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3eeHble durypbl paboymx
PecTbsiH Ha cepBuae 3vHaunabl

Ko6binewukown (1931 roa) coBcem
HEe MOXOXM Ha COBPEMEHHbIX UM

TPYX

€HWKOB cefla U N06e0HOCHbLIX

NPONETAPUER C NONOTEH MITPOB
COLIMaNUCTUYECKOrO peanuama.

The green figures of workers and
peasantson this 1931 service
are very different from the free tillers
of the soil and victorious proletarians
that the exponents of Socialist

Realism were painting

CrnipaBa. Pocnuch Yallku
¢ 6noauem «KpacHas
3Be3na» Muxauna
ApamoBuya (1921 rog)

at that same time.

Right. “Red Star” cup and
saucer painted by Mikhail
Adamovich. 1921.

Mpun NoaroToBKe cTaTby OKasana GoMbLIYyi0 KOHCYNLTALMOHHYIO MOMOLLL aBTOPY
1 NpefocTaBuna UAMIOCTPATUBHbIM MaTepuan aBTop-cocTaBUTelb Hay4YHOro KaTanora
BbICTaBKKW «BOKpyr KBafpaTta» Tamapa Kyapssuesa.

In the preparation of this article the author was greatly assisted through both
consultation and the provision of material by the author and compiler of the catalogue
of the exhibition “Circling the Square”, Tamara Kudriavtseva.

18 noaops 6 guruane locyoapcemeerrozo Ipmumasxca
6 Comepcem Xayse (/Iondon) omxpouracy svicmaska
pycexozo xydoxcecmeennoeo pappopa dsadyamvix—
mpudyamoix 20006 XX eexa «Boxpyz keaopama. DPap-
pop u3 pesomroyuonnou Poccuw». Ynuxarvnan xon-
AEKYUA asaneaponozo papgopa, ocrosy xomopoi co-
CMABALIOM ABMOPCKUE OPULUHAABL, NOCTIYNUBUUE 6
MY3€TL «U3 NEPEvLX PyK», He umeem cebe pasroix

8 MUpe HU N0 KOAUMECMSY, HU NO XYD0HCECMEEHHOM)
docmourcmey npeomemos. Ocobvitl urmepec
npedcmasasem pagpureckuri omoes 8vlIcmasKu, —
ICKU3DL, Chedu KOmopvix npoussedenus ussecmmer-
wux xy0oxcnuros mozo epemenu: Kanounckoeo,
Manesuua, Ilemposa-Bookuna.

On 18 November an exhibition of Russian artistic
porcelain of the 1920s and 1930s opened in the
Hermitage Rooms at Somerset House in London.
It is entitled “Circling the Square: Avant-garde
Porcelain from Revolutionary Russia” and draws
upon a unique collection of avani-garde porcelain,
the foundation of which comprises original works
that came into the museum dirvectly from the artists
themselves. It is unparalleled in the world for both
the quantity and the artistic merit of its items.

Of particular interest is the graphic section of the
exhibition — sketches that include works by some

of the most famous artists of the period, including
Kandinsky, Malevich and Petrov-Vodkin.
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KyBLWWH «OpraHukar.
1929—1931 rogbl.
Mpumep cloppeanucTuye-
CKWX BEAHWUI B TBOpPYECTBE
Hukonas CyetuHa.
TpaguunoHHas dopma
npuo6peTaeT 6yKBanbHO
aHTpornomopdHble, Yeso-
BeYecKue o4epTaHus, 4To,
BMpoYeMm, 10BOJIbHO ecTe-
CTBEHHO, eCNn BEpUTb,
YTO YENOBEK TOXe Oblin
€O3/aH U3 MUHbI...

CneBa. bniogo «K1o

He pa6oTaer, TOT He ecT»
Mapwuun Jle6eneBon.

1920 rog. OgHomy

13 Hanbonee NonynsapHbIX
NI03YHrOB TOrO BPEMEHU
npvAaH HeOXKUAAHHbIN
coLManbHbI OTTEHOK.

Huxe. B co3gaHHOM

no 3cKkun3y KysbMbl
MNMetpoBa-BoagkuHa 6nioae
«CBaabba», TpaguLmm
NTaNnbAHCKON ManoNNKN
OopraHW4HO coyeTatoTes

C NIOGUMbIMK UM TUNAXKaMK
PYCCKMX KpecTbsiH. Komno-
3ULMOHHOE MacTepcTBO
XYAOXHWKa y6eanTenbHO
BOMIOTUIOCH B HOBOW [151
Hero chepe TBOpYECTBa.

Left. “He who does not
work, does not eat” dish
by Maria Lebedeva. 1920.
One of the most popular
slogans of the period was
given an unexpected
social inflection.

Below. In the “Wedding”
dish produced from a
sketch by Kuzma Petrov-
Vodkin the traditions of
Italian majolica harmo-
niously combine with his
beloved Russian peasant
types. The artist’'s mastery
of composition carried
over convincingly into

a sphere of creativity new

to him.

“Organics” jug. 1929—31.
An example of the surreal-
istic tendencies in Nikolai
Suyetin’s work. The tradi-
tional shape takes on
literally anthropomorphic,
human lines, which is not
unnatural, though, if one
believes that man too was
made of clay.

