism. Not
only did Maria Ender in The Reference Book of Colours venture to criticize
Ostwald’s mechanistic ‘isolated vision’, but she also resumed a discussion
of the origins of colour science in the Impressionist painting, contrasting
their intuition with the schematism of the Cubists, Suprematists and, most
importantly, the supporters of industrial art [Ender M., 1932, pp. 6-9].
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Matyushin’s colour theory merged with life several decades after
his death and the death of Maria Ender in Leningrad during the siege:
in 1934, under the guidance of Maria Ender, Matyushin’s student Elena
Khmelevskaya, joined the Leningrad colour group (an architectural
department responsible for facade design) and led it after the war up
until 1964. In 1967, Khmelevskaya published The Colour Guide for Architects
and Builders [Elena Stanislavovna Khmelevskaya, 2012], according to
which the city centre was painted, taking into account the capacity of
coupling colours used in architectural details of buildings to emphasize
the luminosity and clarity of primary and complementary colours and
thereby create a city that generates light and organically unites the earthly
and heavenly spheres.

Vladimir Sterligov’s cup-dome space

In the same 1960s, at the first opportunity for liberalization, the Avant-
Garde practices that had been banned in the 1930s revived: a small group
of artists united around Vladimir Sterligov and Tatyana Glebova and in
home-based seminars studied the program of State Institute of Art Culture
created in the 1920s by Malevich. In the early 1970s, Sterligov held an
exhibition of Matyushin’s works and the tables from The Reference Book
of Colours in his studio. Of all Matyushin’s students, he recognized only
Boris Ender, but the main thing that he ‘took” from Matyushin, in his
own words, was first formulated and announced by Maria Ender and then
included in Matyushin’s article in The Reference Book of Colours — this is
the theory of the complementary form and specifically the transformation
of a straight line into a curve. In December 1927 Maria Ender narrated:

In visual perception we always have to deal with the interaction of a straight line and
a curve in a continuous process of their struggle for dominance. <...> A straight line has
been studied on a model of a dark neutral colour against a light neutral screen ... directly
at the eye level, with a mandatory condition of simultaneous covering of the entire field of
vision... In such a way, the model is observed in the environment. Under such conditions,
a straight line immediately begins to waver. At the first moment of a certain equilibrium,
the straight line gives two nodes at the top and bottom <...> Parallel lines are drawn towards
the middle <...> Only in these sharp fluctuations there comes a point of a more stable

equilibrium, which can be schematically represented as a wave oscillation... The straight
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line has overcome the influence of the curve having maintained its direction disrupted in
the second period. But the curve has manifested itself in disrupting the continuity of the

straight line with bundles of successive bends [Ender M., 2024, p. 83].

Four decades later in his text The Straight Line and the Curve, Sterligov
replaced Maria Ender’s oscillatory mutually reversible dynamics with his
‘static dynamism’ when a straight line by necessity becomes a curve and
takes on a symbolic form: “If we imagine that the endpoints of a straight
line distanced from the conventional centre vibrate, they will strive to
make a bowl, reversely reflecting in each other” [Sterligov, The Straight
Line and the Curve, 2010, p. 88]. This is the semantic transformation that
Sterligov carried out in the geometry of the organic world, which he and
Maria Ender adopted from Malevich and Matyushin.

The image of the bowl, unlike the astronomical vertical and the natural
horizon of Matyushin’s expanded vision, carries a thousand-year-old
Christian symbolism and introduces the organic tradition to Orthodox
culture, replacing Matyushin and Guro’s theosophical pantheism of the
1910s. In the 1950s and 1960s, Sterligov and Glebova travelled to ancient
Russian cities around Moscow, visited Vladimir and Suzdal, and saw the
Church of the Intercession on the Nerl. Sterligov’s art acquired a trinity
of organics, Orthodox painting, and an Avant-Garde universal view of the
world. His drawings and watercolours express the possibility of combining
the ancient Russian and Avant-Garde traditions, which Tatlin, Malevich
and Nikolai Punin thought about back in the 1910s and 1920s.

