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1t 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 «teachersy, 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: Viadimir 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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Ca’ 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.
1 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 1 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.

1 collected the works of this artist as a collection in the collection. Now [
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.

1 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 XX 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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Bcem uzsecmno, umo u3z pycckoeo uckyccmea 6 cmparax Eeponvt u Amepu-
KU Jydule 6ce2o0 80CHpUHUMAaemcs ceemenm aganeapod. K ocmanvHvivm poc-
CUTICKUM 3N0XAaM U HANPAGIeHUsM 3apydedchvie ucciedosament, 3a peoKum
UCKTTOUeHUeM, NPOSIGNIAIOM UHmMepec, cKopee, IMHOZPAPUuIecKo2o uiu noau-
muyeckoeo xapakmepa. Taxas cumyayus mozia Obl nOKA3amsbcsi 0OUOHOU
01 pyccKoeo uckyccmea, eciu Ovl He Ovlia ecmecmgenHou. Pycckue xy-
O0JICHUKU 8Ce20a OblIU YUEHUKAMU, U, 8 CIMPAHAX, NPOU3BOOAUUX COOCMBEH-
HO “‘yuumeneil” um yoensemcs Menvute eHumanus. IIpedcmasumenu apm-
Mempononuti 00bIYHO YOOCMAUBAION DPeSUOHANbHbIE WKOIbL NOBEPXHOCHI-
HbIMU OnpedeNieHUsMU, KOmopble KAcalomes MOAbKO CMUIUCTUKY U NOJIO-
JHCEHUSL XYOOICHUKA 8 COYUO-KYIbMYPHOM KOHMEKCHe.

Ilo cuacmuio na céeme He nepesoOsSMCsL IHMY3UACTbL, KOMOPLIM O PA3HBIM
NPUYUHAM CIMAHOBUMCS UHINEPECHO 3AHUMAMbCL PYCCKUM  UCKYCCIMEOM.
Omux nodeli He MH020, HO OHU — OBUIICYWAs CUTA Npoyecca UHmezpayull.
Ilpumepwr 6cem uzsecmuol, u cama Konpepenyus nocesuerna namsamu Hop-
mona J{o0dica — 00H020 U3 MAKUX IHMY3UACTOS.

B nocmosnnom yuenuuecmee, ¢ komopwim, 6e3yCcioeHo, C8I3aH0O PYCCKOe UC-
KYCCmeo, Hem HUu4e2o nocmuvlono2o. Mcmopus uckyccmea Kak ucmopus 3a-
UMCMBOBAHUL — BNOJIHE NPABOMEPHA KAK MOOelb no0xoda Kk meme. XX gek —
8peMsl 8eNUKOU OEKOHCMPYKYUU U MOMALIbHO20 NEePecmMompa mpaouyuu He
cmasum mouKy 6 ucmopuu uckyccmsea, u XXI eex, 603mMoicHo, cmanem epe-
MeHeM OONbUUX NepemMeH, HOBAs INOXA Ypesama HOBbIMU KOHYENYUIMU U
OMKPLIMUAMU 8 00JIaCmuU Meopuu UCKYCCMEa.

C mouxu 3peHus KoaieKyuoHepd, mo ecms — NPAKMUKA, MONCHO 2080PUMNb O
JUYHOM ONbIME 8 OMHOULEHUU PYCCKUX XYOOICHUKO8. Baoicnas yacmv moetl
UHMEPHAYUOHANTLHOU KOMIEKYUU, — PYCCKOE UCKYCCMBO 8MOPOTl NOI0GUHbL
XX eexa. B smom cobpanuu Hem XYOOICHUKOE DPAOUKANbHBIX, CMbICI0-
obpazyowux Hanpagienull, Hanpumep, KoHyenmyanucmos. B weil, cxopee,
npeodCcmagneno UCKyCCmeo, Ce53aHHoe ¢ NAACmMUu4eCKUMyU YeHHOCMAMU, No3-
momy 0ge 2iasHvle hueypvl 6 dmom pazoeie KOLIeKYuu — NOJIHe mpaou-
yuouHusie xyoooichuxu: Braoumup Beiicoepe u Muxaun Poeunckuii. Onu 0ba,
eciu crnedosamov 0buwenpuHAmoi, Ho 2pyooil u NPUOIUIUMENbHOU KAIACCUDU-
Kayuu noonaoarom noo pyopuxky ‘‘cosemckue HOHKOHOOPMUCTIbL-UeCchU-
Oecamuuku”’. Kax ecaxuil xonnexyuouep, A 3aHUMArOCh dMUMU XY OOICHU-
Kamu, OCHOBbIBAACL HA paboOmax u3 ceoe2o coOpaHusi — Cmapawcy NONyJsi-
PU3UPOBAMb UX MEOPHECMB0, NOOWPSLIO UCCAEO08AHUS 8 IMOU 0OIACT.