«Mup uexycemea» —
0010 U3 Haubosee 3HavU-
MEALHBLX MEOPUECKUX
obsedunenutt Poccuu —
sosnuxno 6 Ilemepbypee

6 Konue 1890-x 20006.

Lo onpedeneruro
Anexcanopa bewya, amo
OBl HEKUTL KOANEKMUB,
KOMOPBILL HCUA «OCOOBIMU
unmepecamu u 3a0anami,
cmapancs pasnoimu
cpedcmeamu 8030eticmso-
eamn na obuiecmso,
npobyoums 6 nem
HCENAEMOE OMHOUEH UL

K UCKYCCMBY, NOHUMAL
MO 6 CaMoM WUPOKOM
cmbLne».

The World of Art — one

of the most significant
artistic groupings

in Russia — formed in

St Petersburg in the late
1890s. In the words of one
member, Alexander Benois,
it was a body of people,
who were concerned with
“particular interests and
tasks and tried by various
means to influence society,
to arouse in it the desired
attitude to art, understood
in the broadest sense.”

Hesckas nopuemmnosas Manydakrypa,
ocHoBaHHast B 1744 roxy, crama TpeTbUM
B EBpone dapdopossiM mponssoacTBOM
1 BBITTyCKa1a papgop A1 UMIEPATOPCKUX
pesunenmuii. Msnenmns 3aBoja mpakTuue-
CKU HE€ IOCTYNAIU B OTKPBITYIO IIPOJAKY.
IlpuBnierneii y3akoro kpyra oco6o u3opas-
HBIX JIMI] OBLIO IOJYYEHUE B Jlap MU3JEIHi
npuaBopHOro 3asoja. Ilocae pesomonymu
1917 roga mpuUNIOCH CIUTATHCS C HOBBIMU
peamuaMu. BoabmmM mcObBITAaHUEM ObLIA
HEOOXOANMOCTb OPHUEHTUPOBATHCS Ha PBI-
HOK, paboTaTh B YCIOBHSAX Ae(PUITUTA MaTE-
puantoB, B OGCTAHOBKE MEXKIYHAPOJHOM
M30JIAIIY CTPAHBL.

B magane 1918 roxa 3aBotaesom ms3obpa-
3UTEJBHBIX NCKyccTB Hapkomara rpocsene-
nus Jlasuy Hltepubepr npuHec uU3feausa
¢apdoposoro szaBojga rmase CoBeTcKOro
npasutenabcTsa B. M. Jlenuny. Mexay HuMmu
COCTOSUICS CIEYIONIMI Pa3roBop.

— Baagnvup Mibud, Mbl JieaeM Hocyny,
KOTOPAs OOXOJNUTCA HaM CJIUIIKOM JIOPOTO,
ITOTOMY ITO IPHUXOJUTCS HECTH OYEHD OOITb-
IMe 3aTpaThl, TPUIVIANIAS BBITAIOMINXCS XY-
JIOXXHHUKOB JUISl pa3pabOTKNA HOBBIX 0Opa3-
IIOB. BhImyckaemble HAMH TapesIKu He TS pa-
60Yero KIacca — UX MOTYT ITOKYIIaTh TOJBKO
KOJUICKITHOHEPBI.

— Huuero, no kpafineii Mmepe Ha epBoe
BpEMs, MOKHO JIeIaTh TaKU€ CEPBU3bI XOTS
6b1 Juist cobpanuii CoBeTOB, Uit GOJIBIINX
TOPKECTB, & TIOTOM, KOT/]a Pa30BbETCS HAIlE

The Neva Porcelain Factory was founded
in 1744, making it the third manufacturer of
porcelain in Europe. It made items for the
imperial residences and its products hardly
ever appeared on open sale. It was the privi-
lege of a narrow circle of particularly privi-
leged individuals to receive as gifts articles
from the court factory. After the 1917 revolu-
tion, however, the factory found itself in a
new and very difficult situation. It was forced
to work with a deficit of raw materials in a
competitive market while the country was
isolated internationally.

At first the factory mass-produced pre-rev-
olutionary models. Soon, however, the Peo-
ple’s Commissariat for Education appointed
anew artistic director — the brilliant member
of the World of Art grouping Sergei
Chekhonin. To the surprise of many he hit
upon a new style, a unique amalgam that the
noted art critic Abram Efros defined as
“imperial-Soviet Empire’. It was not the
heavy, fossilized Empire of the coming Stalin-
ist era, but rather an artistic, infinitely inven-
tive style that felicitously combined cre-
ative freedom with the requirement to repre-
sent the state. Soon Chekhonin’s style

XO3SICTBO, TOT/[A paboUNe U KPECThsTHE CMO-
IyT UX IIOKyIaTh, — oTBeTWI JleHuH.

Ho npomnuto MHOrO JIET IO TOTO, KaK CJI0-
BAa «KPEMJIEBCKOTO MedTaTeJs» CTaIu pe-
ATBHOCTBIO.

ITonagany 3aBOJ TUPAKUPOBAJ JOPEBO-
JIOITMOHHBIE 06pasibl. A Bckope Hapkomar
IIPOCBEINEHUs Ha3HAYMJI HOBOTO XYIOKe-
CTBEHHOT'O PYKOBOJMTESI — OIUCTATEIBHO-
ro mupuckycanka Cepres Yexonnna. He-
OKUJAHHO JUISI MHOTUX OH HallleJ HOBBII
CTUJIb — YHUKAJIbHBIM CIUIaB, KOTOPbIA U3-
BECTHBIN XyIOXECTBEHHBIN KpUTHK AGpam
Adpoc onpenenn Kak «UMIEPATOPCKO-CO-
BETCKMH aMIup». ITO OBLT HE TSHKEIBIH,
OKaMEHEJIbIA aMIIUP IPALYIIEA CTAIMHCKON
3IIOXH, HO APTUCTUYECKHUI, GECKOHETHO
M300pEeTATEIbHBIA CTHIb, CIACTIUBO COYE-
TABIIUI TBOPYECKYIO CBOOOAY € TpedoBa-
HUSIMU TOCYZAPCTBEHHON IIPEACTABUTEND
HocTU. Bckxope crmip YexoHumHa cTan
BU3UTHON KapToukoll locymapcTseHHOTrO
¢apdoposoro 3aBoza.

