andrei abramov
aHppen adbpamos

B AmMepuke, raesuano Kak XyAoKecTBeH-
HbIW METOA,CYLUEeCTBYETTONLKO B NPeAenax
15 net, MHOTWe U3 XYAOKHWKOB NepecTani
ITUM 3aHMMAETBCA Yoxe B KoHue 70wiX 1. B
cuny pAaa npobnem, B OCHOBHOM CONpPA-
YEHHbIX C BO3PAacTalowien CNOXHOCTLIO W
qoporoew3Hoi  annapatypsl. B Poccuu
Kamepsl W 3aNUChIBAIOLLWE GACTEMbI OCTAI0T-
CA 33 4epTOW BO3MOXHOCTEW W, CNefoBa-
TeNbHO, MeTOA KaK TaKOBOW eLle He amop-
Tuauposad. OaHako, ANA XYAOMHWKOSB,
nonoBreix ABpamosy, suaeo, ecnu Hsl OHO
GbIN0 AOCTYNHBIM, MOT O Bkl cTaTs Hanbo-
nee apneKsaTHon thopMOoin CamoBbIPaXKEHWA.
B 1980r. oH nuwweT: "MeuTbl 0O KMHO, T.€. 0
CheMKE CBOUX hUNbMOB, A He OCTaBWUN ellle
¥ N0 CeR AEHb, XOTA HAAeXa C Kaxabim ro-
AoM Bce meHble u medbiuse’ .MonobHbiA
“ronoa no BuMaeo’” (MmeeTcA B BMAY Ta pas-
HOBMAHOCTL BMAEO, KOTOPaA BKNK4YaeT 8
cebA TeXHOoNOrvMYecKue acneKThbl U aNeMeH-
Tbl KWMHO) B 4@HHOM KOHKPETHOM chny4ae
nopoawnn ceoeobpasHylo xyaoxecTBeHHyio dop-
MY, B KOTOpo#h Bymara unu xonct o6peTaioTt pons
NeHTbl, @ X YAOKHUK UAEHTU(DUUMPYETCA C CUHTE-
TE3NPYIOWKUM yeTpoicTBoM. B nonsiTtke npume-
HATH NPUHUKMNGI KWUHO uan Buaeo B pabote c
WHBIM MNACTUMECKMM MaTepuanom XYAOKHUK
npuberaer K cepuAm (rpynnam pucyHkos) . Kax-
naa u3 cepui, Byayyn socnpousseneda B Buae
cnanpgoe (ABpamos doTorpadmpyer Kaxayo
CAENaHHYI0 Bewls) u Byayun 3aTeM CNPoeKTUpo-
BaHa Ha 3KpPaH, HaBOAWT Ha Mbicns 06 aHanorum
C BWAEO-NEHTOW, MOKa3aHHOW B YCNOBMAX 3a-

Podunca & 1951 zody. B 19722.
3aKonwun XyodomecreeHoe ywu-
nuwe nam. 1905 2, Kuser u pa-
Goraer 8 Mockee.

Was born in 1951, In 1972 he
graduated from the Moscow Art
School named after 1905 revolu-
tion. He resides and work in
Moscow.

In the USA where video as an artistic medium
has been around for only fifteen years or so,
many artists stopped working in it as early as the
late seventies due to the difficulties arising from
their dependence on extensive equipment. In
Russia, video cameras and recording systems re-
main beyond artists'reach and thus the medium
nas not been explored. However, for artists like
Andrei Abramov,video, if it were available, would
have been the most adequate form of seif-expres-
sion. in 1980 Abramov wrote: “Even now | have
not given up my dreams about shooting my own
film. But every year brings less and less hope.”
This "hunger for film or video” in Abramov's
case originated an artistic form in which paper or
canvas assumes the role of a tape, and the artist
becomes a synthesizer. In hisattempt to adopt the
principles of film and video art to another medium
the artist chose to work in series or groups of draw-
ings. Each series when photographed on a slide
(Abramov photographs every piece he creates)
and projected on a screen, presentsa picture com-
parable to a video tape shown in slow motion.
Among his earlier works we find “improvi-
sational exercises’” in which he freely executes
abstract and semi-abstract graphic drawings. It
was these “‘exercises’’wich led to the development
of the serial principle that the artist later used
with other subject matters.

