method”, which included the diagonal compo-
sition, discovered by him, as well as foreshort-
ening and other devices, did not automatically
guarantee the artistic dimension of a work,
however. The practice of Rodchenko the photo-
grapher was confused not only and not so
much by the formal devices for which he was
so mercilessly criticised in the late twenties, as
by the profound inner romanticism character-
istic of him even in his student years. Sufpce

it to recall the make-believe letters he wrote
to Varvara Stepanova in the early years after
they met. This romantic element, embedded
in the childhood which he spent back-stage in
the theatre where his father worked, was trans-
formed into the powerful utopian thinking of
Rodchenko the Constructivist, who believed

in the possibility of a positive transPguration
of the world and mankind.

In the 1920s in each new photographic series
Rodchenko set new tasks and produced man-
ifestoes on what photography and life would
be like after they had been transformed by
the Constructivist artistic principle. In the
1930s, particularly towards the end, exhaust-
ed by criticism and persecution, he tried

to analyse life and artistic practice, his own
included, the evolution of which was deter-
mined largely by the developing aesthetics

of socialist realism. Incidentally, in the whole
history of Russian photography of the prst half
of the twentieth century Alexander Rodchen-
ko is the only person who, thanks to his print-
ed articles and diaries, left unique records,

bokkum Ingunni Wernersdottur fyrir studning vid syninguna.
Special thanks to Ingunn Wernersdottir for her support
of the exhibtion.

artistic repections by a photographer-thinker
who witnessed historical cataclysms, which gen-
erated within him a tragic conpict of conscious
premises and the unconscious drive to create.

Tired of the constant revolutionary
transformations that produced a reality far
from the ideals which had inspired his early
period of creativity, he wrote in his diary

on 12 February 1943: “Art is service of the
people, but the people are being led good-
ness knows where. | want to lead the people
to art, not use art to lead them somewhere.
Was | born too early or too late? Art must
be separate from politics ..."2

In the Pnal years of his life, betrayed by
friends and pupils, deprived of the right to
work and earn his living or take part in exhibi-
tions, expelled from the Union of Artists, and
in very poor health, Alexander Rodchenko
was nevertheless a very fortunate man. He
had a family: his friend and comrade-in-arms
Varvara Stepanova, his daughter Varvara Rod-
chenko, her husband Nikolai Lavrentiev, his
grandson Alexander Lavrentiev and his family,
a small, but very close-knit clan charged with
creative energy. If it had not been for this
family Russia’s brst photographic museum,
the Moscow House of Photography, might
never have appeared. In Rodchenko's house,
together with the Rodchenko family, we have
discovered and studied the history of Russian
photography, which would be unthinkable
without Alexander Mikhailovich Rodchenko.

Olga Sviblova
Director of The Moscow House
of Photography Museum

2 Ibid
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Frumkvooull lista

Russnesk framirstefnulist a fyrri hluta

20. aldar er einstaed i sdgu Russlands og

i menningarsdgu veraldar. Sa magnadi
skdpunarkraftur sem kviknadi hja listaménnum
bessa merkilega timabils er enn ad verki i
samtimalistum og medal allra peirra sem pekkja
afrakstur rissneska médernismans. Alexander
Rodchenko var einn af helstu frumkvédlum
bessa listskeids. Hann ték patt i ad méta ymsar
fridustu listhugmyndir pessara tima og hafdi
veruleg ahrif 4 tidarandann. Malaralist, hénnun,
leikhus, kvikmyndir, prentlist og ljésmyndun —
ekkert var framandi snilligafu pessa 6puga og
gleesilega listamanns. Alls stadar braut hann

i blad og ruddi nyjar brautir.

Upphafsar pridja aratugarins voru ,milli-
bilsskeid”, segir Viktor Shklovski, einn af
snjdllustu gagnrynendum og listfreedingum
bessara ara. betta timabil stéd ekki lengi, og
par var ekki allt sem synist, en einmitt pessi
ar attu félagslegt og listreent tilraunastarf
samleid. Um mitt petta timabil, &rid 1924,
gerdi Alexander Rodchenko atlégu ad
ljésmyndalistinni. Hann var pa pegar

ordinn pekktur listamadur og haféi yddad
listkenningu sina i vigordid ,Tilraunir eru
skylda okkar.! [ 4t6kum Rodchenkos vi®
ljésmyndalistina toku hugmyndir um edli
ljésmyndunar og hlutverk ljésmyndarans
grundvallarbreytingum. Hugsunarhattur sem
tok mid af deetlanagerd kom til ségunnar i
ljdsmyndalist. Adur attu ljésmyndir bara ad
endurspegla veruleikann sjalfan — ni voru
baer lika ordnar midill sem haegt var ad nyta til
ad tja 6pug heimspekileg kenningakerb.