In 1962, at about the same time as the Symbolist work A Bowl was
created, Sterligov produced the series The Straight Line and the Curve, or
eight Explanatory Drawings (private collection) which continue and change
the scheme of Matyushin’s expanded vision. Sterligov described the spatial
structure of his compositions as follows: “Three-part structure: bottom,
middle, top. The bottom is seemingly the world where we are from, where
man is from. This world is beautiful and there is no sin. It is an angel world.
It precedes temporary earthly existence. The middle is reality... The top
is where we are heading. The future world is present independently of us.
... The worlds communicate, which emphasizes the trinity” [Sterligov, On
the Spherical, 2010, p. 90]. We see sheaves of rays that, moving from below,
form an open bowl and, descending from above, shape a dome; they are
mutually reflected along the horizon line — the iconic boarder of earthly
existence embraced by two additional curves below and above.
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Such a three-part space had already been conceived of in two treatises
by Kharms in the mid-1930s. In one of them, entitled On Existence, Time,
and Space, Kharms formulated the following ideas: “9. ...the basis of
existence comprises three elements: this, the impediment and that. <...>
11. Thus: dividing a unitary void into two parts, we get the trinity of
existence <...> 36. The ‘present’ of time is space. <...> the here of space is
time. 52. ... ‘something’ which is to be found at the point of intersection of
space and time generates a certain ‘impediment’... 53. This ‘something’ <...>
creates a certain existence which we call matter or energy <...> 58. Time,
space and matter, intersecting one with another at definite points and
being basic elements in the existence of the universe, generate a certain
node. <...> 60. When I say of myself: ‘T am’, I am placing myself within the
Node of the Universe [Kharms, 2000, pp. 396—-398]. The Trinity of existence,
paradoxically obtained not by addition but in a traditional Christian way —
by division of one, in the simultaneous text On Existence, Hypostasis, and
the Cross forms a cross, “a symbolic sign of the law of existence and life”,
which is read as follows: heaven (this) — world (that) — heaven(this), but
in the second version it turns into another sequence: this — impediment —
that, “where heaven comprises this and that, and the world becomes an
impediment in itself” [Kharms, 2000, pp. 400-401]. In his plans for the
creation of the universe, Sterligov directly reproduces the three-part
scheme of Kharms of the mid-1930s: heaven — world — heaven.

Kharms called his dynamic principle of world-building ‘cisfinite’ —
complementary to transfinite and denoting a return from the sphere on
the other side of the finite (return from the infinite or transcendental) to
the sphere on this (our) side of the finite. Sterligov mentioned that the
mode of perpetual motion of renewal of life and world forms resembles
transition from the cisfinite to the transfinite and back:

When I drew a straight line which coincided with the horizon, the following occurred
within me: the need to choose one of two possibilities. The reasoning went like this: what
is below the horizon line is objective: houses, hills. What is above it is again houses, hills
and clouds. Let us assume that what extends beyond the horizon line is not a house but
the person’s face. Two incompatible, and even different-sized things — a face and a house.
It is absurd. It is not allowed by the logic of the objective world. A similar problem arose
as soon as I drew bowl-shaped bushes below. It is not bushes that should appear above,

beyond the line of the horizon, since in the bowl world it is not the line of the horizon but
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the Divine Straight-Curve, like the Divine Separation. It gives the possibility to compare
the most distant contrasts. I decided to do that, to place on top something from another
world. I continued with the bushes and they turned out to be from another world. It was
that the old world seemed to return but had become something completely different. <...>
Conclusion: A, B, A or the return of A through some kind of contrast, where the second
A is no longer the first but via B it is still A. <...> Kharms labelled this merry-go-round
‘Watermelon, melon, watermelon, melon, watermelon...” and so on [Sterligov, The Straight
Line and the Curve, 2010, pp. 87-88].

In his painting Sterligov attributed both human or figurative (head,
face) and abstract universal (originally geometric, non-objective) existence
to these spheres. His spatial construction was further developed in the
work of his students led by Gennady Zubkov.