The theme which directly relates to Abramov’s
interest in and practice of literature is expressed
in the witty drawings done in 1977. “Strange
Circumstances” is a good example of the artist’s
use of the narrative form. In this series the artist
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Cpean ero paHHux paboT MOXHO HaWuTW UMNpO-
BH3AUMOHHbIE YNPaXHEHWA, B KOTOPbIX AEMOH-
CTPUPYETCA yBepeHHOoe BnajeHwe TexHukow ab
GTPAKTHON W nony-abcTpakTHOW KOMMNO3WLMIA.
JT1 yNpaxHeHWA W npueenn (No MHeHWK asTo-
pa) K PassMTMIO NPUHUMNE CEPUIHOCTH, NO3JHEe
BUATOMY Ha BOOpY)KeHue B CBA3W ¢ npobnema-
Mu Bonee cnoxHoro nopAaKa.

is indebted to comic books and cartoons in the
way Roy Lichtenstein is in his pop art works.
Abramov’s scenes as a rule are dedicated to Mos-
cow street activities which are recorded with the
preciseness of a camera. In the narrative series
Abramov organizes drawings in a strict order and
writes his comments or “subtitles” on all of
them. Thus, as in a movie any changes in the se-



Tema, kKoTopas NpAMbIM 0Bpa3om CBA3aHa C
uHTepecom ABpamoBa K 3KCNEpUMEHTam nuTe-
PaTYpPHOro TONKa, OTPaXKeHa B MPOHUYECKUX pu-
cyHkax 1977 ropa. "CrpaHHbie O6cToATens-
crea’” — TUNWYHBLIA NPUMeP WCNONL3OBAHWA NO-
BECTBOBATENbHOrO XaHpa. 3Ta CepuA BOCXOAUT
K KOMMKCAM WNW MyneTunsMam B TOM e
CMbICAE, B KOTOPOM 3TO CNpaBefnveo B OTHO-
WeHWU paHHWX Non-apTHbix pabot Poa JTuxTeH-
wreiHa. CueHbl, usobBparkaemsie ABpamoBsIM,
KaK npasuno, NOCBALLEHBI CYMaToxXe YNUYHbIX
NPOUCLLECTBUIA, HMKCUPYEMBIX C TOYHOCTLIO Ka-
mepsl. B nosecTtBoBatensHbix cepuAx Abpamos
pacnonaraeT pMCyHKW B CTPOromM MOpAAKE, co-
NPoOBOXAaA WX 3BTOPCKUMM KOMMEHTapUAMMU
unu “cybtutpamun’’. Takum obpasom, Kak 3to
CBOVCTBEHHO W 0BbIMHOMY KWHO, Maneiwime Ha-
pyWeHUWA B MOCNejoBaTensHOCTH PUCYHKOB
(kappos), He mornu Bbl OCTAaTbCA HE3ameueH-
HbIMU.

KoHuentyansHelie cepun AbpamosBa obycnos-
neHbl BAWAHWMEM Ha Hero no33uv Benumwupa
XnebHukosa, OH nuwer: “"XnebHukos nepseii
npuenex mMeHA K npobneme paGoTel Hap cob-
CTBEHHO A3bIKOM WCKYCCTBAa, KaK YWMCTO MO3aTtw-
YECKMM, TaK M KUBONWUCHbIM. YBnexk pabotoi
Hap ero CTPYKTYpoOW, NOMCKamMi  NepBOOCHOB
{T.e. NnepBUYHLIX CNOB, @ B XXUBONWUCK — KakK Bbi
Nepso3anemMeHTOB) , 3aKOHOMEPHOCTEN U HOBbIX
BbIPasaUTenbHbIX cpeacTe Asbika. OcobeHHo 3a-
HMMaeT MeHA CNWUAHWE WNKW CKOpee coveTaHne
cnoBa W M3o6paKeHWA B Ka4ecTse HEKOro HOBO-
ro YCNOXHeHHoro 3Haxka (wnu HaGopa 3Hakos)
APYron sutaemoctn’’. PucyHkn, nogobueie " Bei-
CTPOKOHeYHOMY Bpemenu'’ 4eTKO UnnCTpupy-
0T NpUHUMN, nocpeacTeom Kotoporo AbBpamos
KOHCTPYMpPYET CBOW CEMMOTHMYECKWE CTPYKTY-
psi. MpoctpancTBo "“BeicTpokoHesHoro Bpeme-
HW' ynopAAaoueHo 6GnarofapsA HanuuMIo cepuu
NNOCKOCTeN, KaXAaA U3 KOTOPLIX HeceT Ha cebe

