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CnipaBa. «Ha npo-
rynKe». PUCyHOK
Bnagumupa KoHa-
WeBHYa U3 LitKna
«[NaBnosckKas
wnanar. 1925 roga.

Right. Out for a
Stroll. Drawing by
Vladimir Konashe-
vich from the cycle
Paviovsk Riff-Raff.
1925.

CneBa. «TaHeLp.
PucyHok Bnagumupa

Left. Dance. Drawing
by Vladimir Lebedev.
1922.

Ne6epesa. 1922 rop.

«IlenTpom JsmTeparypHoOil u Xymosxect-
BEHHON JKM3HM Hallel ObIBIIEN CTOJIMIIbI»
HaspiBasl Jlom M cKyccTB B CBOUX BOCIIOMUHA-
HUAX 3aMeYaTeNbHBIA XylokHUK IOpuit An-
HEHKOB. B kanengape serenpapaoro I CKa
OTpa3UIACh HACHIIEHHAA IIPOTrPaMMa «IIOHEe-
JEJBbHUKOB», CBOCOOPA3HBIX JHEH OTKPHI-
TBIX JIBEPEH, KOIjla IPUXOAUBIIME CIOJA IIHU-
caTesId, PexXUCccepbl, (PIIOCOdbI «IIPOBOJU-
JIA BpeMs C JIBYX YaCOB IOIOJYIHU JIO JIBYX
yacoB NomnogyHoun». OJHAKO XYZOXKHUKU
MOSIBJISIICH TaM peke, — UCKIIOYEHHUE CO-
craBusuii caM Annenkos, Hukoant Pagios,
Mcrucnas Jobyxunckuii, Bragmvup Jlebe-
nes u Kasuvmp Manesuy.

B Te roabl NPUBBLIYHBIN >KU3HEHHBIN
YKJIaJ[ TOPOJCKUX U JI€PEBEHCKUX JKUTENEU
Poccun pemurenbHO UM HENONPABUMO Me-
HSUICSI TIOJ OE3)KaJIOCTHBIM BO3IEMCTBHIEM
PEBOIOIIOHHBIX Mpeobpa3oBaHuii. Pears-

«The centre of literary and artistic life in
our former capital” is how the remarkable
artist Yury Annenkov described the House
of the Arts (DISK) in his memoirs. The
calendar of the legendary DISK featured
a packed schedule of “Mondays”, open
days of a sort, when writers, directors,

Bobiwe. Nnntoctpauus
Bopuca MapkeBuya K
noame AnekcaHgpa bnoka
«/JiBeHaguatb».

«KoHayKTopLia». PUCYHOK
Bnagumupa Jlebenesa.
1922 rop.

CneBa. Unnioctpaums
HOpusi AHHEHKOBA K Noame
AnekcaHapa bnoka
«JBeHaguaTb». 1918 rog.

Above. An illustration by
Boris Markevich for Ale-
xander Blok’s poem The
Twelve.

A Female Conductor. Draw-
ing by Vladimir Lebedev.
1922.

Left. An illustration by Yury
Annenkov for Alexander
Blok’s poem The Twelve.
1918.
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HOCTB ObLTa HE TOJILKO TPEBOXKHA, IIPOTUBO-
peunBa, )KeCTOKA, HO U OTYAsSHHO BeceJa, 1
HOJUIMHHO BO3BbIIIeHHA. EBrenuii 3amaTud
B cTaThe «f 6010cHh» mucan B 1921 roxy: «Ha-
CTOSIIAsl JIUTEPATYPA MOXKET OBITH TOJBKO
TaM, TJe €€ JEeJAI0T He UCIIOJTHUTEIbHBIE U
6J1arOHAJIC)KHbIE YMHOBHUKH, A OE3yMIIHI,
OTINETbHUKH, €PETUKH, MEUTATEIH, OyHTa-
pH, ckenTukn». Tak 1 cryamniocs: paHTacma-
ropusl >KM3HU TOH MOPBI ObLIA BOCIIPUHSATA
1 OCMBICJIEHA IIPEXK/€ BCETO MUCATENAMU, —
Muxann 3omeHko, Muxaun byiarakos,
Anexceii Toacroit, IOpuii Onenra, Hukomain
3a6osonkuii, Koucrantun Barnnos u mao-
THe JPyrue paccKasald O TOM, KaK Tpareaus
JYXOBHOTO Ha/UIOMa U OGECKOPBICTHAS PO-
MaHTHKA [IEPBBIX PEBOTIONHOHHBIX JIET IO-
CTETIEHHO CMEHMJINCH TONUIBIM papcoM Me-
IIAHCKOTO ObITA.

BosHukHOBEHIIE HOBBIX (POPM OBITHS UH-
TEPECOBAIO XYNOKHUKOB HE MEHBIIE, YeM
mucareyiei. ITUM OObICHAETCS OCOOEHHOE

BHUMAaHHE K JKAaHPOBOMY U CIOXKETHO-TEMa-
TUYIECKOMY PHCOBAHHIO, IPUCYIIEE COBET-
ckoit rpacpuxe 1920-x roxos. IlecTpas Komo-

philosophers and artists came and spent
time there “from two in the afternoon to two
at night”.