3aMeTHO M3MEHIUICA COCTaB MacTEPOB
U XYJI0’KHUKOB IpeupuaTusd. Moxno cmeno
YTBEPKJATb, YTO HUKAKOE 3aMETHOE XYJO-
JKECTBEHHOE TEeYeHUEe TOr0 BPEMEHU He
06OIIIO €r0 CTOPOHOM: (PYTYPHUCTHI U peain-
CTBI, CYIIpEMAaTHCTBl U MHUPHCKYCHHUKH, a0-
CTPAKIIMOHUCTBI U CUMBOJIMCTBI, KOHCTPYK-
TUBHUCTBI, KyOUCTBI, HPUMUTUBUCTHIL...
B. Kangnnackuii, K. Manesuy, K. Ilerpos-
Boakun, A. Camoxsasos, H. Aubrman,

became the calling card of the State Porce-
lain Factory.

There were considerable changes in the
enterprise’s team of craftsmen and artists. It
would be safe to say that no notable artistic ten-
dency of the period passed it by: Futurists and
Realists, Suprematists and World of Art mem-
bers, abstract artists and Symbolists, Construc-
tivists, Cubists and Primitivists... Kandinsky,
Malevich, Petrov-Vodkin, Samokhvalov, Alt-
man, Lebedev, Kuznetsov, Matveyev, Puni,
Shchekotikhina-Pototskaya, Suyetin, Adamo-
vich — no other artistic enterprise of the peri-
od could boast such a galaxy of names. Indeed
it remains unprecedented in the whole history
of porcelain worldwide. Many reasons can be
found for this abundance. Firstly, the porce-
lain factory was suited better than any for the
realization of one of the main slogans of the
day, encapsulating the new authorities’ atti-
tude to art: “Artists into industry!” The tech-
nique of painting on porcelain required no
great amount of retraining. At the same time
we should note the particular attraction that
this material holds for artists. Before the revo-
lutions too, many noted creative figures —
Pimenov, Solntsev, Serov, Somov, Lanceray
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B. Jle6enes. Il. Kysmemos, A. Marsees,
H. Ilyau, A. Ilexorumxmnna-lloTomxas,
H. Cyetun, M. AgamoBUY — TaKOIo CO3BE3-
JWIsl IMEH HE BUJIEJIO HU OJTHO XY/JI0KE€CTBEH-
HOE NIPEIPHUATHE TOTO BPEMEHU, Jia 1 B MU-
posoit uctopuu gapdopa 9To ABJIEHUE OCTa-
ercst GecupenefeHTHbIM. Ilpuunn >ToMy
M300UIMIO MOKHO HAliTH MHOTO. Bo-TiepBbIX,
apopoBbIi 3aB0J JTyUIIE BCETO TOAXOUT
JUIST PEATN3AIUN OJJHOTO U3 IIABHBIX JIO3YH-
rOB TOH 3II0XM, BBIIBUHYTOI'O HOBOU BIACTHIO
[0 OTHOIIEHMIO K MCKYCCTBY: «XyTOKHUKU
Ha Tpon3BoAcTBO!» TexHmka XUBOIHCH TIO
¢apdopy He TpebOBaIA 3HAUNTETLHON TIEpe-
noaroroBkn. Hapsny ¢ atum crenyer otme-
TUTb OCOOYIO MIPUTATATEIBHOCTD 3TOTO MaTe-
puasa Juis XyrokHuKoB. M 5o peBosmonum
MHorue ussectable Macrepa — C. Ilumenos,
@. Comnues, B. Cepos, K. Comos, E. Jlance-
pe u jpyrue — npoboBaIi CBOM CHJIBI B (ap-
¢ope. Muxann Bpybenb, MHOro u ILUIORO-
TBOPHO PabOTAaBMINI B K€PAMHUKE, OTMEUAL:
«Jlyamee nckycctBo — pycckuii papgop».
OcHOBHAsI 9aCTDh XYAOKECTBEHHBIX H37IC-
JIUH OTIPABJISIACE YePe3 TOPTOBBIX MOCPE-
HUKOB 3a PyOeK. «3a rpaHHUIei TPOMaHbIM
YCIIEXOM TIOJB3YETCSI B HACTOSINEE BpEMs
pycckuii papop 6niBIero Mvmeparopcko-
ro ¢apgoposoro 3asoja. OH 3acJIOHWI
co6oit m craperii Cakc, M IPUYYAIUBBII
kuTaickuii gapdop. He tak maBHO 1mocie
ozxHoro u3 o6enoB B CToKrojgbMe ObUIa IIPO-
JlAHA C AMEPUKAHCKOTO ayKIIMOHA B IMOJb3Y

and others — tried their hand at porcelain.
Mikhail Vrubel, who did much productive
work in the realm of ceramics, stated that “The
best art is Russian porcelain.”