quence become apparent at once.

Abramov’s conceptual or idea-oriented series
were influenced by the poetry of Velimir Khleb-
nikov. The artist says: "It was Khlebnikov who
first interested me in the problem of working on
the language of art itself. | work on the structure
of language searching for its sources (that is the
root words, or basic elements in the plastic arts)
its rules and new expressive devices. | am particu-
larly attracted by the mingling, or rather the
combination of the word and image as a new,
complicated sign (or series of signs) that can be
read in a different way"'.

Drawings like “Quick Pointed Time” clearly
illustrate how Abramov erects his semiotic
structures. Its space is created through a series of
planes each of which carries a phrase or a single
word. In this work the artist is not concerned
with formal and poetic problems but rather seeks
a total harmony between seemingly unrelated
and diverse objects and notions existing in time
and space.

Another aspect of Abramov’s work relates to
his interest in Zen philosophy from which is
derived a series of drawings called ""Frames.”
Each drawing consists of a frame which delinea-
tes empty space or a highly laconic graphic com-
position. In "Quick Pointed Time' and in ""New
Lexicon”, Abramov "interprets the world by
grasping little pieces of it" and giving "an appro-
ximate vision of the whole only through a series
of grasps.” In ""Frames'’, however, he reduces
his verbal and visual vocabulary to the minimum
and attempts to achieve metaphysical exactness
in a single drawing.

The "Frame™ depicting triangle, circle, and
cube is a good example of Abramov’s metaphy-
sical symbolism. Plato in his philosophy of
Forms claims that "the world of pure form (ma-
thematical figures and their relationships) is the

thpasy unu otaensHoe noHATue. B atou paborte
XYAOKHUK He 3aboTuTca o (hopManbHbiX WK
KOHKpPETHO-NMO3TUYEeCKUX 3afayax, a, CKopee,
CTPEMUTCA K TOTansHOW rapMOHUM MeXAy pas-
HONNAHOBbIMKM O6BLEKTAMM WMAKM WABAMW, Hace-
NAKWWMKW BpeMA W NPOCTPaHCTBO ero Komno-
3UUNA.

Opyron acnexT TBOpyYecTBa AbpamoBa conps-

W3z cepuu “lpoexTel”, 1977
From serie “Projects”, 1977

real world, whereas the world we see, is the realm
of the unreal, of illusion, of change, and of
death.”” Abramov's drawing with three basic
geometric shapes (the cube is homomorphic to
the square) seems to be the visual expression
of Plato’s idea of “the real world.” In fact, in
each series the artist shows his awareness of Pla-
to’s two worlds, constantly moving from reality