In this period the customary way of life in
both urban and rural Russia was changed
radically and irreversibly by the merciless
influence of revolutionary changes. The
realities of daily life were not only disturb-
ing, contradictory and harsh, but also des-
perately cheerful and truly elevated. Yevge-
ny Zamiatin wrote in his 1921 article “I'm

PUTHOCTb THUHAXEH «IOJAEU C yIUIbI»
HEOOBbIYAHO YBJIEKAJIA MACTEPOB PUCYHKA,
MNPUBBIKIINX OOJIBIIOE 3HAYEHUE IPHUIABATD
JETAIAM U >KAJHO HAOIIONABIINX N3MEHIB-
HIyIOCsl YIMYHYIO TOJIy, €€ IPUPOJY, Hpas,
MaHepy nosejeHus. B pucynkax, rpaBlopax,
marorpacduax Bragumupa Jle6enesa u bo-
puca I'puropnesa, Braguvmupa Konamesnuya
n Jimurpus MurpoxmHa XapaKTEpPHBIN
O00JIMK BPEMEHU HE TOJIBKO OKpAIleH HpPO-
HUEH, HO YacTO OBIBAT 3A0CTPEH JO TPO-
TEeCKa, — 3TU XYILOKHUKHU yMEJIU BHUAETb U
LIEHUTb CMEIIHOE JaXKe B OKpPYXKaBIIEH HX
HEIPeJCKa3yeMOU e CTBUTEIbHOCTH.

T
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«lOHowWa K1 aeByLWKa».
PucyHok lMNaBna
®dunoHoBa. 1923 roa.

Huxe cneBa. «[leTpopam-
pa6Koon». PUCYHOK
OMuTprsa MUTpOXMHa.
1930 rog.

Youth and Girl. Drawing
by Pavel Filonov. 1923.

Below left. The Petrograd
District Workers’ Co-op.
Drawing by Dmitry
Mitrokhin. 1930.

B 1920-e rogbl Bnagumup
Jle6eneB U3rotoBm No 3a-
Ka3y MHHOPMaLMOHHOIO
Poccuiickoro TenerpadHo-
ro areHtcTBa (POCTA)
0K0no 600 arnTauMoHHbIX
nnakatoB. Mogo6Hasa «xy-
[lOXKeCTBEHHas» NPOAYKLIMS
onnaynBanacb B TO Bpems
NPOAOBOILCTBEHHLIMU
nankamu.

Propaganda posters that
Vladimir Lebedev produc-
ed for the Russian Tele-
graph Agency (ROSTA),
the early Soviet news
agency. 1920—21.

Such “artistic” creations
were paid for with food
packages. The text on

the top poster is an appeal
to the peasantry: “If you
country folk bring firewood
to the city, you'll be repaid
a hundredfold for your
sticks. Miss your chance
and you'll get nix.”

TananTIuBBINA KUBOMUCEI] U OJUCTATE b
HbII MacTep pucyHKa Bragumup Bacuibe-
Bu4 Jlebenes poxuica B IlerepOypre u nou-
TH BCIO KM3Hb IPOXII B ropoge Ha Hese.
37ech OH yumiIcsa u paboTal, 3aHUMAJICS KH-
BOMVICHIO M TPA(PUKOH, COTPYAHAYAN B XKyp-
HaJIaX, PHCOBAT AaruTAllIOHHBIC IUIAKATEHI,
WITIOCTPUPOBAT AETCKHE KHUTU, GOPOJICH,
10 TEPMHUHOJIOTUX TEX JIET, «32 MACTEPCTBO
U1 33 YUCTOTY UCKYCCTBA>», OIIMOAIICS U JJOCTH-
raj ycrmexa. 3acay;KEHHYIO CJIaBy €My IIpH-
HEC/IA 3HAMEHUTDBIE CEPUH CATUPUYECKUAX
PUCYHKOB, B KOTOPBIX €T0 COBPEMEHHHMK —
n3BeCcTHBIN KpuTuk Huxosaii Ilyann — Haxo-
JIVUT «BBIPA3UTENBLHEHIIYIO JOKYyMEHTATbHYIO
IpaB/Iy KaK MOCJICOKTAOPLCKON, TaK 1 HIITOB-
CKOM y/UIIbI». PUCYHKI TpecTaBasmm cO60H
00600IeHe OTPOMHOTO 3armaca BIEJaTyIe-

Afraid”: “Irue literature can exist only
where it is made not by industrious, politi-
cally reliable officials, but by madmen, her-
mits, heretics, dreamers, rebels and scep-
tics.” And so it was: the phantasmagoria of
life at that time was perceived and interpret-
ed above all by writers — Mikhail
Zoshchenko, Mikhail Bulgakov, Alexei Tol-
stoi, Yury Olesha, Nikolai Zabolotsky, Kon-
stantin Vaginov and many others told of
how the tragedy of spiritual fracture and
selfless romanticism of the first revolution-

Vladimir Lebedev in his
studio. Mid-1930s photo-

Bnagumup Jle6enes
B CBOEW MaCTEPCKOW.
doTorpadusa cepeanHbl graph.
1930-x rogos.

ary years gradually gave way to the vulgar
farce of philistine existence.

The appearance of new forms of daily life
interested artists no less than writers. This
explains the particular interest in genre
scenes and narrative or thematic pieces
characteristic of Soviet graphic art in the
1920s. The motley colourfulness of different
human types to be found in the street held
an exceptional attraction for graphic artists
who were accustomed to investing great sig-
nificance in details and keenly observed the
changed crowd, its nature, morals and
behaviour.