Vadim Ovchinnikov’s ecological The Green Square

The organic tradition demonstrated the ability to revive arrhythmically, after
a long while. This happened in the late 1980s, when the artist, musician, and
poet Vadim Ovchinnikov, who had no relation to the ‘invisible institute’ of
Sterligov and Glebova, created a plastic pictorial language that combines
non-objective and figurative elements and is definitely close to the painting
of the Matyushin circle. Ovchinnikov was interested in Avant-Garde art:
his compositions of the early 1980s Solar Energy (private collections) are
painted in a rethought manner of Filonov. But if Filonov’s paintings were
occasionally on display at the Russian Museum, the paintings of Matyushin
and the Enders were first presented in Leningrad only in 1988: at the
exhibition Soviet Art of the 1920s and 1930s, among others there was
Maria Ender’s painting Experience of the New Spatial Dimension (1920, State
Russian Museum, St. Petersburg) which directly resembles Ovchinnikov’s
composition The Lights of Urengoy (Galeyev Gallery, Moscow) of the same
year. However, at that time Ovchinnikov could not have known about Boris
Ender’s ideas of the 1920s, about his desire to continue the sequence of
Malevich’s squares — to depict a green square on a white background as
a symbol of human life [Ender B., 2018, p. 52]. In the same 1988, which
can be considered the year of the rebirth of Matyushin’s organic art,
Ovchinnikov created his main conceptual work — The Green Square. Symbol
of the World Revolution in Ecology (collection of G.A. Pliskin, St. Petersburg).
It was a 100x99 cm plywood sheet repainted green. In Ovchinnikov’s
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painting cycles of the mid-1980s and 1990s (Life of Plants, Atmospheric
Phenomena, City by the Sea), the language of the Avant-Garde is reborn
and would be most accurately called transavantgarde, because the artist
presents a universal picture of the world in which different historical eras,
pagan antiquity and technological modernity, exist simultaneously. They
are united by a rhythmic musical non-objective cosmos of living colour,
spiritual and pantheistic. Ovchinnikov presents the Avant-Garde motifs
of Filonov (syncretic spiritual world of nature — man and animals) and
Matyushin (colour-light energy fields and images of germination, a hymn
to vegetation) from a new angle. In his picture of the universe, the planet
initially belongs to plants and animals, it is in them that the life-giving
force lies, while human cities are alien geometric implants, giant growths-
nets on the living spherical curves of the world. Unlike in poetry, in
Ovchinnikov’s painting there is no sociality, it seems to show the planet
after a major crisis that terminated the Anthropocene.

In 1988, Ovchinnikov created a painting of the Atmospheric Phenomena
cycle (private collection, St. Petersburg) which could illustrate Maria
Ender’s report On Additional Form. It is an abstract painting that with
surprising accuracy calls in our imagination a seascape with a horizon
outlined by the orange colour of sunlight. In its upper part — in the ‘sky’ —
there is an oval shape changing before our eyes, and under the horizon
line — on the ‘beach’ — there sparkles an object close to a rectangle,
resembling a clot of glass. Ovchinnikov paints an endless interchange
of forms by means of light — in this Matyushin saw the meaning and
purpose of life.

Symbolic perspective of Timur Novikov
and Solar Objects by Ivan Sotnikov

In the first half of the 1980s, Ovchinnikov joined the New Artists group
which had been founded in Leningrad in October 1982 by the artist and art
theorist Timur Novikov. Just as Matyushin’s plastic vision was acquiring
a new life in Ovchinnikov’s work, Novikov turned to a wide range of
Russian Avant-Garde traditions: Matyushin’s expanded vision, Malevich’s
Suprematism and their reinterpretation in Sterligov, as well as the vsechestvo
(‘everythingism’) of Larionov, Ilya Zdanevich and Mikhail Le Dentu. His
friend and fellow performer in the New Artists group, Ivan Sotnikov, had

become fascinated by Larionov’s art even earlier, in the early 1980s, and
in 1983 he created several paintings entitled Solar Objects — compositions
that combined Rayonism and images of Lithuanian forged suns. In 1987,
Novikov began a series of textile panels Horizons. This universal work
of art offered a holistic organic view of the world and concluded the
Russian Avant-Garde of the 20th century. Novikov called his ‘additional
element’ a symbolic or semantic perspective. His graphic scheme of the
universe, as compared with the schemes of Matyushin and Sterligov, is
extremely simplified and close to Suprematist graphics. What Novikov
and Sterligov have in common is the understanding of the internal hidden
dynamics, coming from Matyushin and Malevich. In Horizons movement
is not depicted but embodied in the spatial relations of the landscape:
a micro-sign (a house, an airplane, a fir tree or a ship) that defines a type
of space (the earth, the sky or the sea) sets the conceivable dynamics
of the world-building, in which elements, almost imperceptible in size,
steadily grow and move. Looking at Horizons, we realize how the enormous
space of the planet, seemingly constant, changes invisibly but maintains
harmony and avoids chaos.

