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БУМАЖНАЯ РЕВОЛЮЦИЯ

Пресс-релиз

Даты проведения: 7 июня - 8 октября 2017
Место проведения: Музей искусства и дизайна Атомиум ADAM (Art & Design Atomium Museum), Брюссель (Бельгия)
Кураторы: Александра Санькова, Константин Акинша
Организаторы выставки: Московский музей дизайна, Архив А. Родченко и А. Степановой, Ne boltai! Collection (Прага)
7 июня в ADAM Art & Design Atomium Museum (Бельгия, Брюссель) откроется выставка "Бумажная революция", подготовленная Московским музеем дизайна совместно с Архивом А. Родченко и В. Степановой и частным собранием Ne boltai! Collection (Чехия, Прага). Проект посвящен графическому дизайну 1920-1930-х годов и приурочен к 100-летию октябрьской революции в России - одному из самых значительных и неоднозначных событий в истории страны. В экспозиции будут представлены работы Александра Родченко, Варвары Степановой, Густава Клуциса, братьев Стенбергов, Эля Лисицкого, Сергея Сенкина и многих других. Это книги, журналы, рисунки, марки, почтовые открытки, архивные фотоматериалы, рекламные плакаты, афиши, упаковка в стиле конструктивизма, а также знаменитый манифест «Конструктивизм» Алексея Гана.  
На заре становления молодое революционное государство нуждалась в особом визуальном языке. Плакаты, афиши, обложки книг и журналов стали основным инструментом пропаганды политического строя. Художники-конструктивисты, представители наиболее значительного художественного движения 1920-х годов, декларировали конец традиционной живописи и создание "нового искусства". До начала 1930-х годов политические изменения в обществе и эстетические в искусстве происходили параллельно. "Конструктивистская революция" должна была полностью изменить роль художника и сделать его конструктором вещей, создателем нового материального мира. Но массовый потребитель не был готов к экстравагантным минималистическим проектам мебели, предметов быта, одежды; не хотел платить деньги за искусство, превратившееся в повседневные вещи. "Эстетическая" революция осталась только на бумаге. 
Практически единственной сферой, в которой художники могли применять новаторский подход, был графический дизайн: оформление книг, журналов, плакатов. Графический дизайн конструктивистов стал стилем времени. Именно

это искусство периода массовой технической репродукции было основным продуктом художников, мечтавших о покорении всего материального мира, но сумевших покорить только мир бумажный.
Экспозиция будет представлена следующими разделами:

Торжество типографики - конструктивистский шрифт

Оформление в стиле конструктивизма было основано на типографических шрифтах. Контрастное сопоставление букв разных размеров создавало визуальную иерархию текста, использование шрифтов разной толщины и цвета и лестничные построения набора помогали акцентировать его смысловые элементы. Впервые этот прием был использован Алексеем Ганом в манифесте «Конструктивизм». 
Супрематизм как украшательство - трансформация абстрактной

живописи в дизайн
Раздел посвящен супрематическим экспериментам в сфере графического дизайна. Геометрические элементы основных цветов супрематизма - черного, белого и красного - широко использовались в книжном дизайне, а также стали традиционными элементами фотомонтажей. 
Собирая обломки образов – фотомонтаж от иллюстрации до политической иконы

Техника создания композиций из фотографических фрагментов позволяла моментально реагировать на политические события, поэтому фотомонтаж стал наиболее эффективным инструментом визуальной пропаганды. Первые фотомонтажи Александра Родченко были опубликованы в журнале «Кино-фот» в 1922 году. В 1923 году вышла поэма Владимира Маяковского «Про это» с фотомонтажной обложкой и иллюстрациями Родченко. Это стало триумфом фотомонтажа в советской культуре.
Конструктивистский маньеризм

С временем новаторские приемы Александра Родченко и Эля Лисицкого начали  применяться широким кругом художников, и конструктивистский дизайн стал стилем времени. В этот период конструктивизм перестал быть революционным движением в искусстве и превратился в "художественную моду".
Обложка журнала как лицо времени