HeH c uHTepecom kK [aed. MNocnegHee — paert
UMNYNLC K CO3AaHWIO CEPUKN PUCYHKOB, HMEHY-
embix “Pamikamu’. Kaxablit pucyHox cocrout
M3 pamMK#u, oYepuMBaloLLEit MYCTOE NPOCTPaHCTBO
WNK KpaiHe NakoHUYHYI0 IpatuvecKyo Komno-
amumio. B "BbicTpokoHedHom Bpemenu' u B
“Hoeom Jlexcukone’ ABpamoB WHTEprpeTUpy-
T MWP METOAOM 3KCTPanonAuMMK, T.e. Kaxk Ol
3K3ameHyR ‘oTAensHbie ero Kpynuubi W cosna-
BaR npubnumKeHHYD KapTWHY UENOro Ha OCHO-
BaHWM KoHeyHoro uucna npob”. C apyroit cto-
pOHbI, UMeHHO B "Pamikax’’ thpaseonoruueckuii
W BU3YanbHbIA apceHan JOBOAUTCA A0 MUHUMY-
Ma B CTREMANEHWW A0CTUYE MeTathu3uYECKon Tou-
HOCTU B KaXKA0i OTAENbHON KOMMO3ULWK,

“"Pamka’, 8 KoOTOpylo BnMcCaH TPeyronbHuUK,
Kpyr U kKy6 — HambBonee xapakTtepHa B nnaHe
UenonsL30BaHKWA MeTadmanyecKoro CUMBONN3IMa.
MnatoH B ero cmnocodmu copm yTeepxAaan,
Byato “mMup u4ucteix hopm (MaTemaTuueckue
KOH(UIypauum n Ux COOTHOLIEBHWA) CYTh peans-
HbIA MUP, TOTA3 KaK MWUP, BUAUMBIA Hamu, —
NPUHAANEXKNT K 06nacTu BbiMbICAE, WUNNIO3UIA,
nepemeH W cmepti.” PucyHok ABpamosa ¢ Tpe-
MA KaHoHWYecKUMK durypamu (Npu ycnosum,
4yTto KY6 romMomopcheH KBagpaty) MoXeT chny-
WMWUTb HarNAAHOW WNMKOCTPaUMeid NNaToHOBCKOM
uaeun ""peansHor peanuu’’. dakTUvecKH, B Kax-
LOW K3 CBOWX CEpUil XYOOXKHWK OCO3HaeT npu-
cyTcTBMe 06enMx NNaTOHOBCKWUX peanuid, nocro-
AHHO NYTELUEeCTBYA OT peankHoro K abecrpakTHo-
MY ¥ 4aCTO KOMBUHUPYRA aTpBYTUKY ABYX 3TUX
ciep. To, kak ABpamos uHTepnperupyer "'pe-
anbHblli MUP" Ha A3bIKe reomeTpuyeckux cn-
ryp, HasoAMT Ha ECCOUMALUMIO C AMOHCKUM XYy-
AOXHUKOM Havana X|Xseka CuHraitem, MmeHo-
BaBLUEM CBOK KOMMO3ULWKD C TEMMW Xe CambIMu
reomeTpuyeckumu hopmammn “3nakom Beene-
Hon'',

Mpen ""Pamok™, ouepunBaowmx nycroe npocrt-
PaHCTBO, NEepPeKNMKaeTCA ¢ ANOHCKUMMK "'cymn”’,
— JKMBOMWCLIO, B KOTOPOW NYCTOTa ABNAETCA
NONHOMPABHOI 4aCTbio NPOM3BEAEHWA, a HE NpPo-
cT0 HesanucanHeiM thoHoM. Ha A3vike [zeH Ta
e camaA uaeA morna Bel BbiTe BbiparkeHa cne-
Ayowuvmu asyma dpazamu: 'kpacuts 6es kpa-
cok' unn “urpate Ha GeccTpyHHOM NoTHE'". [0~
GONLITHO, YTO Aake HarHeTaHWe APKWUX TOHOB Ha
KpaAx pamoK He ABAAeTcA y ABpamoea cnegcT-
BuemM opmanbHbIX YCTAaHOBOK; OH, CKOpee,
crapaeTcA NpuAaTe 3TOMy onpeaeneHHyto dvno-
cohcKyo KOHKpeTHoCTk. ABpamoe nuwet: ‘s
pamke unu, sepHee, B o6pamneHun A Bee Bonee
v Bonee Hyxaarock. Pamka MHe nomoraer caep-
WaTe (BMECTUTL) NoTokK WHbopMaumu, He AaTh
&My pacnon3TvcCh, BeINNECHYTLCA 38 Kpain'’.