The bulk of the factory’s artistic output
was sent abroad through commercial deal-
ers. “At the present time Russian porcelain
from the former Imperial Factory is enjoying
tremendous success abroad. It has put in the
shadow both old Meissen and quaint Chi-
nese porcelain. Not long ago, after one of the
dinners in Stockholm, a porcelain plate bear-
ing the head of V.I. Lenin was sold at an
American auction in favour of starving chil-
dren. The capitalists present vied with each
other, pushing up the price, in their eager-
ness to possess Lenin. The Imperial Porce-
lain factory does indeed continue to produce
absolute masterpieces. Only the subjects of
the porcelain have changed,” K. Dim, the
correspondent of the newspaper Ekho, wrote
proudly in 1922.

What about the subjects? What is “agita-
tion porcelain™ Isn’t it a metaphor? An
example of the characteristic desire of that
period to present the wish as reality? After all,
it is simply impossible to bring government

®dparmeHT pocnucu 6atoaa
1 pa3BepTKa YallKu 3uHa-
nabl Kobbineukon «Mytb

K coumnanuamy». 1927 rog.
Bapwauwnsa nonynsipHoro B
TO BpEMs MOTHBa — CBOe-
obpas3Has BaBUIOHCKas
GallHs CMMBONUM3UpYeT
MOTYLLECTBO HOBOIO CTPOS.

A detail of the decoration
of a dish and the full deco-
ration of Zinaida Kobylet-
skaya’s cup “The Path

to Socialism”. 1927.

A variant on a then-popular
motif — the “Tower of
Babel” — symbolizes the
might of the new order.

Ha Ttapenke «Komuccap»,
KaK npeanonarawT
aKcnepTbl, AnekcaHapa
LLlekoTuxuHa-lNoTouKas
n3o6pasuna youtoro

B 1918 roay HavyanbHUKa
MeTtporpagckoro YK
Mowces YpuuKoro.

On her plate “Commissar”,
experts believe, Alexandra
Shchekotikhina-Potot-
skaya depicted Moisei
Uritsky, the head of the
Cheka in Petrograd, who
was assassinated in
1918.

B 1918 rogy HataH AnbTmaH yyactBoBasn B 0hopMIeHNUK
nnowaan Ypuukoro (AsopuoBoin) B MNeTporpage K npasa-
HOBaHWIO NEPBOM rOAOBLLMHbBI peBotoLMU. MoTHUBbI
fleKopaLu 6binv BNOCIeACTBMU UCMNONb30BaHbl aBTOPOM
151 CO3aHNs KOMMO3WLMI Ha dapdope.

In 1918 Natan Altman took part in the decoration

of Uritsky (Palace) Square in Petrograd for the celebration
of the first anniversary of the revolution. He subsequently
reused the motifs in his compositions on porcelain.

OTTO4YEHHAst CKPOMHOCTb
KOMMo3uuuu, 6oratcTBo
daKTypbl, apTUCTUYHOCTb
aBTOPCKOM pocnucu Tapen-
Kn «[TopTHUXa» AneKcaH-
npa CamoxBasioBa

(1923 ropn) ctaBAaT ee

B OZIMH PAS C NIyHLWUMH
co3faH1saMKn npodpeccuo-
HanbHbIX papdopucToB.

The refined simplicity of
the composition, rich tex-
ture and artistry of Alexan-
der Samokhvalov’s paint-
ing on the 1923 plate
“Dressmaker” put it on

a par with the finest
creations of professional
porcelain artists.

TOJIOZAIONUX AeTel (papdopoBas Tapenka ¢
nusobpakenueM B. W. Jleanna. ITpucyrcrsy-
JOIMMEe Ha ayKIMOHE KaIUTAJINCTHI Harle-
peboii HaObWBAIM IICHY, MEYTas 3aBJIaJCTh
JlenunpiM. JleiictBurensno, Mumeparop-
Ckuii papQOpOBLIil 3aBOJ MPOJO/LKAET BbI-
IyCKATDh IOJIOXKHUTEILHO IneseBpbl. Toiabko
M3MEHIIHCH CIOKeTHI papdopa», — ¢ Topo-
cTpio mcan B 1922 rogay xoppecnosgeHT
razetsl «Jxo» K. Jlnm.

Kcratu, o croxerax. «ArurariiOHHBIN
¢apdop» — uro aro? He meradopa m? He
CTOJIb JT XapaKTEepHas JJIsI TOTO BPEMEHHU
ITOTIBITKA BBIIATE JKEJIaeMOE 32 ICHCTBUTED-
Hoe? Bexp oBecTn 1o CBEACHUS TPYAAIINX-
s TIOCTAHOBJICHUS ITPABUTEIBCTBA B KaMep-
HOM IIPOCTPAHCTBE (papopa IIPOCTO HEBO3-
moxHo. Ilpu GmmkaiimeMm paccMOTpPEHHH
OKa3bIBAETCS, YTO ArUTAIlIOHHOCTH COBET-
ckxoro ¢gapgopa — B €ro XyA0KEeCTBEHHOCTH.
M 5TO MOXKHO HazBaTbh YHHKAJIbHBIM CJIyda-
eM. JlosyHr, BbIBEJEHHBIN MaCcTEPCKOU py-
kol YexoHMHA Ha GJIArOPOJHOM, XPYIIKOM,
HO JIOJITOBEYHOM (papope, N3 HEYKITIOKETO
BBICKA3bIBAHMS KAKOTO-JTHOO0 «IesITeNs» Ipe-
BpaIMaICI B OCTPOYMHBIH adopuaM, NpH-
obpeTar 0co6yIo BEIpa3UTEabHOCTD. Ceplt 1
MOJIOT, TSTUKOHEYHAS 3BE37a U JpPyrue
CHUMBOJIBI HOBOTO CTpPOSI, €IE HEIPUBbIU-
HbIE JUI OOBLIBATENsA, €IIe PEXyIue Ia3
CBOEI OPYTATBHOCTDIO, OGJIEKIINCH B (POPMY
TEX CAMBIX «H3SNHBIX OE3JeJIHI]», CIOBHO
IPUOOPETAIOT POJOCIOBHYIO, CTAHOBATCS