Muxaun Poeunckuti — 0oO0un u3 0e3yClo8HbIX (Pasopumos pyccKkozo apm-
coobwecmea. B npogeccuonanvroil cpede oH umeem cmamyc macmepa —
“nocneonezo dcusonucya’’, 0OHOBPEMEHHO C IMUM UHO20A €20 HA3bIBAIOM
makoice omyom pycckoeo non-apma. MHozum oM uHmepeceH KCNEpUMeH-
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MATbHLIMU XY O0HCECMBEHHBIMU NPAKMUKAMU, K KOMOPbIM OH npubezai 6
pasHble nepuoodvl ceoeco meopuecmea. buoepapus Pozunckozo, xax y mHo-
2UX CepbesHbIX XYO0ICHUKOB He 0ueHb bocama cobvimuimu, Ho 6 1977 200y
oH amuepuposan uz CCCP 6o @panyuro, u 3mo umeem 3HaueHue 0 NONy-
JAPHOCIU A8Mopa. OH NPpUobpemaem UMuUOANC 60pya ¢ percUMOoM, Ymo yoo-
6HO 0131 Macc-medua — buocpapusi Xy00rCHUKA OPpaMamu3upyemcsi.

Jwobas evicmaska Poeunckoeo 6 Poccuu evizvieaem unmepec. Kax 6bi-
SACHUNOCH, OH CNOCODEH V8leyb U UHmMepHayuoHanvHyo nyoauky. B 2014 2.,
30ecv ¢ yHugepcumeme Ka’ @ockapu, 6 pamkax OueHHane apxumexmypol,
Mbl OpeaHUu308a1U OONLULYIO 8bICMABKY-pempocnekmugy Poeunckozo u ona
umena MescoyHapooHwllli pesouarc. Ee ommemuna unmepHayuoHanbHas
npecca, Kamanoz 8vlCMAasKu U30dH HA 4-X A3bIKAX, XYOOICHUKOM 3aunme-
pecosanucy opuyuanvusie esponeiickue apm-uncmumyyuu: Tate Modern,
Llenmp Ilomnudy, a maxoice nexomopwie poccutickue myseu. Onvim nokasar,
umo npu 0O1a20NPUAMHBIX 0O0CMOAMENbCMEAX NPOeKm MO2 CMAmb O0YeHb
NI1000MBOPHBIM.

B 2016 2. 6bin ocywecmenen epanouo3nslil pyccko-Qpanyy3cKuii npoexm
“Koanexyusa”, koeda decamku Koarekyuorepos uz Poccuu npuneciu 6 oap
Hapuocckomy Lenmpy [lomnudy pabomvl co8pemMeHHbIX PYCCKUX XY OO0NHCHU-
K08. A, cpedu Opyaux KOLIeKYuoOHepos, NPUHSLA YYacmue 8 SMoM npoexkme,
Moum ekiadom cmana paboma Pozcunckoeo “Po3oswiii 3abop” 1961 . A no-
cuumana ceoum 00J120M omoames pabomy 6 3HAMEeHUMbLU MY3€il — UMEHHO
makue HenocpeoCmeeHHble, JHcUusble 0elCmeus Mocym noooepicams peny-
mayuio pyccko20 UCKyccmed 3a pyoedicom.