The talented painter and brilliant
draughtsman Vladimir Lebedev was born in
St Petersburg and spent practically his
whole life in the city on the Neva. He stud-
ied and worked here, painting and drawing.
He worked for magazines, drew propaganda
posters, illustrated children’s books,
fought, as the terminology of the time put
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HUI, HAKOIUIEHHBIX XYZOXKHHKOM 3a Hec-
KOJIBKO JIET B IIOCIEPEBOIIOIIMOHHOM IleTpo-
rpazie. OcTpas HaGMOIATENLHOCTD ObLIA OT-
JIMYUTENbHBIM CBOMCTBOM €ro TaJlaHTa, a
TPEHUPOBaHHAS 3PUTEIbHAS IAMATH XPaHU-
Ja MHOroe. JIumpb MHOIZA OH MCHBITHIBAJ
HEOOXOANMOCTb UYTO-THO0 (PUKCHPOBATH B
3aIMMCHON KHIDKKE.

B 1922 rony Jlebenes cos3nan cepuio u3
JABAIATH TPEX JIFCTOB, OOBEIMHEHHBIX O0-
el TeMOM M Ha3BaHHON «YIHMIla PEBOJIIO-
nuu>. ITox sTM Ha3BaHUEM Ha IIEPBOI Hep-
COHAJILHOM BBICTABKE 3KCIIOHHPOBAIHCH IIE-
CTHaJIaTh PUCYHKOB U 3aPUCOBKH K CEPUM.
ITo3gHee XynOKHHK Il CBOMM KOMIIO3H-

PucyHku Bnagumupa Jle6e-
fAeBa u3 uukna «flaHenb pe-
BOMOLUMMW»: «[IBE AEBYLIKU»
1 J1oTo4HUUa» (cripaBa),
«Boe» (Hmke). Becbma Ko-
JIOPUTEH XapaKTepPHbI nep-
COHaX CBOEro BpeMeHn —
MaTpoc ¢ noptdenem.
1922 rof.

Drawings from Lebedev’s
cycle The Pavement of the
Revolution: Two Girls and
Street Vendor (right), Cou-
ple (below). The sailor with
a briefcase is a highly
colourful character typical
of the time. 1922.
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it, “for mastery and for the purity of art”,
made mistakes and achieved success. Keen
observation was the distinctive feature of his
talent and his trained visual memory
retained a great deal. Only occasionally did
he feel the need to jot something down in a
notebook.

In 1922 Lebedev created a series of twen-
ty-three sheets linked by a common theme,

-

IUSIM HOBOE, O0JIee TOUHOE HAMEHOBAHUE —
«ITanenp pesomonun». Tax cepus HasbIBa-
JIACh Ha TIEPCOHATBbHOH BeIcTaBKe Jlebenena B
Pycckom mysee B 1973 roxy, rae B HOCIEAHIIA
Pa3 GbLIN TOKA3AHbI BCE ABAALATD TPU JIUCTA.

B omroM m3 pacckasos Oapru @oprr (B
nepBoii pemakmmu «[loromopmmaa», 1918)
ecThb Takasd kaptuHa: «MayT, 6ynTo commaTh
B HOTY, BCE KaK OJIFH: IMMHEIN CKPYIEHBI de-
pe3 IUIeYO, aMyHUIIMs, PYXKbs, 3al[UTHbIE
NIANKH, pa3, JBa, pa3, ABA... & JUI-TO U HET.
Tak, 4TO-TO MyTHOE, BpOJ€ KaK OJUH, HU
IJIa3, HU YJAbIOOK — oxHa IlorososimuHar.
CHIbHBII ¥ TOYHBIA 00pa3, HAACHHBIH ITH-
caTeseM, IMOJIyYnI HEOKUJAHHOE Pa3BUTHE

Onbra dopuu. PucyHoK
[puropusi Bepenckoro.
1925 roga.

Olga Forsh. Drawing by
Grigory Vereisky. 1925.

TTucamens Anexceir Toacmotl, 6 omauvue om MHo2UX KOANEUOCANU-
€M08, OBLCMPO NOHAN, UMO OONLUEBUKU HCOYM OM HUX HE BHLCOKUX
MBOPUECKUX YempPeMAeHUTl, a NPONazanoUCMcK020 00CAYHCUBAHUSL
cgoezo pexcuma. ITpu ecmpeue 6 1930-x eodax 6 Ilapuaice Toncmoti
omxposenruman ¢ Imuzpuposasuum myoa xyooxcrurxom FOpuem
Annenxosvin: <A — npocmotl cmepmmviil, KOmopwitl xouem scums,
xopouo scumn, u ece mym. Moe aumepamyprioe meopuecmeo?

Mme u na nezo nanaesams! Hyscro nucamo nponazarnonsie nvecot?

Yepm ¢ wum, s ux nanuuy!»

In contrast to many of his idealistic colleagues, the writer Alexei Tolstoi

quickly grasped what the Bolsheviks expected from them — not lofty
creative endeavours, but propaganda support for their regime. When
he met the émigvé artist Yury Annenkov in Paris in the 1930s he
Jrankly admitted: “I am an ordinary mortal who wants to live, live

well, here and now. My literary creativity? I couldn’t care less about it!

