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It is known that Russian art in Europe and America is famous for its avant-
garde period. As for other epochs, foreign researchers with rare exceptions 
show interest in studies from the ethnographical or political point of view.
This would seem offensive to Russian art if it was not easily explained. 
Russian artists have always been “students”. Therefore, it is easy to under-
stand that in countries of their «teachers», less attention is paid to Russian 
«students». Representatives of art metropolises usually honor regional 
schools with superficial definitions that relate only to the stylistics and posi-
tion of an artist in a socio-cultural context. 
Fortunately, there are enthusiasts in the world who, for various reasons, 
become interested in studying Russian art. They are the driving force of the 
integration process. Examples are known to all, and the conference itself is 
dedicated to the memory of Norton Dodge - one of these enthusiasts. 
Russian art is associated with constant apprenticeship and there is nothing 
shameful about it. The history of art as a history of borrowings is quite legi-
timate as a model of approach. The XX century is the time of great decon-
struction and total revision of tradition, thus it does not put an end to the 
history of art, and the XXI century may become a time of great changes, a 
new era is fraught with new concepts and discoveries in the field of art 
theory. 
From the collector's point of view, we can talk about personal experience in 
relation to Russian artists. An important part of my international collection 
is Russian art of the second half of the XX century. In this collection there 
are no artists of radical, sense-forming directions, for example, conceptua-
lists. It rather represents art related to plastic values, so the two main figures 
in this section of the collection are quite traditional: Vladimir Weisberg and 
Mikhail Roginsky. Both of them, if we follow the generally accepted, but 
rough and approximate classification, fall under the heading “Soviet non-
conformist sixtiers”. Like any collector, I study these artists, based on works 
from my collection - I try to popularize their work, encourage research in this 
area. 
Mikhail Roginsky is one of the absolute favorites of the Russian art 
community. In the professional environment, he has the status of a master - 
“the last painter”; at the same time, he is also called sometimes the father of 
Russian pop art. For many he is interesting for his experimental artistic 
practices, which he used in different periods of his work. Roginsky’s biogra-
phy, like many serious artists, is not very eventful, but in 1977 he emigrated 
from the USSR to France, and this is important for the author’s popularity: 
he acquires the image of a fighter with the regime, which is convenient for 
the media – the artist’s biography is dramatized. 
Any exhibition of Roginsky in Russia is of interest. As it turned out, he is 
able to captivate the international public. In 2014, here at the University of 
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a’ Foscari, in the framework of the Architecture Biennale, we organized a 
large retrospective exhibition of Roginsky and it had an international reson-
ance. It was noted by the international press, the exhibition catalog was pub-
lished in 4 languages, the official European art institutions interested in the 
artist: Tate Modern, Center Pompidou, as well as some Russian museums. 
Experience has shown that under favorable circumstances the project could 
be very fruitful. 
In 2016, a grand Russian-French project “Collection” was carried out, 
when a big number of Russian collectors donated works of contemporary 
Russian artists to the Center Pompidou, Paris. I, among others, took part in 
this project, my contribution was the work of Roginsky “Pink Fence”, 1961. 
I considered it my duty to give work to the famous museum - such direct, live 
actions can support the reputation of Russian art abroad. 
Another artist I would like to talk about is Vladimir Weisberg - a very 
important character in the Russian art of the XX century, and a kind of tun-
ing fork of my collection. If we regard Weisberg as one of the Soviet non-
conformist sixtiers, as the author-inventor of the conceptual idea - “white on 
white” or “invisible painting”, this choice seems strange. But beside the fact 
that Weisberg is an artist of his era, he is one of the most significant artists 
of his time. This is the accumulator of the tradition of world classical art - 
which is important - on Russian soil. He stands a little apart from the socio-
cultural processes in art and from modernity, understood as momentary. He 
knew this, his remark is well-known: “I have only a wall in common with my 
contemporaries”. Weisberg was an analyst. This is a rare type of artist who 
is constantly aware of what is happening to him throughout the entire crea-
tive process. This does not mean that he works according to a given 
program, it means that he subjects each impulse, each spontaneous move-
ment to reflection. The ability to interpret the creative process allowed the 
artist to be an original art theorist. Weisberg is an encyclopedia of painting. 
I collected the works of this artist as a collection in the collection. Now I 
have more than forty of them. Weisbeg's monocollection is all periods of his 
work, all genres and all their varieties. Those who are close to the subject 
know that the professional community recognizes this artist unanimously: 
researchers, critics and even – that it is a great rarity – his colleagues, pain-
ters. Nevertheless, he remains a figure unfamiliar to a wide audience even in 
Russia, not to mention foreign countries. A paradoxical situation - Weisberg 
is one of the few Russian artists whose works are relatively well represented 
in European museums, but outside of these museums he is almost unknown 
to anyone. His biography is not politicized, it is boring, like a measured life 
story of any master who is interested only in his work, therefore Weisberg is 
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not interesting for mass media, he is interesting only to connoisseurs of 
painting. 
In Russia, there are a lot of rumors, guesses and mistakes around the name 
of Weisberg: from the most innocent - with dating and names to fakes and 
everything connected with them. Weisberg is often falsified, but it is very 
difficult to do this: the motive, the resemblance are not very important for 
Weisberg. The main thing is not “first sight”, not recognizability, but what 
happens with the vision during a long contemplation of painting. There are 
also errors in the definitions - when the artist is forcibly placed in the theory. 
Thanks to energetic researchers and critics, many artists exist with some 
kind of stigma. For Weisberg it is: “white on white” as an original idea; it is 
“metaphysical painting”; it is “Russian Morandi”. Cliches do not affect the 
essence of the artist's work, but they are convenient for quick orientation, 
bright, and therefore very stable. 
I work with Weisberg from my collection. In 2014, the non-profit cultural 
foundation IN ARTIBUS, which I head in Moscow, made its exhibition - not 
only from the work of my collection, other collectors participated in it, and 8 
Russian museums as well. A catalog with research articles about the artist 
was released, some works received the first publication. Earlier we made a 
monograph on Weisberg. We are preparing a new edition: the diaries of the 
artist and the memoirs of his contemporaries. 
The idea of such projects seems interesting to me: parallel exhibitions of 
Russian and European painters - in Russia and in Europe. Comparison of 
artists in the same space can give the key of understanding what painting is 
in the  century, demonstrates its viability, shows that painting has diffe-
rent tasks and not all of them are solved, raising the question of its place in 
contemporary art. 
It is an indisputable fact that by studying artists from their collections, 
collectors benefit the world art process. But Russian art is always ready for 
discoveries, it awaits new serious researchers, including foreign ones. 
 