Cpeav nocnegHux pabor ABpamMoBa — pUCYH-
Ku u3 cepuin “Xentein, KpacHeiid, TonyBoi’.
HaseaHue BbifaeT HamepeHue asBTopa, CBUAe-
TENLCTBYA O BpemMeHHOM OBOCTpeHUW uHTepeca
K thopmankHbiM npobneMam: BbIABNAIOTCA LBe-
TOBblE COOTHOWEHWA; pa3pabaTbiBalOTCA KOM-
fno3avumK, OCHOBaHHble Ha nogo6Horo poja co-
OTHOLWeHUAX. [MPOCTPaHCTBO CTPOMTCA M3 no-
KanbHbIX UBETOBbLIX MNAOCKOCTEW: XenTblk (B
kavectee thoHa) nnoc rony6oit U KpacHbin. He-
3aKpalleHHbIM MyCTOTam B AaHHOM Cly4ae oT-
BOAWTCA BTOpOCTEneHHaA ponbk. B cneayiouwen
KOMMo3uuuu — ronybele U KpacHble Tpeyrons-
HWKW coymapRioTcA ¢ BenbiMu, Ha KOTOPbIX B
COOTBETCTBYIOWEM NOpPAAKE MOMELLeHL! crnoea
“xonoaHoe” w “ropavee’”. BeoaA 3t cnosa B
CTPYKTYPY pucyHKa, ABpamoB BbIABNAET Ty A0-
MONHUTENBHYI0 MCUXONOrMYECKYH Pa3MepHOCTS,
KOTOpafA Hanw4ecTByeT B WBeTe HapAAY C BU3y-
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to abstraction, and often combining these two
realms. Abramov's translation of ""the real world”
into the language of geometric figures resembles
the work of the early 19th century Japanese art-
ist Sengai. The latter called his drawing of the
same geometric shapes "'Sign of Universe.”

The concept of those ""Frames” which delineate
an empty space echoes with the Japanese ‘sumi’
paintings in which emptiness is a part of the
work and not just undone background. In the
language of Zen the same idea can be expressed
in two phrases “painting by not painting” and
“playing the stringless lute.” It is curious that
even the brightly colored frames or settings of
each drawing are not formal devices. Abramov
likewise places them in a philosophic context.
He writes: "'l need a frame or a setting more and
more. It enables me to restrain the flow of infor-
mation, keep it from crawling out, spilling
beyond the edge.”

Among Abramov’s latest works are the draw-
ings from a series "'Yellow, Red, and Blue."” The
title reveals the artist’s intention which clearly
shifts toward pictorial and formal problems. He
explores the relationships between colors and

13 cepuu “Menroe, kpacroe, zonyboe”, 1979
From the serie ""Yellow, Red, Blue”, 1979
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ansHoi. B Apyrom pucyHKe M3 TOW Xke cepum creates compositinns based on these relationships
HEMTPanU3yeTcA KOHTPAacT MEeXAY TennbiMm Kpac- The picture space is constructed of flat primary
HbIM M XONOAHBIM CUHWUM, NYTEM pasaeneHua ux color fields: yellow as a drawing background,
csoero popa norpaHudHoOW nonocow B Bupe Ge- blue and red. The shapes left in white are secon-

dary elements in the compositions. In "“Hot and
Cold” blue and red triangles adjoin white ones on
which the worlds “cold” and "hot" respectively
are written. By introducing these words the artist
evokes the psychological dimension inherent in
color as well as the visual one. In another draw-
ing from this series Abramov neutralizes the
contraposition between warm red and cold blue
by breaking their color fields with a white rectan-
gular shape. The diagonal placement of the color
fields reinforces the vitality of the composition
already achieved by the color contrast, The white
shape encloses a limited line which runs horizon-
tally from edge to edge of the rectangle. This line
is the only element which connects this drawing
with the artist’s earlier conceptual works. This
last series clearly falls into the perceptual cate-
gory of video, and it seems that the "kaleidosco-
pic patterns’ of its drawings could have become @
quite picturesque given the motion of a video
tape.