pyeoil xyoosicHuK, 0 KOmopom mHe Obl XOMenoch 2060pumy, 3mo Bradumup
Beiicbepe — ouenwv eadicHwlil nepconadic 8 pycckom uckyccmee XX eexka, a 014
Moell KoeKyuu — 3mo, 8 KaKou-mo cmenenu, kamepmon. Eciu eocnputu-
Mamw Beiicbepea, xak 00HO20 U3 CO8eMCKUX HOHKOHDOPMUCMOG-ULeCTU-
0eCAmMHUKO8, KAK asmopa-uzobpemamens KOHYenmyaivHou udeu — “Oenoe
Ha benom” unu ‘“‘He8UOUMAS HCUBONUCH ', MAKOU 8bIOOP KANCEMCA CMPAH-
HoiM. Ho nomumo moeo, umo Beiicoepe — Xy00dcHuK c8oetl 3noxu, OH — 00UH
U3 CamMbIX 3HAYUMENbHBIX XYOOICHUKO8 C80€20 8peMeHU. MO aKKyMYAsmop
MPaouyuy MUPo8020 Kiaccuiecko20 UCKYCCmed — 4mo 8AadCHO — HA PYCCKOU
nouge. OH cmoum HeMHO20 OCOOHAKOM OM COYUO-KYIbMYPHbIX NPOYECCO8 8
UCKyccmee U Om CO8PEMEeHHOCMU, NOHUMAeMOU Kak cutomurymHoe. OH 3Hal
amo cam, uzeecmHo e2o 3amedanue: “O0ujeco y MeHs ¢ COBPEMEHHUKAMU —
moavko cmeHna”. Beiicbepe Ovin ananumuxom. Imo pedKuii mun xyo00iCHU-
Kd, KOMOPblil NOCMOSHHO 0CO3ZHAEM, YMO C HUM NPOUCXOOUM HA NPOMSIdice-
HUU 8Ce20 MEOPHECK020 npoyecca. Imo He 3HaA4um, ymo oH pabomaem no
3A0aHHOI npocpamme, MO 3HAYUM, YMO KANCOBLU C8OU UMNYIbC, KAdNCO0e
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CNOHMAHRHOE 0BUIICEHUE OH nodeepeaem ocmvicnenuro. Cnocobnocms K uH-
mepnpemayuu meopiecKkoco npoyecca noseonuia XyaODfCHuKy Oblmb opucu-
HAJIbHbIM mMeopemuUKomM UCKyccmeda. Beﬁc6ep2 — omo SHT/IMK]ZOI’leaM}Z IHCUBO-
nucu.

A cobupana pabomuvl 3mo2o xy0odichuxa Kax Koaiexyuio 8 xoinexyuu. Ceii-
yac y mems 6onvuie copoka e2o npousseoenuil. Monorkonnexyus Beiicoeca —
MO 6Ce Nepuodbl €20 MEOPHECMEd, 6Ce JHCAHPLL U 6CE UX PAZHOBUOHOCHILL.
Te, kmo O1U30K K meme, 3Harm, Ymo NPodheccUoHaIbHoOe cO0OUWecmaeo npu-
3HAem 5mMoco XYOOICHUKA eOUHOOVUIHO. UCCAe008ameN, KpUmuKy u oaxice,
umo boavbuas pedkocmy, Koaiezu no yexy — jcugonucyvl. Tem ne menee, oH
ocmaemcst puzypotl Mano3HaKoMoil WUpoKomy 3pumeinto oadice ¢ Poccuu, He
2060ps 0 3apybeschvix cmpanax. Ilapadokcanvruas cumyayus — Beiicbepe
OOUH U3 HEMHO2UX PYCCKUX XYOOICHUKOS, UbU pabombl OMHOCUMENTbHO WU~
POKO npedcmasieHvl 8 e6PONCUCKUX My3esX, HO 3a npedeiamu Imux my3ee
OH NPAKMU4ecKu HUKOMY He uszgecmen. Beticbepeom mano sanumaromes. Eeo
buocpagus He NOTUMUZUPOBAHA, OHA CKYUHA, KAK PA3MEPEHHOE JICUSHEONU-
canue 1100020 mMacmepd, Y8IEYeHHO20 MONbKO C80ell pabomou, NO3MOMY
Beiicbepe ne ummepecen macc-meoua, oH uHmepeceHn MONbKO 3HAMOKAM
IHCUBONUCU.