Журнальные обложки, выполненные художниками-конструктивистами, играли роль визуального манифеста и подчеркивали идеологию издания. Некоторые из них, такие как «СА» («Современная архитектура»), «Новый ЛЕФ», «Техника и жизнь», были созданы полностью в стиле конструктивизма. Другие, например, журнал «30 дней», использовали некоторые конструктивистские элементы в дизайне, чтобы соответствовать утвердившейся моде.
Апогей стиля – «анонимный» конструктивизм
Широкое распространение стиля конструктивизм в графическом дизайне привело к появлению ряда "анонимных" авторов. Иногда инициалы художника могли быть указаны на обложке, но часто никакой информации об авторе не было. 
Сила образа - СССР на стройке как Библия для нищих
«СССР на стройке», любимое детище знаменитого революционного писателя Максима Горького, было эффективным средством пропаганды. Журнал выходил на пяти языках (русском, английском, немецком, французском, испанском) и рассказывал о достижениях советской власти. Главным элементом журнала были фотографии лучших советских фотографов - Александра Родченко, Аркадия Шайхета, Георгия Петрусова, Семена Фридлянда. 
Ударный труд как товар группы роскоши
В 1930-х годах появляется новый вид изданий - дорогие книги-фотоальбомы, пропагандирующие достижениям СССР. Роскошные, богато иллюстрированные тома стали популярным подарком для членов Правительства, делегатов партийных съездов. Ко второй половине 1930-х годов их художественная ценность снижается - творческое начало уступает место формальным приемам изображения.
THE PAPER REVOLUTION

Location: ADAM - Brussels Design Museum, Belgium.
Curators: Alexandra Sankova and Konstantin Akinsha
Organized by: Moscow Design Museum, Rodchenko and Stepanova's Archive, Ne boltai! Collection (Prague)
The Paper Revolution. Soviet Graphic Design and Constructivism [1920 – 1930’s] is dedicated to one of the most outstanding art phenomena of the 20th century. During its first decade, Soviet Russia, a young revolutionary state, needed its own visual language. A new artistic movement was born from this dynamic and was named Constructivism. Posters, magazines and book covers became the main propaganda tool of the new political regime. Constructivist artists declared the end of the traditional art and proclaimed the beginning of a new era. Social, political changes were happening in parallel with aesthetic changes in the art sphere up until the 1930s. The objective of the Constructivist revolution was to change the role of the artist and to make him/her a creator of the new materialistic world, a constructor of new things. Nevertheless, consumers were not prepared for the minimalistic furniture projects, household goods and clothes. No one was willing to pay for an art transformed into everyday objects. So the aesthetic revolution lived mostly on paper. Graphic design became the only area where designer could apply their innovative ideas creating covers for books, magazines and posters. Graphic design created by constructivist artists depicted and reflected their time and aspirations. This type of art became the main vernacular of artists who dreamt to conquer the material world but succeeded to conquer it only on paper. 

The exhibition features examples of graphic design (posters, books, magazines, postcards) made in Constructivist style by outstanding artists such as Alexander Rodchenko, Varvara Stepanova, Gustav Klutsis, Vladimir & Georgii Stenberg, El Lissitzky, Sergei Senkin, Aleksei Gan, Valentina Kulagina, Anton Lavinsky and many others.

TRIUMPH OF THE TYPOGRAPHY

CONSTRUCTIVIST FONT

We can reasonably trace the origins of constructivist graphic design to the publication of the manifesto written by Aleksei Gan in 1922. In fact, all the elements which characterize the movement such as the role of typeset, the attention to fonts, combined with  creative variations of their sizes and their forms, were already evident in this publication. Unlike the handwritten Russian futurist books, the Constructivists fetishized printing press. One of the most remarkable achievements of constructivist typography was the discovery of the new semantic role of fonts, graphical elements and shapes of layout. As a consequence of experiments made by El Lissitzky and Aleksandr Rodchenko, typography finally started to compete with text. Arrows, bold fonts, underlining and enlarged punctuation marks were used to stress, if not manipulate, the meaning of the printed word.  Constructivists also embraced the notion of mass production and dreamed about the transformation of common objects into artworks – achieving great success in book publishing. 

COLLECTING THE FRAGMENTS

PHOTOMONTAGE FROM ILLUSTRATIONS TO PROPAGANDA

Photomontage was turned into a popular media after the publication of Rodchenko’s illustrations of Mayakovsky’s poem About This in 1923. Constructivists embraced it as the new way to construct images from photographic elements. They believed that such media matched the very spirit of modernity: traditional figurative art was dead but montage allowed to assemble images in the way cars were assembled on the conveyer belts of factories. The constructivists glorified the objectivity of photo images, which in contrast to traditional painting, represented the truth, ignoring and seemingly oblivious to the fact that the real essence of that new media was actually the manipulation of images. Since 1924, constructivist montages had been put at the service of political propaganda, soon proving their efficiency. Therefore indoctrination through image became their main function. By the second part of the 1930 photomontage started to lose its creative spirit, evolving into mere fake photography.