decisions to the attention of the working
masses through the intimate medium of
porcelain. On closer inspection it emerges
that the agitation potential of Soviet porce-
lain is closely bound up with its artistry. The
hammer and sickle, five-pointed star and
other symbols of the New Order, still unfa-
miliar to the average man, still striking in
their brutality, when clothed in the garb of
those “exquisite trinkets” seem to acquire a
noble pedigree, placing them on a par with
royal lions and eagles, while the indigestible
grunt RSFSR (Russian Soviet Federal Social-
ist Republic) presented in the form of a flow-
ery monogram already seems to be some-
thing elevated and romantic, like the intri-
cately embellished name of some illustrious
prince. The newspapers of the day wrote that
artistic crafts and porcelain in particular “is
that happy battering ram that has already
breached the wall of international isolation.”

But the new porcelain also had an inverse
side — the “counter-agitation” that lay hidden
either in the refined, sparkling irony, or in the
artistic hyperbole, or in the ambiguity of the
image or its correspondence with the text of
the slogan. On Zinaida Kobyletskaya’s plate



B vicoxuii cmuas / Iigh style

B OJWH PsAJ C KOPOJEBCKUMH JbBAMH U
opraMH, a HeyzoboBapumoe QBIpUYAHbE:
«PCOCP», ob61eyeHHOE B I[BETOYHBIIA BEH-
3eJIb, KUKETCS Y’KE€ UYEM-TO BO3BBIIICHHBIM 1
POMAHTHYECKHM, BPOJE 3aMBICJIOBATOTO
VIMEHU KaKOTO-HUOYIb CHSTEIBHOTO KHS3SI.
B raserax Toro BpeMeHU NHUCAIU, YTO XyJO-
JK€CTBEHHAs! IPOMBIILIEHHOCTD, M B YaCTHO-
ctu papdop, «ABIAETCI TEM CUACTIMBBIM
TAPAHOM, KOTOPBIA yXKe MPOOUT CTEHY MH-
POBOM U3OJIALIUN».

Ho 6n11a y HOBOTO (hapopa n obopoTHas
CTOpPOHA — «KOHTPArUTAIMOHHAS», CKPBIBAIO-
MAACA TO B YTOHYEHHOM, MICKPOMETHOU HPO-
HAM, TO B apTUCTUYECKOH rumepobore,
TO B HEOJJHO3HAYHOM IPOYTEHUH MU300pasKe-

HUSI WIM B €T0 COOTHOIIEHUH C TEKCTOM JIO-
synra. Ha rtapenxe 3umanasr KoGbuienkoit
«IIpoaykrel nuranus. 1921» counble maosb!
U ANIeTUTHBIC SICTBA HAOMUHAIOT TPALU-
LIIOHHBII POT N300I € OJHUM JINIIb OTIH-
YrieM — BHUMATEIbHBIN B3IVIS PA3IHIHUT €[BA

CepBu3 «CHOMbI» BXOAWN

B KOMMNNEKT Nocyabl Ans
COBETCKOro NnpeacTaBu-
TenbcTBa B bepnuxe.
M3bicKaHHasa rpaduKka
3TOoro cepeu3a (1926 ropn)
HanoMMHaeT O MUPUCKYCHW-
Yyeckom npouwsiom Cepresi
YexoHunHa.

The “Haystacks” service
formed part of a set of
tableware destined for the
Soviet embassy in Berlin.
The exquisite graphic deco-
ration of this 1926 service
is a reminder of Sergei
Chekhonin’s World

of Art past.

Y

Bgepxy. CepBua «babbl»
(«<Xne6HbIn»). B Tpuauatbie
roabl 6yayLLIniA raBHbIA Xy-
[OXHWK 3aBoaa HuKonam
CyeTuH oToLwen OT YUCTO
cynpeMaTUyYecKux aKcne-
puMeHTOoB. B cepBuse
1930 roga ourypsbl pyc-
CKMX KPECTbSHOK CTIOBHO
COCTaBJieHbl U3 YyacTewn
MNbIWHbIX PYCCKMUX KapaBa-
eB. NccnepoBatenu otme-
YaloT 6/IM30CTb 3TOMO MO-
TMBa NpYemMam Hapoxaa-
loLerocs cloppeanvsma.

Above. The “Peasant
Women” (“Bread”) service.
In the 1930s Nikolai
Suyetin, the future chief
artist of the factory, moved
away from purely Supre-
matist experiments. In this
1930 service the figures
of countrywomen are
formed, as it were, from
pieces of a magnificent
traditional Russian-style
loaf. Researchers point to
a kinship between this
motif and the emergent
Surrealist movement.