Oleg Kotelnikov’s Grave Wax and First Look

Oleg Kotelnikov, the artist, poet and musician, another founder of the
New Artists group, together with the film director and artist Evgeny Yufit
in 1984 started the necrorealist movement. Thanks to the plots of Yufit’s
imagination, Kotelnikov diversified the images of death in painting and
wrote the anthem of necrorealism Grave Wax (‘Zhirovosk’), the ending
of which has become a meme: “After death comes a nice life, folks”.
Happiness and energy across a broad spectrum ranging from Ovchinnikov’s
ironic-gloomy cheerfulness to Novikov’s joyful colour spiritual uplift
characteristic of folk art are revived in the work of the New Artists group,
bringing their worldview closer to the positive Avant-Garde sense of life of
budetlyane (people of the future). Necrorealism gives a direct reference to
Matyushin. In the oscillatory circuit of the world movement, he included
the point of death as rebirth. In the first edition of An Artist’s Experience
of the New Space in 1915, entitled On the Fourth Dimension, two years after
Guro’s death and in the midst of the war, Matyushin wrote: “Corruption
of the body is not frightening if you see beauty and a spark of life even in
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aworm.... Creative fire spreading everywhere: in a louse and in a person —
all comes from the One... “Our beauty is food for worms” is only a line
beyond which is the merry life of worms, corruption, and transformation
of a new spirit! Previously, thought terminated at the point of a person’s
death... and did not go further. No one thought that worms are also life
and that after worms, microbes are also life, and the dust of bones is
also full of life, and that there is not even a momentary stop in life that
endlessly spirals through our condensed little consciousness” [Matyushin,
2011, p. 212]. These words can be seen as a distant anticipation of life-
affirming necrorealism. An homage to Matyushin’s expanded vision is
a series of watercolour paintings by Kotelnikov First Look (2024) which
turned the focus from the moment of death back to birth. It is in this turn
that A.V. Povelikhina sees the very idea of the organic tradition: “Growth,
decay, death, and transformation — continuous formation takes place in
creative nature. ... These are the grounds of the Organic worldview, the
essential quality of which is integrity. Organicity and all-unity with the
single order that saturates Nature and the Cosmos” [Povelihina, 1999,
p. 16].

The beginning of the 2020s in Kotelnikov’s work is almost exclusively
marked by the dance of death in the series Death in Pink Light (La mort
en rose). Kotelnikov imagines the end of the Anthropocene: all sorts of
skeletons presented in the styles of various cultures, from antiquity to
Christianity, Maya and Incas, perform their unstoppable dance, their
endless rave in empty cities, on abandoned beaches, etc. Sometimes on
the horizon of peaceful landscapes there are traces of alien presence that
allow us to assume the exodus of humanity and the revival of nature after
an ecological catastrophe. Kotelnikov depicts the victorious kingdom
of organic matter: a planet of insects, birds, elephants, penguins, and
enormous plants, creating an epic similar to the dreaming Australian
aboriginal art.

In 1983, on a small piece of paper Kotelnikov painted an artist creating
a picture (Ivan Sotnikov family collection, St. Petersburg). It is a still life:
there are plants hanging from a vase in all directions and a wet, fresh
artist’s brush over them. This entire reality is created through a chaotic
confusion of black lines, but the reality of art — the painting on the easel —
shines with bright natural colours, sun and greens, generating joy and
warm energy in the chaos of intersections of life.
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Conclusion

The organic tradition reveals the historical dynamics of the 20th century
from the dream of Symbolism regarding a new vision of a transformed
man to the post-industrial representation of the world after the ecological
catastrophe of the Anthropocene. An important feature of the organic
tradition of the St. Petersburg Avant-Garde is its ability to preserve and
update a unified picture of the world, to present the universal basis of the
world, which are largely revealed in the 20th century. Now, when all images
disintegrate and get reassembled in pixels, the transrational framework
of organics, the fusion of the objective and the non-objective no longer
seems impossible, which enhances the transrational potential of the
organic culture in its views on the future and the ability to represent it.
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