SUPREMATISM AS AN EMBELLISHMENT

TRANSFORMATION OF ABSTRACT ART INTO DESIGN

Around 1913, Kazimir Malevich developed the suprematism movement, a new style whose main principles were based on geometric abstraction. Soon, in 1919, attempts to use pure abstract forms for the needs of political propaganda had already started in the framework of the group UNOVIS (The Champions of the New Art) created by Malevich in the Vitebsk art school. This effort was small in scope and not always convincing and it was initially limited to a few attempts such as a billboards created by El Lissitzky and exhibited on the streets of Vitebsk or the famous poster Beat the Whites with the Red Wage (1919) also created by the artists.  But, in 1924, inspired by suprematism, Gustav Klutsis started to include red and black geometric figures in his montages. Numerous epigones would then use abstract elements typical of suprematism, with graphic compositions reduced to ornaments. Soon, black squares and red circles became common clichés of the Soviet graphic design of the 1920s – 1930s.
ICONOGRAPHY OF CONSTRUCTIVISM

PHOTOMONTAGE FROM ILLUSTRATIONS TO PROPAGANDA

After the death of Vladimir Lenin (1924), artists such as Aleksandr Rodchenko, Sergei Senkin and especially Gustav Klutsis started to produce propaganda photomontages. The application of this new medium for political propaganda subjects proved highly efficient as production of montages was incomparably faster than the creation of paintings or graphic compositions. As soon as in 1924, some basic types of the constructivist propaganda iconography were established. Radical artists who rejected academic painting started to produce compositions inspired by medieval religious art, where gigantic figures of leaders were juxtaposed with images of faceless masses. Many compositional structures were clear reminders of Orthodox icons. Moreover, montage was crucially useful because the majority of the population in the country was illiterate. Montages essentially became tools of political indoctrination.
MAGAZINE COVER AS A SYMBOL OF ITS TIME

The 1920s and 1930s coincide with the blossoming of Soviet press. Hundreds of magazines and newspapers were published in the new proletarian state, disseminating the words of Vladimir Lenin, who believed that “the press should be not only a collective propagandist and a collective agitator, but also a collective organizer of the masses”. The Soviet leadership took it seriously and the press rose as an important instrument of political indoctrination. During the 1920s, newsstands became typical and striking sights of the Soviet cityscapes with colorful covers of different magazines which attracted the gaze of by-passers. There were publications such as LEF (the Left Front of Arts), Soviet Architecture, Give!, The Brigade of Artists which were produced by the participants of the constructivist movement and aimed at a specific audiences. But there were also mass publications such as 30 Days, Women’s Magazine, Shift which appealed to the broader public. All the same, their covers also displayed the influence of constructivism, which became a real visual standard of that time.

ZENITH OF THE STYLE

ANONYMOUS CONSTRUCTIVISM

Constructivist graphic design gained popularity with an impressive speed. Since 1924, after the death of Lenin, when the soviet political propaganda reached unprecedented output, numerous artists started to mimic the photomontages produced by Gustav Klutsis. It has to be said that their success was also helped by the simplicity of the method of photomontage with resulted convenient for the production of visually propagandist materials. Some theoreticians closed to LEF  (the Left Front of Arts) cherished the idea that art, as an elitist practice, died when every proletarian would have been able to express himself. Photomontage turned this dream into reality: numerous professionals and amateurs applied and played with the “cut and glue” simple technique.  All around the state, the creative use of different fonts and geometrical elements testified about the great popularity of the trend. 
POWER OF THE IMAGE

USSR IN CONSTRUCTION AS THE BIBLIA PAUPERUM

The magazine USSR in Construction was established in 1930. The highly original concept was to dedicate each issue of this large format photographic magazine to a different report about industrial and military successes of the Soviet Union. From the beginning, the magazine was mainly produced for a foreign audience and it was thus published not only in Russian but also in English, French, German and, during the Spanish civil war, in Spanish.  Soviet propagandists were the first to understand the persuasive power of the photographic image and USSR in Construction became a reincarnation of the medieval picture book, known as the Biblia pauperum – the Paupers’ Bible, produced to indoctrinate the illiterates. The issues of USSR in Construction were designed by El Lissitzky, Aleksandr Rodchenko, Varvara Stepanova, Nikolai Troshin, introducing an innovative design and employing the best photographers of the state.


“VANITY BOOKS” OF THE BOLSHEVIK STATE

STRIKE LABOR TURNED INTO LUXURY GOODS

In the beginning of the 1930s a new type of book started to emerge. Initially dedicated to the activist workers of the Communist Party of the Soviet Union, these new publications started to cover an impressive and wide range of topics, from the buildup of the Red Army to the production of railway engines in the USSR. It looked like every state board in the country wanted to celebrate its achievement with a lavish publication. Unlike the books designed by the constructivists during the 1920s, these new “vanity publications” were outrageously expensive: albums, which usually included a minimum amount of text and a lot of illustrations, were printed on expensive paper and sophisticating bound.  Such costly volumes were not obviously destined to mass circulation and often were disseminated as presents for local and foreign dignitaries. The very essence of these expensive books contradicted every founding principle of constructivism. 