Inna Bazhenova 
Founder of the In Artibus Foundation 
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Kroll Family Trust is pleased to co-publish this collection of essays, origi-
nally presented at a three-day international conference, Translations and 
Dialogues: The Reception of Russian Art Abroad, co-organized by the Cen-
tro Studi sulle Arti della Russia (CSAR) at the University Ca' Foscari in Ve-
nice, the Society of Historians of East European, Eurasian, and Russian Art 
and Architecture, Inc. (SHERA) and the Cambridge Courtauld Russian Art 
Centre (CCRAC) in October 2017. We also co-sponsored the conference, 
along with In Artibus Foundation, Moscow. I would therefore like to begin 
by thanking Inna Bazhenova, founder of In Artibus and owner of The Art 
Newspaper, for her leadership in supporting important scholarship and 
spreading awareness globally regarding cultural production. In so doing, 
she, and projects like this one, share the core value of Kroll Family Trust: 
“Fostering Cultural Innovation”. 
The conference brought together scholars, museum professionals, and stu-
dents from around the world to look at the blossoming of Russian culture 
from the 18th century to the present and its growing dissemination and inter-
pretation around the world, whether through exhibitions, publications, col-
lecting, or all three. It has been a truly ambitious undertaking, and the 
participants are to be heartily congratulated for their successful efforts. It 
was a whirlwind week of fascinating education. 
Of course, none of this would have been remotely possible without the vision 
of Natasha Kurchanova, then director of SHERA, along with her staff; 
Professor Silvia Burini, director of the CSAR and her many colleagues at the 
University Ca’ Foscari; as well as countless others who played a key role in 
the organization of the landmark event. We salute their ambition, dedication, 
and hard work. 
 