They need propaganda plays? 1o hell with i, I'll write them!”

which he called The Street of the Revolu-
tion. Under that same title his first one-
man exhibition presented sixteen drawings
and preparatory sketches for the series.
Later the artist gave his compositions a dif-
ferent, more precise name — The Pavement of
the Revolution. That is how the series was des-
ignated at the one-man Lebedev exhibition
at the Russian Museum in 1973, where all

Anekcen ToncTon.
C noptpeta JlbBa bakcTa.

Alexei Tolstoi. A portrait
by Leon Bakst. 1909.

B TBOpuecTBe JlebGenena, KOTOPBIN Tak xKe
OCTPO OCO3HABAI ONACHOCTH, IOPOXKACH-
HYIO O0E3IMYEHHOCTBIO MACChI, ITOHUMAI,
9TO HA €€ (POHE MPOIBETAIOT HE TOJIBKO JIH-
KUe, JKaJ[HbIE€ 1 KECTOKNE MHCTUHKTBI, HO 1
MTOJTHOE 6€3Pa3INIre K CBOEH CyAbOe, K Cy/ib-
0e u Xu3HU OkHero. JlebeneB NbITaICs
HAUTU Hambosee yOeaUTEIbHOE XYIOKe-
CTBEHHOE PpEIIEHNE, IO3BOJSBIIEE OOBSIC-
HUTb 3TO SIBJCHUE CPEACTBAMH H300pa3H-
TEJIBHOTO UCKYCCTBA.

B mcrax «ITaHesu peBoOm» IpeiCcTa-
BJICHBI B IIPSIMOM CMBICJIE OE3JIMKHE IIepPCo-
HQXH, JHUIIEHHbIE COOCTBEHHBIX (PU3UOHO-
Mui. IpoTeckHas BbIPa3UTEIbHOCTH (PUTYP
00YCIOBJICHA «IIOTEPSIHHBIM JINIIOM» U MOJ-
YEPKHyTa BHATHO YUTAEMBIM IIACTHYECKIM
IIPUEMOM: JIETKUM a0pHUCOM IEKH, €ABa Ha-
MeUYeHHOU JUHUEN TOJICTHIX ry6, TOYKOU IVIa-
3a, JUIMHHOH 4Yenkoi. OTCyTCTBUE IICUXOJIO-
TMYECKOTO CBOCOOPA3NS CIIOIHA BO3MEIIACT-
CsI SAPKOCTBIO XAPAKTEPHOTO >KECTa, IOJ-
JepKkHyTO# nmo3el. Kommnosurmm cepun mpo-
CTBI U JJAKOHUYHBI, ITO-IUTAKATHOMY 00001I1e-
HBbI U HE OTIMYAIOTCS pa3Hoobpasuem. Hso-
OpaKEHbI KPYIIHBIM IUIAHOM OJWH WM JBa
[IEPCOHAKA, WAYIIHE, CTOSIINE, TAHIYIOIILE.
Cpenu HUX BOOPYKEHHBIE MaTPOCHI, pa30OuT-
HbIE JIOTOYHUIIBI, HAIVIOBATBIE (PPAHTBL. JTO
JIOJAY TOPOJACKOM TOJIbI, PABHOAYIIHBIC M
OTYYXKICHHBIC, CJIYJalfHO BCTPETHUBIIHECS,
B3SIThI€ BHE KAKOTO-TOO JENCTBHUS, BHE KOH-
KPETHOM CpeJibl, BO3MOKHBIE «T€POM» Mac-
COBKU HEOCYIIECTBICHHOTO KHHO(UIBMA.

twenty-three works were most recently
shown.

The works making up The Pavement of the
Revolution present quite literally faceless
characters, deprived of their own physiog-
nomies. The grotesque expressiveness of
the figures is due to their “lost faces” and
emphasized by a distinctly “readable” artis-
tic device: a light outline for the cheeks, a
barely indicated line for thick lips, a point
for the eyes, a long fringe. The absence of
psychological distinction here is fully com-
pensated by the vividness of a characterizing
gesture, a pronounced pose. The composi-
tions of the series are simple and laconic,
with the generalization of posters, and not
very varied. They give a close-up view of one
or two personages, walking, standing or
dancing. Among them are armed sailors,
saucy hawkers and impudent dandies.
These are people of the urban crowd, indif-
ferent and alienated, shown in chance
encounters without any sort of plot, without
a specific milieu, potential “extras” in some
film that was never shot. Many of them are
“formers” — former country-dwellers, for-
mer servicemen, former pupils of privi-