B camoii Poccuu soxpye umenu Beticbepea cywecmseyem HemMano ciyxos, 00-
2A00K U OWUOOK: OM CAMbIX HEBUHHBIX — C OAMUPOBKAMU U HA38AHUAMU OO
3IOHAMEPEHHbIX NOOOEIOK U 6Ce20, YMO C HUMU c8s3ano. Beiicbepea noooe-
618AOM HEPeOKo, HO cOenamsv 3mMo 04eHb MPYOHO. MOMUB, 8HEUiHee CX00-
cmeo — ons Beiicbepea ne ouenv savicnvl. Inasnoe — smo He ‘“‘nepewiil
83210 ”, He Y3HABAEMOCMb, A MO, YMO NPOUCXO0UM CO 3PEHUEeM 80 8peMs
OnumenvHo2o cosepyanus dcusonucu. bvigarom maxoce owudbxku 6 onpede-
JIEHUSIX — K020a XYOOICHUKA HACUTLCMBEHHO YKlaowieaiom 6 meopuro. Bna-
200apsi YHEPSUUHBIM UCCAEO08AMENAM U KPUMUKAM MHO2UE XYOOICHUKU C-
wecmeyiom ¢ Kakum-Hubyowv kneiimom. Y Beiicbepea smo: “6enoe na be-
a0M” KaK OpueSUHANbHAS uoes, 3mo ‘Memaduauueckas HCUeonucs’’; 3mo
“pycckuit Mopanou”. Knuwe ne 3ampazsusarom cymu meopuecmeda Xy0oolc-
HUKA, HO YOOOHbL 0/ ObICMPO20 OPUESHMUPOBAHUS, SAPKU, d NOMOMY O4eHb
yCmouduewl.

A pabomato ¢ Beiicbepeom uz ceoeii konnekyuu. B 2014 2. nexommepueckuil
kynomyphwiti pono IN ARTIBUS, komoputit s 603enasnsio 6 Mockee, oenan
€20 8bICMABKY — He MOAbKO U3 pabom Moe20 coOpaHus, 6 Hell y4acmeosau
Opyeaue Koanekyuonepwl, u 8 poccuiickux mysees. Mzoan kamanoe ¢ ucciedo-
B8AMENbCKUMU CMAMbAMU O XYOOICHUKE, HEeKOmopbvle pabomuvl NOAYYUIU
nepsyio nyonuxayuio. Ewe panvue mvl uzdaiu monoepaguio o Beiicbepee.
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Tomoeum nosoe uzdanue: OHEGHUKU XYOOICHUKA U MEMYAPbL €20 COBPEMEH-
HUKOB.

Mnue npedcmasnsiemcss unmepechHoil udesi maKkux npoeKmos. NapauieibHble
8bICMABKU PYCCKUX U esponelickux dcusonucyes — ¢ Poccuu u ¢ Eepone.
Conocmasenenue Xy00iCHUKO8 8 0OHOM NPOCMPAHCIEE MOAICEM 0amb KAHOY
K NOHUMAHUIO MO20, YMO maKoe dcusonucs 8 XX sexe, npooemMoncmpupyem
ee JHCU3HeCnoCoOOHOCMb, NOKAdCem, YMO y JHCUBONUCU ObI8AIOM PA3Hble 3d-
oauu u OaneKo He 8ce OHU peulervl, NOCMABUM 80NPOC O ee Mecme 8 CO8pe-
MEHHOM UCKycCcmeae.

Heocnopumviit ¢hakm, umo 3aHUMAACH XYOOIICHUKAMU U3 CEOUX COOPAHUI,
KOJLIEKYUOHEPbL NPUHOCAIM NOCUTbHYIO NOAb3Y MUPOBOMY apm-npoyeccy. Ho
PYCCKOe UCKYCCMBO 6ce20d 20Mmo80 K OMKDBINUSAM, OHO JHCOem HOBbIX ce-
Pbe3HbIX Uccaedosamenell, 8 Mmom yucie u 3apyoedcHblx.