Ha 6ntoae «<HoBoe CTponTeNnbCTBO»
(«CoBHapKkowm») 1921 roana

cecTpa KoponeBbl YepHoropuu
Bacunbka PagoHuy n3o6pasuna Bce
MNoCTacu COBETCKOW BlacTn —

oT CoBHapKoma o JomKombena —
B BMAe He3aTennnsoro 6ykeTta
nonesblx LBeToB. A66peBuraTypa
rposHon YeKa prvckoBaHHO
accoLumpyeTcs € HepTOnos0XoM.

“New Construction” (“The Council

of People’s Commissars”) dish.
1921. Basilka Radonich, the sister
of the former Queen of Montenegro,
depicted all the organs of Soviet
power from the Council of People’s
Commissars to the house committee
in the form of an unpretentious
bouquet of wild flowers. Rather
daringly, she associated the menac-
ing initials of the Cheka secret police
with the thistle.

Toodstuffs. 1921, the juicy fruits and tasty vict-
uals put one in mind of the traditional horn
of plenty with only one difference — the atten-
tive eye will make out the barely noticeable
price labels with a host of zeros. There is a fair-
ly ambiguous quality, too, about Mikhail
Adamovich’s plates depicting ration cards
with the inscription “He who does not work,
does not eat” and a dish with the same slogan
painted by Maria Lebedeva, in which the scar-
let tips of the five-pointed star press upon an
elderly lady, representing the former elite,
wearing a hat and gloves.

Of course, there is no direct “counter-rev-
olution” here, but we cannot help but notice
the liberties that the artist allowed them-
selves to take with the regalia of the new
regime. An eloquent example is provided by
Basilka Radonich’s dish The Council of People’s
Commissars in which the names of the organs
of Soviet power and public organizations
are written on the petals of flowers and
together form a colourful bouquet of wild
flowers and cereals.



B vicoxuii cmuas / high style

Bgepxy. CepBua «Arpo-
rpaa. OpHameHTanbHoe
noctpoeHue» («TpakTop-
HblM») HUKonas CyeTuHa
(1931 roa) — 6necTawmm
npumMep CTUNsa CTPorow
reomMeTpun, OTTOYEHHOM
apPXUTEKTOHUYECKOMN
Ccopa3MepHOCTH, NOA06-
HOW nydwnm o6pasuam
ApeBHerpeyecKon
KepaMUKK «reomeTpuye-
CKOTO CTUNIS».

Above. Suyetin’s 1931
“Agrograd. Ornamental
Construction” (“Tractor”)
service is a superb
example of a style of strict
geometry heightened

by architectonic
proportions, similar to the
finest specimens of
Ancient Greek Geometric
pottery.

Yauwka ¢ 6ntoguem «Hep-
HbIM KpecT u Kpyr Huko-
nas CyetvHa. 1923 rof.
CynpemaTtuyeckue nepBo-
3anemMeHTbl ManeBuya —

KBagpart, Kpyr, KpecT — B
npunoxexHun K dapdopy
TepPSNU NONOBUHY CBOEN
MHOMO3HA4YUTENbHOCTH,
3aTo npuobpeTany yéeam-
TENbHOCTb CTPOroro u
NaKOHWYHOIO OpHaMeHTa.

Nikolai Suyetin’s cup and
saucer “Black Cross and

Circle”. 1923. When

applied to porcelain Male-
vich’s primary elements —
the square, circle and
cross — lost much of their
significance, on the other
hand, they acquired the
persuasive force of aus-

tere, laconic ornament.

YauwKa c 6noauem «HepHbliin
60pT». 1923—1924 rofbl.
HemHorocnoBHasi cynpema-
TMYEeCcKas KOMMO3MLUMS B
obpamneHnm apdeKTHoM
YepHoW Nonocbl — Benu-
KONENHoe No CBEXECTU
NnoaxoAa v leKopaTUBHOWM

BblPa3nTeIbHOCTU NMpon3Be-

nexHve Unbun YawHuka.
“Black Rim” cup and

saucer. 1923—24. The con-

cise Suprematist composi-
tion framed by a striking
band of black in llya Chash-
nik’s work is a wonder of
fresh thinking and decora-
tive expressiveness.

B ocnosy ceoux xydosrce-
CMBEHHDLX IKCNEPUMEN-
moe 1910-x 20doé Kasu-
mup Manesuw nososxcun
CMUAD, HASEAHHBLTL UM
CYNPeMamu3mom.

On o6556UA €20 8bicULell
cmaduel passumus,
UCKycemea, evipaxncaemot
abempaxyusmu us npo-
cmenuux eeomempure-
cxux gueyp.

Omcioda u nassanue,
npoussedenroe om AaGMUN-
K020 CA08a «Supremus» —
HAUBDLCUUU.

Kazimir Malevich’s artis-
tic experiments of the
1910s were founded on a
style that he termed Supre-
matism. He proclaimed

it the hughest stage in the
evolution of art — expres-
sion through abstractions
consisting of the simplest
geometrical shapes. Hence
the name, deriving from
the Latin word supremus —

“highest”.

BHunzy. PazBepTKa
POCMANCH YaLlKn

c 6noauem
«[JnaroHanu u Kpecm
Hukonas CyeTuHa.
1923 rop.

Below. The full decoration
of Nikolai Suyetin’s cup
“Diagonals and Cross”.
1923.