MHorue 13 HUX «ObIBIIHE» — ObIBIINE Jiepe-
BEHCKHE JKUTENM, OBbIBIINE BOEHHBIE, ObIB-
Y€ TUMHA3UCTKH... OHU HACEISIIOT TOPOJ,
0 KOTOPOM HAIIUCaHO: «THUX0 37ech, TOJIBKO
II0 BeuepaM YepT 3HAET YTO IIPOHCXOIUT.
To BBIHBIDHET M3 TEMHOTBI KAKOW-HHUOYADL
(prrococTByIOmMMIA ypapioM ¢ 6arpoBBIM
HOCOM, TO IPOGEKHUT ITOXOKas Ha BOJKA
cobaka, BjJada 3a coboil yenoBeka. To aBoe
MPOXOXUX C IOJHATBIMUA BOPOTHUKAMH
OCTAHOBATCS y (poHAPS U, MATASACh, JPYr Yy
Apyra npukypst. To BApyr Giaroit MaT ocBe-
TUT OKPECTHOCTE...» (KoncranTun Barumos,
«Kosnunas mecub», 1926—1927). JleGenen
OJIHUM U3 IIEPBBIX PA3MIs/Ie U BOIUIOTI He-
BUJAHHBIA paHee 00pa3 HOBOIO OPOXKAHU-
Ha, 3a0pOIIEHHOTO B CTOJIMITY PEBOTIOINOH-
HBIM BHUXPEM, UYXKJIOTO KyJIBTYPHBIM TpPaJH-
UM, HEJIEIOT0 B CBOUX IPETEH3USAX,
CTPANIHOTO CBOEH CAMOYBEPEHHOCTBHIO U 6€3-
AyxoBHOCTBIO. [IpaBsia, B3bICKATEIBHBII KPU-
tuk Ilynun cumran «Ilasens pesosmonym»
IIPEUCIIOTHEHHON TOHKOM POMaHTUKH, CO-
IIOCTABJISI €€ ¢ I03MOI AslekcaHzapa biioka
«/JIBeHagmarb». Ho cerogus kKaskeTcsi, 4ToO
JlebeneB ObUI TOpasfo Oosiee GecHOIAAeH
K CBOHUM Y/JIMYHBIM THIIAM, IIPOHHUIATEILHO
BUJIS B HUX, CKOpee, OY/yIUX «IMapUKOBBIX»
n3 «Cobaunero cepana» Muxamra byarako-
Ba, 9E€M I'r¢epONMICCKUX «IICTPYX>» M3 <<I[B€Ha/1-
maTtu». TeM He MeHee coIaabHask HaChIIEH-
HOCTb HE Mellaja XyZOXKHHUKY 3aHHIMATHCS
(popMaIbHO-TIIACTUYECKIMU SKCIIEPUMEHTA-
MH, BCE C GOJIBIICH H30IPEHHOCTHIO UCIOJIb-

leged girls’ schools... They inhabit a city
described in these terms: “It’s quiet here,
only in the evenings God knows what hap-
pens. Now some philosophizing building-
manager looms out of the darkness, now a
dog that looks more like a wolf runs past,
dragging a man behind it. Now two passers-
by with raised collars stop by the street lamp
and sway as the one gives the other a light.
Then suddenly a tirade of swearing lights up
the area...” (Konstantin Vaginov, Goat Song,
1926-27). Lebedev was one of the first to
spot and record the previously unseen
appearance of the new city-dweller, tossed
into the capital by the revolutionary whirl-
wind, alien to cultural traditions, ridiculous
in his pretensions, terrible in his self-assur-
ance and lack of spirituality. It is even
strange that the exacting critic Punin con-
sidered The Pavement of the Revolution to be
filled with subtle romanticism and com-
pared it with Alexander Blok’s poem The
Twelve. Today it seems that Lebedev was far
more merciless to his street types, perspica-
ciously seeing them as future Sharikovs
from Bulgakov’s Heart of a Dog rather than
heroic Petrukhas from The Twelve. Neverthe-
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30BaTh PAa3HOOOPa3HbIE TpaUIecKue MaTe-
pHUaIbL.

Pucynku «Ilanenu peBomonun» siBISIOT-
Cs IPEKPACHOU MUTIOCT PAIlell IOYTH HEUC-
YepraeMbIX BO3MOXKHOCTEH TEXHUKU PUCO-
BAHUSI, PACKPBITHIX C TOMOIBIO HEMHOTOYH-
CJICHHBIX CKPOMHBIX HHCTPYMEHTOB — OyMma-
TH, TYIIU, IIEPA ¥ KUCTU, CBUHIIOBOTO KapaH-
mama. [Tractrnaeckoe 60raTcTBO, IPHUCYIIEe
KaKJJOMy U300PaKE€HUIO, 3aCTaBIgeT JI000-
BaTLCsI BUPTYO3HBIM ymeHueMm JleGenesa,
GECKOHEYHO BapbUPYIOIIETo, Ka3aloch Obl,
OJIHO M TO € — 3AJUTBLIA TYIILIO CHJIYJT,
IOJYEPKHYTBII IIEPOBON JMHHUEU KOHTYP,
MSATKYIO KapaHJaITHylo MTpuxoBky. Heyro-
MHUMasi M300pETAaTETbHOCTh MacTepa HaIo-
MHUHAET UTPY, I/I€ TIAaBHBIM YCIOBUEM SIBIIS-
€TCsI HEIOBTOPsAEMOCTh npuema. M xymox-
HUK GECCIIOPHO BBINTPBIBACT.

Cepemuna 1920-x rojoB — Bpems co3ja-
HUsI OOIMPHOI cepuy pucyHKoB «Ha 6bITO-
BbIE T€MBI», KOTOpbIe JleGeieB Ha3bIBAT «ObI-
TOBYIIKaMu». YacTh U3 HUX NyOIMKOBAIACH B
CATUPHUYECKUX XKypHanax «beremor» n «Cme-
Xa4» B COITPOBOKICHUH CJIyIANHBIX TEKCTOB.
OjHako Jy4inye 13 JUCTOB CEPUU O0IANAIOT
JOCTOMHCTBAMMU, IIPUCYIIIMU HE TOJIBKO 3710~
6OJHEBHON KYPHAJIBLHON rpaduke.