Hnna Basicenosa
Ocnosamenvnuuya @onoa In Artibus
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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 18" 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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Kroll Family Trust pao npunamos yuacmue 8 nyoiuxayuu 3mo2o cOopHuxa
cmametl, NOCEAUJCHHBIX MeMAaM, KOmopbvle Obliu NpeodCmasieHbl Ha mpex-
OHEBHOIU MedAHCOYHapoOoHot koHpepenyuu «llepeeodwvt u Jfuanoeu: Bocnpus-
mue pyccKkoz2o UCKyccmed 3a epanuyeily, opeanu3o8annoi Llenmpom uzyue-
Hus xkyaemypsl Poccuu (CSAR) Beneyuarcrkoeo Yrnusepcumema Ka’ @ockapu,
Society of Historians of East European, Eurasian, and Russian Art and
Architecture, Inc. (SHERA) u Cambridge Courtauld Russian Art Centre
(CCRAC) 6 oxmsabpe 2017 200a. Buecme ¢ mockoecxum ¢ponoom In Artibus
Mbl 8bICHIYRUIU CHOHCOPAMU KOH@DepeHyuu, u s Obl Xomel npeicoe 8ce2o no-
bnazooapums ocnosamens ¢ponoa In Artibus u uzoamens The Art Newspaper
Huny Baocenosy 3a ee no00epiicky u audepcmeo 8 npooGUNCECHUU K)IbIMYpPbl
U 2YyMAHUMAPHBIX UCCAEe008AHUL. DMOm Npuopumem AGIAEMcs YeHmpano-
HbiM 0Jis1 Hac oboux u ons Kroll Family Trust. Kougepenyus obvedununa
uccnedosamenet, oesmeneti My3eunoil cepovl u cmyoenmos co ce20 Mupda,
N038ONUNA NO-HOBOMY 832TISIHYMb HA O02AMYI0 PYCCKYIO KYIbMYpY HAYUHAS C
XVIII gexa u 00 Haue2o 8pemenu, OyeHUmb Macumab ee GIUSHUS U NOMEH-
yuan ee ummepnpemayuu NOCPeOCmMEOM GblCMABOK, NYOIUKAYUll U KOJIEK-
yuoHuposanus. Peanuzayus nodobrnoco npoexma — ambuyuosnas 3adava, ¢
KOMOpOll e20 YUaACMHUKYU CAPABUIUCL KAK HeNb3s Ayduie. Imo cmano 803-
MOdICHBIM baazcodaps skc-Oupexmopy SHERA Hamanuu Kypuarnogoii u ee
komanoe, oupexkmopy CSAR Cunveuu Bypunu, ee koanecam u3 Yrueepcume-
ma Ka’ @ockapu u acem mem, Kmo y4acmeogan 8 OpeaHu3ayuu 2mo2o 3Ha-
MeHamenvHo2o cobvimus. Muvl npusemcmeyem ux yeneycmpemieHHOCHIb,
npeodanHocms 0eny u yceponyr pabomy.

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. Illjine
Advisor to the Director of the State Hermitage
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Bocnpusamue pyccroeo uckyccmeo 3a epanuyeii — 5mo 6ajicHas memd, KOmo-
past, K CONCaneHuio, Cmaia npeomMemom npo@hecCuoOHanIbHbIX UCCIeO08AHUL
0080./1bHO NO30HO. Kynemypa — smo 00un eaxcHeiimux “mocmos”, komopuie
CROCOOCMBYIOm 63AUMONOHUMAHUIO U CIMUMYIUPYIOM UHmMepec K Opyeoll
cmpate, 0coOeHHO 8 ceeme CcoOvIMUIl NOCAeOHUX Oecamuiemui. B smom
Konmekcme nazsanue kougepenyuu “Ilepesoovt u Juanoeu”, npoxoousuiei
6 Beneyuancxkom Yrusepcumeme, xasicemes Mue 0cobEHHO aKmyanbHbIM.

Omu ecmpeuu bvlau brecmswe OpeaHu308aHbl NPOPeccopom OUPeKmopom
Lenmpa usyuenus xynomypsr Poccuu Cunveueili Bypunu npu nododepoicke
npogeccopa [icyzenne Bapbvepu, oupexmopa Henapmamenma @unocoguu
u Kynomypnoeo Hacneous Yuusepcumema Ka’ @ockapu, éemecme ¢ Hama-
aveil Kypuanosoii, 6vieuwum npesuoenmom Society of Historians of East
European, Eurasian, and Russian Art and Architecture, Inc. (SHERA) u
Pozanuno Honnu Bnatikenu, cooupekmopom Cambridge Courtauld Russian
Art Centre (CCRAC). I'eHepanvhbim napmuepom Meponpusmus 8blCmynuia
ocnosamenwv In Artibus Foundation u uzoamenv The Art Newspaper Huna
baowcenosa npu nodoepocke M.T. Abraham Foundation. Omu mpu sapxue
uccneo008amenvbHuYbsl, Yol 3aCayeu 8 001acmu U3yYeHus pyccKko2o UCKYCcmed
NPUBHAHBL HA MeAHCOYHAPOOHOM YPOBHE, CMO2IU OP2aHU308amsb NPOSPAMMY
U3 0egamu ceccuii, 80321A6IAEMbIX cPYNNAMU CREYUATUCTIO8, 3AHUMATOUWUXCS
PA3TUYHBIMU ACREKMAMU MOl meMbl, 3d KOMOPbIMU C1e008anu NpOOYK-
muenvle ouckyccuu. OCHO8HAS NPOOIEMAMUKA COBPEMEHHO20 PYCCKO20
ucKyccmea — 3mo, npesicoe 8ce2o, OMCymcmeue pezyisapHol uHgopmayuu
Ha aneauiickom asvike. A ouenv pao momy, umo Hnna bBaxcenosa u JImumpuii
Axcenos coenacunuce nodoepaicams uoer Oecniamuoll exrcemecayroll deK-
mponroll paccwviiku Ha aneautickom sazvike “RUSSIAN ART FOCUS”, nocés-
WEHHOU POCCULICKOMY UCKYCCME)Y U Medud.