Daniel Kroll 
President, Kroll Family Trust 
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The Reception of Russian Art Abroad is a really important theme of which a 
professional discussion was long overdue. Culture is one of the rare bridges 
fostering understanding and interest for another country and with recent 
shadows of cold war clouding the sky it is more important than ever.Thus the 
headline of the conference at Venice University Translations and Dialogues 
was very much to the point. 
The 3 day meetings were brilliantly organised by Prof. Silvia Burini, Direc-
tor of Centro Studi sulle Arti della Russia (CSAR), with support from the Di-
rector of the Department of Philosophy and Cultural Heritage of the Univer-
sity Ca’ Foscari, Prof Giuseppe Barbieri. 
Together with Dr. Natasha Kurchanova, Head of the Conference Organizing 
Committee of the Society of Historians of East European, Eurasian, and 
Russian Art and Architecture, Inc. (SHERA), and Dr. Rosalind P Blakesley, 
Co-Director of the Cambridge Courtauld Russian Art Centre (CCRAC). The 
General Partner was Inna Bazhenova, Founder of In Artibus Foundation 
and Publisher of The Art Newspaper and further support was provided by 
the Kroll Family Trust and the M.T. Abraham Foundation. 
Those three scholarly ladies, whose credits in Russian art academia are 
internationally recognized, managed to compile a really interesting pro-
gramme with 9 sessions headed by panels of specialist treating the different 
aspects of the subject plus good Q & A time. 
The main problem of Russian contemporary art is the absence of any regular 
information in English language. 
I am proud to say that Inna Bazhenova and Dimitri Aksenov agreed to sup-
port the idea of a regular newsletter in good English language about con-
temporary Russian art which will be digitally distributed, to the art & media 
world, in PDF form later this year. 
 
Nicolas V. Iljine 
Advisor to the Director of the State Hermitage 
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The Reception of Russian Art in Europe and the United States was a topic of 
an international three-day conference conceived and organised by myself in 
capacity of director of the Centre for Studies in Russian Art (CSAR) at Ca’ 
Foscari University of Venice in collaboration with Natasha Kurchanova (ex-
head of the Society of Historians of East European, Eurasian, and Russian 
Art and Architecture, Inc. (SHERA) and with the participation of Cambridge 
Courtauld Russian Art Center (CCRAC). On the occasion of the centenary of 
October revolution, the conference united scholars from Europe, United 
States, and Russia who presented their work that goes, in fact, outside the 
limits of 1917 framework. It focused on the questions linked to the reception 
of Russian art beyond its borders and aimed to consider the subject not by 
accentuating its chronology but rather underlining continuity and complexity 
of the process bringing to light new perspectives for studies in Russian art 
and culture. Forty-five leading scholars, curators, and collectors from Russia, 
Europe, and the US participated the conference. The organisers would like 
to thank general partner In Artibus Foundation, general media partner The 
Art Newspaper Russia, the partners of the event M. T. Abraham Foundation, 
Kroll Family Trust, Pallasart, Kuhn&Bülo Insurance Broker Group, Nicolas 
V. Iljine, Michele Bugliesi, rector of Ca’ Foscari University, and the Depart-
ment of Philosophy and Cultural Heritage.* 
 
Silvia Burini, Rosalind P. Blakesley, Natasha Kurchanova 
 

_________________ 
 

* We are grateful to the editorial team for coordination, translation, and editing of the 
essays: Alessia Cavallaro, Alexandra Luzan, Maria Redaelli, Alexandra Timonina, Matteo 
Bertelé, Alexander Danilevsky. 
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