[Muxier «Hoseriit 661> (1924), «HIII»
(1925—1927), «JIro60Bb mmanbr» (1926—
1927) orpaskaioT MpOLEecC SBOIIOLUN TBOP-
yecTBa Jle6Genepa, mampHelniee pasBUTHE
€TO XUBONMCHO-TIACTUYECKUX njeil. B pa-
60Te HaJ| MIECTHIO JIICTAMH, COCTABUBIIIMU

less strong social content did not hinder the
artist from experiments with forms and an
increasingly refined use of a variety of
graphic materials.

The works belonging to The Pavement of
the Revolution are a superb illustration of the
almost inexhaustible possibilities of graphic
art achieved with the aid of a small number
of modest tools — paper, India ink, pen and
brush, lead pencil. The plastic richness of
each of the images evokes admiration for
Lebedev’s virtuoso skill as he endlessly
varies what is seemingly one and the same
thing — an inkfilled silhouette, a contour
emphasized in pen, soft pencil hatching.
The artist’s tireless inventiveness calls to
mind those games where the main thing is
not to repeat yourself. And Lebedev is unar-
guably a winner.

The middle years of the 1920s saw Lebe-
dev produce an extensive series of drawings
“On themes from daily life”. Some of these
were published in the satirical magazines
Begemot and Smekhach accompanied by
unconnected texts. The best of the series,
however, possess qualities that go beyond
those of topical periodical art work.

PucyHkn Bnagumupa
Jle6epesa.

Beepxy. «dambi» 1
«MocmoTpK, nocmoTpu!l»
(M3 unkna «H3MM»).
1927 rop.

CnipaBa. «<Ha KaTke»
(M3 unkna J1160Bb
WwnaHbl»). 1926 rog.

Drawings by Vladimir
Lebedev.

Top. Ladies and Look,
Look! (from the NEP
cycle). 1927.

Right. At the Skating-Rink
(from the cycle The Riff-
Raff’s Love). 1926.

The cycles The New Way of Life (1924),
NEP (1925—27) and The Riff-Raff’s Love
(1926—27) reflect the process of Lebedev’s
creative evolution, the further development
of his artistic ideas. In his work on the four
sheets that make up The New Way of Life, the
artist slightly altered his customary tech-
niques and made extensive use of paper and
fabric appliqué, achieving a variety of tex-
tures and accentuating eloquent details.
The imitation of real accessories in his char-
acters’ outfits helped to stress typical fea-
tures in the look of the new bureaucrats and
intensified the satirical notes.

Only a few years had passed, but the char-
acters of the series that followed The Pave-
ment of the Revolution — ladies in fur coats and
gentlemen in patent leather shoes — belong
to a different era. They are already living in
a different reality, in a city with smart shop

cepuio «HOBBIN OBIT», XYZOKHUK HEMHOTO
U3MEHIWI IPUBBIYHbIE TEXHUYECKHE IpU-
€Mbl U HIIPOKO IIOJb30BAICH HAKICHKAMU
13 OyMaru U TKaHU, JOOUBAACHh PAa3HOOOPa-
3Us1 (DAKTYPBI M AKIICHTHUPYS BBIPA3UTEND-
Hple jgetanu. MMuranusa peajbHBIX akcec-
CyapoB B KOCTIOMaxX IEPCOHAKEU IOMOIIA
MOJYEPKHYTh TUIMYHBIEC YEPTHI B OOJIHMKE
HOBBIX OIOPOKPATOB, YCIUIMIA CATHPUYEC-
KUe MHTOHAIIUHN.

IIporwio Bcero HECKOJILKO JIET, HO, B OT/IH-
yne oT «llamenmu pepomonum», repou cie-
JYIOIIUX CEPU — JaMbl B MEXOBBIX HIYOKaX
U TOCIOJA B JAKHMPOBAHHBIX OOTHUHKAX, Oa-
PBIIHI-KOHBKOOEKKH M BaXKHBIE «OTBETCT-
BEHHBIE PAOOTHUKH» C HOPTQEIAIMU U CEKPe-
TapIIaMi — IMPUHAUIEKAT PYTOMY BPEMEHH.
OHU XUBYT yKe B PYTONA PEaTbHOCTU — B TO-
poJie C HapSTHBIMA BUTPHUHAMH, ACHCTBYIO-
IMUMU KMHOTEAaTPaMU, KaTKaMU, PecTopaHa-
Mu. MIX HOUHOE GBITHE OCBENMIEHO HEBEPHBIM
cBeTOM (poHApEH, IMOAUEPKUBAIOIINX HEKYIO
3BIOKOCTh CAMOTO MX CylecTBOBaHUs. Bece-
Jplid ap JlebGeseBa He MOT HE OTKJIMKHYTbCS
HA U3MEHMBIIUICSA OOJUK TOPOACKOTO OObI-
BaTeJIsI, C CAMOJOBOJIBHBIM BUJIOM 3aIlOJIHIB-
mero yaumpl. Ho XynoxXHUK He TOJIBKO UPO-
HU3UPOBAI, OH, IOJOOHO HCCIELOBATEIIO,
BHUMATEJbHO HAOIIOAAT 3aKAaT TAKOTO CJIOXK-
HOTO COIIMAJTBHOrO SIBJEHUS, KAaKUM ObLI
HO9II, noxsepran anagmsy BpEMEHHYIO, CIy-
YaHYyI0 1 NPU3PAYHYIO KU3Hb HYBOPHILIEH,
UMEIOIUX TOJBKO «CerogHs». M xors, mo
MHEHUIO COBPEMEHHUKOB, €I'0 CATUPUYECKIE

PucyHkn Bnagumupa JlebepeBa
13 UuKna «<HoBbIM 6bIT». 1924 roj.