IIPUMETHBIE IIEHHUKH C MHOXECTBOM HYJIEH.
JlOBOJIHO JIBYCMBICJIEHHO BBINISIAT U Tapesl-
k11 M. AmamMoBIYa ¢ M300pasKeHUEM MTPOJIYK-
TOBBIX KAPTOYEK U HaANMUChio: «<KTo He pado-
TaET, TOT HE €CT>, U OO0 C TEM K€ JIO3YHIOM
kuctu M. JlebeneBoil, re ajible MUKU IS TUKO-
HEYHOH 3BE3/[bl TECHAT IOKUIYIO JAMYy «M3
ObIBIIMX> B IUIANKE U IIepYATKaX.

Koneuno, mpaMoii «KOHTPPEBOMIOINN»
TYT HET, HO HEJIb351 HE OTMETUTH BOJIBLHOCTD,
C KOTOPOH XYIOKHUKN OOXOANUINCH C Pera-
JINSIMU HOBOH BJ1aCcTU. BbIpasureapHbIM Ipy-
MEPOM MOXKET CIYKUTh 6mono B. Pagonma
«CoBHApKOM», T/le HA3BAHUS OPTaHOB COBET-
CKO¥ BJIACTH M OOIIECTBEHHBIX OPTaHM3aIi
HauyepTaHbI HA JIETIECTKAX I[BETOB U BCE BMe-
cTe OOpa3yloT IECTPBI OYKeT He3aTelIH-
BBIX ITOJIEBBIX IIBETOB U 3J1AKOB.

B 1923 rosy no npuriameHuio «JaBHOTO
KypaTopa COBPEMEHHOIO MCKyCcCTBa» (a B
CKOPOM OYAyIIIEM — HOBOTO XyJ0KECTBEHHO-
ro pykosozaureJist locyrapctBennoro gapgo-
posoro 3asoza) H. Ilynuna u npu noauepx-
ke YexoHuHa Ha 3aBOJ|, IPUIILIM CylIpeMaTH-
ctel — K. Manesuy, H. Cyerun, M. Yamnuk.

Peaknusa Ha MX MOsBICHUE ObUIA DAY
Ha. OJIH OTHEC/IUCH C HEJIOBEPUEM, JIpyrue
3aBUJIOBAJIA TIOMYJIAPHOCTH CYIIPEMATHUCTOB
Ha PBIHKE, GOJIBIINM THUPAKAM HEIPHUBBIY-
HBIX U3/IEJIUI, TPETbU C MHTEPECOM paccMa-
TPUBAJIM HOBbIE pAOOTHI, HE IIOXOKUE HU Ha
YTO U3 ObIBIIETO paHee. MacTep axkageMuye-
CKOM mKoubl, yueHuK Ilerposa-Boakuna u

In 1923, at the invitation of its new artistic
head, Nikolai Punin, the Suprematists — Kaz-
imir Malevich, Nikolai Suyetin and Ilya
Chashnik — came to the State Porcelain Fac-
tory. The reaction to their appearance was
mixed. Some were mistrusting, others envied
the Suprematists’ commercial popularity, the
large quantities of their unusual items pro-
duced, a third group looked with interest on
the new works that resembled nothing that
had been created before. Alexander
Samokhvalov, a master of the academic
school, a pupil of Petrov-Vodkin and Kar-
dovsky who went on to become a leading
Soviet artist famous for cycles of paintings
and graphic art devoted to physical culture
and the construction of the Moscow metro,
fathered several entirely unexpected works
with Suprematist motifs. The first and most
decisive step, though, was, of course, by
Malevich, the creator of Suprematism, whose
time at the factory remains shrouded in mys-
tery — still today no documentary evidence
about it has been found. We know for cer-
tain, however, that this master épateurfound a
way to astound the public in porcelain too: he
promptly cut the traditional hemisphere of

Kapposckoro, nu3secTHedmmii COBeTCKUIA Xy-
JOXHHK, ABTOP SKMBONHCHBIX U Tpadmde-
CKUX ITUKJIOB, IOCBSIIEHHBIX (PU3KYJIBTYpE U
CTPOUTETBCTBY MOCKOBCKOTO METpPO, AJIEk-
canip CaMOXBAJIOB C/IEIAT HECKOJIBKO COBEP-
HNIEHHO HEOKMJIAHHBIX IPOU3BENCHUI C Cy-
npematuyeckumu Mmotusamu. IIpopaboram
CYIIPEMATHUCTBI Ha 3aBOJI€ HEJOJITO — YXKe B
Hauaste 1924 rosa oHM 6LUI YBOJIEHBI B CBSI-
31 ¢ cokpamenueM mraros. Ho 3a 3To Bpems
OHU CO3JaJIU BEIIY, KOTOPBIE IPOU3BEJIH IIe-
peBopoT B (apdope.

IlepsrbIii 1 camMblil pemuTeILHbIN mar ce-
Jlajl TBOpeL| cynpemaruama Majesud, ube
npe6bIBaHe Ha (papopoBOM 3aBOJIE OCTa-
€TCSl 3ara/IKOH — JI0 CHX ITOP HE yIaeTcs Hai-
TH KaKUX-THOO JOKYMECHTAJIBHBIX CBUJIC-
TeabcTB. MacTep snaTtaska u B dapdope Ha-
IIIEJT YE€M YAUBUTD IYOJIMKY: OH PEIIUTEIBHO
paccex TPaAULMOHHYIO IOJIyc(epy YaLIKU
HA JiB€ IIOJIOBUHKHU — «IIOJy4amku». Ha me-
peAHEN CTeHKe B HU3KOM pejbede — KBa-
Jgpat. Pyuka npespaTmiach B HEIPOHHIA-
eMbIil npsAMoyroabHuk. Yail nuTh, npaMmo
CKaykeM, HeyZIJOOHO. 3aTO paJJTKaIbHO HOBO U
KoHIlenTyanbHo. YaitHk Masesda, HeoObI-
JaifHO TIOXOKMI Ha MapOBO3, COCTABJICH U3
MPOCTEHINNX MPOCTPAHCTBEHHBIX 3JIEMEH-
TOB — cep, NWIMH/PA, TapaJUICICITHIICOB.
CynpeMaTHdecKkue MOAYJIU CJIOBHO «0bJIe-
IWIN» TPAJULIHMOHHYI0 (GopMy 4YaliHUKAa,
IIPEBPATIUIN €TO B CKYJIBITYPHO-APXUTEKTYP-
HBIIl OOBEMHO-TIPOCTPAHCTBEHHBIN OOBEKT,