Abramov's work raises highly important ques-
tions relating to the dependence of art work on
technological progress. The second part of the
20th century is a time when technical equipment
is ready to replace any possible mastery and in-
ventiveness an artist can achieve manually. Today
polaroid photographs can be barely differentia-
ted from the original masterpieces they depict.
And the most advanced visual centers dedicate
their work to the development of possible artistic
languages expressed in technological terms.
Should the creative process further develop its
"collaboration”” with the machine or should it

noro NPAMOYronsHuKa. [ljuaroHansHoe pacnono-
)KeHWe LBETOBbLIX NNIOCKOCTER, HanpoTHB, ycunu-
BaET HaNpAXEHHOCTs Komnoswumu, n 6Ges Toro
peakon — 6BparopapA UBETOBOMY KOHTpPacTy.
Bensi NnpAMoOyronsHUK BKnlovaet B ceba opu-
EHTMPOBAHHY NUHUIO (cTpenky), npocTupato-
WYHOCA MOPU30HTAaNLHO OT OAHOro KoHua top-
Mbi 00 Apyroro. 3Ta cTpenka ABNAETCA Kak Bbi
SAVMHCTBEHHLIM  2MIEMEHTOM, CUHTAKCUYMECKMW
poacTBeHHRIM Bonee paHHUM KOHUENTYanbHbLIM
paGotam. B uenom, onucaHHan Beilue cCEpUA AB-
HbiM 0BpasoM TAFOTEeT K NepcenTyanbHoW Ka-
TEropvM BUAEO, W, K@KETCA, YTO Kanennocko-
nuyeckue KoHMUrypaumum 3Ton rpynnel pucyH-
KoB mornu Bbi cTath ewe Gonee BneyaTnAOLWMW-
My, Koraa 6ei UM Bbina AOCTYMHA CKOPOCTL BU-
naeo-unbma.

Weckyccteo AGpamoBa saTparvsaet BNonHe
BaXHblE BONPOCLI, CBA3aHHbIE C KOppenAuuen
MEXAYy MCKYCCTBOM W TEXHONOTMYECKWUM mpo-
rpeccom. Bropaa nonoBuHa XX BeKa MHWUTCA
TEM CamblM BpeMeHEeM, KOrja TeXHWYeckan an-
napatypa B COCTOAHWM CONepHW4aTh B thopmans-
HOM M306peTarensHOCTM W MCNONHUTENBLCKOM
MacTepcTBe C yenoseveckum cyuiecteom. Cero-
AHA nonapovaHbie hoTorpadvmn ¢ TPYAOM MOX-
HO OTAWMMUTL OT opuruHana, u Hambonee nepepo-
Bble LUEHTPbI MO NPUMEBHEHUIO TEXHWYECKWX HOB-
WeCTB HanpasBnAKT CYLWeECTBeHHbIE YCWNWA B
CTOPOHY PasBUTHA U MMUTALWWN BCEBO3IMOMKHBIX
XYAOMEeCTBEeHHbIX CpeacTs, paboTaowmx Ha baze
TexHonoruu. [lomkeH nNW TBOPYECKWH npouecc
pPasBMBATLCA B AanbHEeiLEM COTPYAHWYECTBE C
MALIMHOW MMM OH AOMKEH BEPHYTLCA Ha Kpyru

cBoR? He)kenaHHoe HeBMelLaTenscTBo AHApeR “MpoexTs”, 1980 express a revolt against the joining of art and
Abpamosa 8 peanbHoe BUAGO — MOArOTABANBAE-  “pryiaers’”. ‘1980 technology? Abramov’s reluctant noninvolve-
er ?na'rtbopmy ANA Pa3mbllUNEHUA KacaTenbHo ment in video provides a good platform for
atoih npobnemsl. speculation on this question.

Mapraputa MACTEPKOBA Margarita MASTERKOVA
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