CneBa. «[JBoe».

BHM3y. «3aB 1 CeKpeTapLuanr,
«3aB C XEHOM».

Drawings by Vladimir Lebedev from
the cycle The New Way of Life. 1924.

Above. Couple.

Right. Manager and Secretary,
Manager and His Wife.

JIFICTBI OBbUI JIMIIEHBI BCAKOrO HAMEKA Ha PO-
MAaHTHYECKO€ YyBCTBO (B T€ roJbl B OOJIHKE
HAIIMAHOB HHUKTO HE BUJIEJ HA KPACOTBI, HU
[1033UN), JIydllde IPOU3BEACHUS CEpPUU
00JTaTAI0T TEPHKUM APOMATOM YXOJSIIETO
BPEMEHU, OKyTaHbBI CBOETO PO «(pIEPOM HO-
CTIBIUU», UX MOXKHO PAaCCMATPHBATL KaK
MPOIAHNE C WMCYE3HYBIIMM HABCETZAA, Kak
TOT/[a KAa3aJIOCh, MUPOM.

JIUCThI cepur OTIMYAIOTCS HEOOBIYAM-
HOM ’KMBOIIMCHOI BBIPA3UTEIBHOCTDIO, M3-
BJICYEHHOM XYJOXKHHKOM U3 CJIOXKHBIX COYe-
TAaHUH YEPHOIO, CEpPOro, GEJOro I[BETOB,
O0WINS PA3IMYHBIX PUTMOB, ITIOCTPOEHHBIX
Ha KOHTPACTAX, U3 HACBIIEHHBIX CBETOM OT-
HONIIEHUI NPO3PavHbIX Macc. MckycHo nmon-
3ysICb CBOMCTBAMH YEPHON aKBAPETH U JIaM-
noBoi xonoru, Jlebenes GaUCTATENLHO II€E-
PEMAET TOHYAHIINE OTTEHKH OCBEIICHMUS,
MAaCTEPCKU BOCIHPOU3BOAUT OCOOECHHOCTH
(paxTypnl MEXA M TKAHU.

B Takux sucrax, kak «Hanmaubsr» (1926),
«Y kaccor» (1926), «Ha karke» (1927) u no-
JOGHBIX UM, PyKa Xy[O’KHHKA 06peTaeT abco-
JIIOTHYIO CBOOOJly 1 CHAHIEPCKYI0O TOYHOCTH
U, JTUIIEeHHas IOAPOOHON 1 HEHYKHOU IOBe-
CTBOBATEJIBLHOCTH, CIYKHUT HCKIIOYUTEIHLHO
337la4aM BOCCO3/@HHUSA HM300PA3UTEIbHBIMU
cpenctsaMu, mo ciaosaM llyrmHa, «<KHBOTO
CBETO-IIPOCTPAHCTBEHHOI'O MHPA».

YBeHUaHHBIA DIOGYCOM JIOM KOMIIAHUUN
3unrep npespamaicsa B JloM KHATH Ipu
akTuBHOM ydactuu Jlebenesa, — 3j1ech mo-
MEIAJINCh peAaknuu locyrapcTBeHHOro

windows, functioning cinemas, skating-
rinks and restaurants. Their nocturnal life is
illuminated by the inconstant light of street
lamps, underlining a certain instability in
their very existence. Lebedev’s facetious tal-
ent inevitably reacted to the changing look
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U3JATENbCTBA, JETCKUX XXypHaIoB «Bopo-
oeir», «Hosbi1 Pobunszon», «Humxk» n «Ex».
JleGeneB ObUI HA3HAYEH XYJO’KECTBEHHBIM
PEIAKTOPOM JETCKOU pemaknum locuspara
u BMecte ¢ Camyniom Mapirakom yBiedes-
HO paboTal HaJl CO3/JTaHUEM, KaK TOTJa TOBO-
PUJIH, <HOBBIX, COBETCKHX» KHUT JUIsSI TETCH.
Bce MeHBIIE OCTaBATOCH y XYAOKHIKA Bpe-
MEHU Ha Iporyaku mo Hesckomy nmpocnexry,
HO Te BIeYaTIcHUs, KoTopble JleGenen Ge-
PEKHO COXPAHSUT B KOIIJIKE NaMATH, IPO-
JIOJLKQIN IHATATh €ro TBOPYECKOoe BOOOpa-
JK€eHUEe MHOT'HE TO/bl. M
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[ns KHUrm «YcaTbl nonoca-
Thbi» K BECENIOMY U OCTPOYM-
HOMy TeKcTy MapluaKa Jlebe-
[1eB HapWcoBan LIBETHbIMU
KapaHjallamu cooTBeT-
CTBYIOLLME MO AyXy KapTUHKM.

For the book With Stripes

and Whiskers Lebedev

produced coloured pencil

drawings that complement- .
ed Marshak’s witty and "
amusing text.