the cup into two halves — “semi-cups”. On the
flat surface he placed a square in low relief.
The handle turned into a solid rectangle.
Drinking from such a cup was an awkward
business, to put it mildly, but it was some-
thing radically new and conceptual. Male-
vich’s teapot, remarkably like a steam-
engine, is made up of basic three-dimension-
al shapes — spheres, a cylinder and
parallelepipeds (“boxes” in which all the
sides are parallelograms). The Suprematist
modules have “swarmed”, as it were, all over
the traditional shape of the teapot, turning it
into a sculptural-architectural, volumetric-
spatial object like Malevich’s celebrated
“architektons”. As a result this teapot ended
up being condemned on the poster “Formal-
ism in Porcelain”, but nonetheless it was
repeated from time to time by various facto-
ries. Now it is once again being produced
and is highly popular with foreign tourists.

The brief reign of the avant garde in
porcelain — no more than ten years — had an
enormous influence on artistic industries
both in this country and in Europe. The
interest surrounding the new exhibition in
Britain is therefore not surprising. m



MOJOGHBIN 3HAMEHUTBIM apXUTEKTOHaM Ma-
JleBr4a. BriocsiencTBUM 3TOT YalHUK IO
Ha 1rakaT «Popmanusm B papgope», Ho TeM
HE MEHEE €ro IMEePUOIUIECKH IIOBTOPSUIN Ha
pasHbIX gabpukax. Celyac OH BHOBb IIPOU3-
Bogutcst HAa JIP3 m mosbayercs GOIBIIIM
CIIPOCOM Y MHOCTPAHHBIX TYPHCTOB.

Heponruii nepuoy asanrapga B ¢apdo-
pe — He GoJlee ecsATKA JIeT — OKA3JI OTPOM-
HOE BJIMSIHUE KAaK HA OTEYECTBEHHYIO, TaK U
Ha €BPOTEHCKYIO XYA0KECTBEHHYIO ITPOMBI-
nuieHHoCThb. Ha 3amaje Booo1e MmeHblie ro-
HSUIUCH (M TOHSIIOTCS) 32 WJACSIMU U HJeaia-
MH, TTOTOMY OIIBITBI BEJUKHX PYCCKUX pe-
¢gopmMaTOpoB NPHUKIAZHOTO HCKYCCTBA
HAILTA TaM HaMHOTO OOJBITHI OTKIUK, He-
JKEJIN X IUITAMEHHBIC PEYH MIN KOCMOJIOTH-
Yyeckasl >KUBONHCH. IToToMy HeyauBuTEICH
HUHTEPEC, C KOTOPBIM BCTPEYAIOT HOBYIO BbI-
craBky B Tymannom Ass6uone. Bckxope u
POCCHIICKUIT 3pUTEJIb CMOXKET YBHIETb 3TH
HaNMOHAThHBIE cOKpoBuma Poccunm — B
2005 roxy OTKpbIBaeTCSA pas3jes IOCTOSH-
HOH 3kcrio3urun Mysest gapdopa, mocss-
menHbiil XX Bexy. B

B

B vicoxuii cmuav / high style

CepBu3a «CynpemMaTyecKkuii ¢ rony-
6bIM» HuKonas CyetnHa. 1930 rog.
WNHTEepecHbIN NprMep 3BOJIOLMK
ctuna ManeBuya B paboTax ero yye-
HUKOB. CynpemaTtn3m CyeTnHa —
yXe He noppaxaHve obpasuam
Y4uTENS, HO BMOJIHE CAMOCTOSITE b-
Hoe siBfeHne, CBOGOAHOE OT U3NULL-
Hero TeopeTM3NPOBaHUS 1 B NMOSHOM
Mepe npucnoco6neHHoe K TpeboBa-
HWUAM leKOpaTUBHOMO TBOPYECTBa.

9,
. Nikolai Suyetin’s “Suprematist with
Pale Blue” service. 1930. An inter-

Kasumup Manesuu. esting example of the evolution of
YalHWK 1 aBE NonyYallKu. Malevich’s style in the works of his

1923 rog. pupils. Suyetin’s Suprematism is no
Kazimir Malevich. Teapot ’ longer imitation of prototypes by the
and two half-cups. 1923. “Master”, but an entirely independ-
i --— - ent phenomenon, free of excessive
theorizing and fully adapted to the
. lI requirements of decorative creativity.

Jlas cospemenruros Manesuua cynpemamusm 6vin maxoti gice 20106040MKOU, KAk
pewerue Opesnert mamemamureckol 3adavwu, «keadpamypa xpyaa».

For his contemporaries, Malevich’s Suprematism was a great a puzzle as the solution to
the ancient geometric problem of “squaring the circle”.