Huxonac Hnvun
Cosemuux upexmopa I'ocyoapcmeennozo pmumadxica
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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&Biilo 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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Temoti mpexoHeeHol MeHcOYHAPOOHOU KOHpepeHyuu, UHUYUUPOBAHHOU U OP2aHU-
306anHol Oupexmopom Llenmpa uzyuenus xyremypor Poccuu (CSAR) npu Bene-
yuanckom Yuueepcumeme Ka’ Dockapu Cunveueii Bypunu ¢ compyoHuuecmse ¢
Hamanuen Kypuarnosoti (sxc-npesudenmom Society of Historians of East European,
Eurasian, and Russian Art and Architecture, Inc. (SHERA) u npu yuacmuu Po3za-
auno Honnu Brsuxcau u Cambridge-Courtauld Russian Art Centre (CCRAC), cmana
peyenyus pycckozo uckyccmea 6 Eepone u CLIA. B onu, ommeuennvie cmonemuem
Oxmsabpuckoil pesontoyuu, Konpepenyus odvedununa ucciedosameneii us Eeponui,
CLIA u Poccuu, npedcmaguguiux 602amviii cnekmp mem, XpOHON02Usl KOMOPbIX 6bl-
xooum Oanexo 3a npeodenvi cobvimuti 1917 200a. Ocnoguwim hokycom meponpusi-
Mus cmany 60NPoOCkl, CEA3AHHBIE C BOCTPUAIMUEM PYCCKO20 UCKYCCMBA 3a PYOENCOM,
a ez2o yenvio — 632NAHYMb HA OAHHYI0 NPOOIEMAMUKY, He CIONbKO aKYeHMUPYs Xpo-
HoNo2u4ecKue pamru, CKOIbKO NOOHepKUGAs. Henpepui6HOCMb U MHO20CMOPOHHUL
Xapaxkmep npoyecca, 8blAIA1 MAKUM 00pA30M HOGble NepPCHEeKMusbl Oiist UCCAE00-
8aHull 8 06IACMU UCMOPUU PYCCKO20 UCKYCCMEA U KYJIbINYPbI.

B kongpepenyuu npunanu yuacmue 45 sedywux ucciedosameneil, Kypamopos u Koi-
aexyuonepos u3 Poccuu, Eeponvi u CLLA.

Opzanusamopul svipadicaiom 0cobyio 61a200apHOCmy 2eHepaibHomMy napmuepy In
Artibus Foundation, cenepanvnomy unpopmayuonnomy napmuepy The Art News-
paper Russia, napmuepam meponpusmus M.T. Abraham Foundation, Kroll Family
Trust, Pallasart, Kuhn&Biilo Insurance Broker Group, a maxkace Huxonacy Hivumny,
pexkmopy Beneyuancxoeo Ynusepcumema Ka’ @ockapu Muxene Bynvesu u [enap-
mamenmy unocoguu u Kyremyprozo Hacneous.”

Cunveus Bypunu, Pozanuno I1. brsdiikcnu, Hamanus Kypuanosa

" ckpenne 61arogapiM peakIMOHHYIO PYIITY 3a IPOJEIAHHYI0 paboTy 10 KOOPIHHA-
UM M3JaHUs, TIEPEeBOY M pelaKTHPOBaHMIO TeKCToB: Aneccuto KaBamnapo, Anekcanapy Jy-
3aH, Maputo Penaennu, Anexcannpy Tumonuny, Marreo beprene, Anekcanapa Jlanuies-
CKOTO.