B 1936 200y epanyaa udeorozuneckas kamnarnus 60puowe ¢ «opmarsusmom u namypa-
ausmom». Inasnas kommynucmuueckas easema <IIpasda» 6 cmamwve «O xy0oicHuKax-
NAUKYHAX> CMEULANA 3AMEUAMEALHOL0 XYOOHCHUKA C 2pAasvio: «Bce ucnopmua, useadua,
Ha 8CeM OCMABUN 2PAZHYI0 neuamv. A coenas cgoe ckeeproe 0eno, Pacnucarcs ¢ yoosons-
cmeuem: ,, Pucynxu xydoscnuxa B. Jlebedesa . Eeo mernoseno bikunyau us usdamens
cmea «/lemeus», a moavko wmo omnewamannoiit mupasc xnusxcxu Mapuwaxa w Jledede-
éa «Ckasxu. Ilecwu. 3azadku» 6w yHUUMOIICEN.

In 1936 an ideological campaign was launched against “formalism and naturalism”.
In an article entitled On Daubers the chief Communist newspaper Pravda dragged
the remarkable artist through the mire: “He spoilt and befouled everything, left his filthy
mark everywhere. And after doing his dirty deed, he wrote with satisfaction ‘Drawings
by the artist V. Lebedev’.” He was immediately expelled from the Children’s Publishing
House and the freshly-printed copies of his and Marshak’s book Fairy Tales. Songs.
Riddles were destroyed.

[eTtcKas KHMxKa «Lnpk»,
napaaHHasa B 1925 rogy, —
nepBoe COBMECTHOE Npo-
n3BeaeHne Bnagumupa
Ne6enesa n noata Camym-
na Maplaka, KoTopbli
COYMHU CTUXOTBOPHbIE
NMOAMMCH K rOTOBbIM aKBa-
pensiM XyaoXHMUKa.

The children’s book entitl-
ed Circus, published in
1925, was the first col-
laboration between Viadi-
mir Lebedev and the poet
Samuil Marshak, who
composed rhyming
captions for the artist’s
finished watercolours.

K nerko saanomuHatowmmes
cTuxam MaplLuaKka B KHUX-
Ke «MopoxeHoe» Jlebeaes
3a6aBHbIMW KapTUHKaMW-
mMeTamopdho3amMu nokasan,
KaK o6beaatomnmncsa nobu-
MbIM JETCKUM TaKOMCTBOM
TONCTAK NpeBpallaeTcs B
NefsHYI0 ropy.

For Marshak'’s easily
memorable verses in the
book Ice-Cream Lebedev
produced funny meta-
morphic illustrations and
showed a glutton who over-
indulged in the favourite
children’s treat turning into
a mountain of ice.
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Moat Camyun Mapuwak B
20-e rofbl NPOLLIOro BeKa
BJOXHOBW/ICS nMaeew, Kak
OH nucan, NepenTy ¢ ytoT-
HOTO LEeMNoTKa, C KOMHaT-
HOro «3a4yLIeBHOro cnoBa»
Ha rosioc, BHATHbLIA MUN-
nunoHam. K cuactblo, 3a-
BEPLUMTb 3TO TBOPYECKOE
XapaKupu emy He yaasochb.

In the 1920s the poet
Samuil Marshak was in-
spired by the idea of, as
he put it, moving from

a cosy whisper, the private
“intimate word” to a voice
heard by millions. Happily
he did not manage to com-
mit such creative hara-kiri.
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3HaKoMble 1 No6GUMble C AeTCTBA MHOTMMM NOKONEHUSIMU CTPAHMULbl KHUXKKKM Maplaka u Jlebepesa
«Byepa u cerogHs» BnepBble yBuaenu ceet B 1925 roay.

Pages from Yesterday and Today, a work known and loved by many generations of Russian children,

which first came out in 1925.

of the city-dweller who had filled the streets
with his self-satisfied appearance. But the
artist did not merely poke ironic fun: like a
researcher he attentively observed the twi-
light of the complex social phenomenon
that was the New Economic Policy (NEP),
analysing the ephemeral, fortuitous, spec-
tral life of the nouveaux riches, who had
only a today, no tomorrow. And although
contemporaries reckoned that his satirical
works were devoid of any hint of romantic
feeling (at the time no one found beauty or
poetry in the image of the NEP-man) the
finest works in the series possess the astrin-
gent aroma of a passing age, are wrapped in
a sort of nostalgia. They can be seen as a
valediction to a world that back then
seemed to have disappeared for ever.

The works of the series are marked by an
exceptional picturesque expressivity that
the artist extracted from complex combina-
tions of black, grey and white, a host of dif-
ferent rhythms founded on contrasts and
the lightfilled relationships between
translucent masses. Skilfully using the prop-
erties of black watercolour and lampblack,
Lebedev superbly conveys the subtlest

nuances of lighting and masterfully repro-
duces the distinctive texture of fur or fabric.

In works such as NEP-men (1926), At the
Ticket-Office (1926), At the Skating-Rink (1927)
and others like them, the artist’s hand
acquires absolute freedom and marksman-
like precision. Stripped of a detailed, unnec-
essary narrative element, it serves exclusive-
ly to recreate using depictive means what
Punin called “the living world of light and
space”.

The globe-topped Singer Company build-
ing was turned into the House of Books with
the active participation of Vladimir Lebe-
dev — it contained the editorial offices of
the State Publishing House and the chil-
dren’s magazines Vorobei, Novy Robinzon,
Chizh and Yozh. Lebedev was appointed art
editor of the children’s section of the State
Publishing House and together with Samuil
Marshak worked enthusiastically on the cre-
ation of “new, Soviet” books for children as
people said then. The artist had less and less
time to stroll along Nevsky Prospekt, but the
impressions that Lebedev carefully stored in
his memory continued to supply his creative
imagination for many years. W