Rodchenko beitti hugmyndafraedi
konstriktibsmans & ljosmyndunina og métadi
til pess ny vinnubrégd og teekni. bessar
adferdir breiddust hratt at. Nemendur

1 Anekcanap Pog4erko. OnbiThl Ans 6yayuiero. M., 1996.
C. 199-200; Aleksandr Rodchenko. Experiments for the
Future. New York, MoMA, 2005.

Rodchenkos og félagar i listinni tileinkudu
sér peer & skammri stundu, og ekki sidur
andstaedingar hans i listum og pdlitik. Farid
var ad tala um, Rodchenko-adferdina” sem
einkennist af skalinu-uppbyggingunni sem
hann fann upp, fjarviddarstyttingu og peiri
stilbrégdum. En audvitad var notkun pessarar
taekni engin trygging fyrir listreenum gaedum.
Ljésmyndarinn Rodchenko var undir lok
pridja aratugarins gagnryndur éveegilega
fyrir einhlida aherslu & form, en ef ménnum
pykir vanta samraemi i [jésmyndaverk hans er
orsakanna miklu heldur ad leita i djupraettum
réomantiskum vidhorfum sem einkenndu

feril hans alveg frd namsarunum — latum
naegja ad minna & aevintyrabrébn sem hann
skrifadi Varvéru Stepanovu arin eftir ad pau
kynntust. Rémantiskur strengur hefur liklega
buid i drengnum Alexander fra seskudégum
begar hann Iék sér ad tjaldabaki i leikhdsinu
par sem fadir hans starfadi, en sidar éx pessi
rémantiski pattur i 6puga Gtépiska kenningu
hja konstruktiPstanum Rodchenko, sem {
raun trddi & pann moguleika ad breyta meetti
manninum og verdld hans til hins betra.

Hver ljésmyndarédin rak adra & pridja
aratugnum og sifellt setti Rodchenko fram

ny markmid og ybrlysingar um ummyndun
mynda og mannlifs samkvaemt listreenni kenni-
setningu konstraktibsmans. pratt fyrir bunga
gagnryni og ofsoknir & fjérda dratugnum reyndi
hann stédugt ad greina mannlif og listferil

4 freedilegan hatt, einnig eigid lifshlaup og

list, sem nu hlaut i vaxandi maeli ad taka mid

af kenningakerp sésialrealismans. Alexander
Rodchenko er reyndar eini madurinn i allri
ljosmyndasdgu Russlands & fyrri hluta 20. aldar
sem leetur eftir sig ritud gégn um hina merku
ségu pess timabils, baedi i dagbdkum sinum
og prentudum greinum. betta eru listfraedi-



legar hugleidingar fra hendi mikils ljésmyndara
og hugsudar, og peer bera gléggt vitni peim
ségulegu jardhreeringum samtimans sem innra
med honum sjalfum framkélludu harmrzena
togstreitu milli dveeginna adsteedna og hinnar
edlisleegu kréfu um sifellda skopun.

Smam saman fylltist Rodchenko preytu og
efasemdum. Veruleikinn sem hin sviptingasama
byltingarpdlitik hafdi nd kallad fram reyndist
vera fjarri peim hugsjéonum sem fylltu
Rodchenko kroftum & fyrsta skdpunarskeidinu.
Hann skrifar petta i dagbdk sina 12. febrdar
1943: ,Listin er pjénusta vid f6lkid. En nu er
verid ad fara med f61kid ég veit ekki hvert. Eg
vil feera félkinu listina, en ég vil ekki nota listina
til ad teyma félk eitthvad Gt i blainn. Feeddist ég
of snemma — eda kannski of seint? bad verdur
ad skilja ad stjornmal og list.”?

Sidustu ar sevinnar var Rodchenko heilsuveill.
Honum var meinad ad vinna og bannad ad syna
verk sin. Hann hafdi verid rekinn Gr samtokum
listamanna, og félagar hans og nemendur
hofdu sndid vid honum baki. bratt fyrir petta
bjé hann ad aevilokum vid mikla hamingju par
sem var samhent fjdlskylda: Vinkona hans og
félagi Varvara Stepanova, déttir hans Varvara
Rodchenko og eiginmadur hennar Nikolaj
Lavrentev, déttursonurinn Aleksandr Lavrentev
og hans félk — petta var litil en ndin og samhent
fidlskylda, hladin sképunarkrafti. An peirra hefdi
fyrsta ljdsmyndasafn Rasslands, Ljosmyndahusid
i Moskvu, teepast ordid ad veruleika. Hér i hasi
Rodchenkos héfum vid dsamt Rodchenko-
fjdlskyldunni lagt stund & ségu rdssneskrar
ljosmyndunar. St saga er nd dhugsandi ef ekki
hefdi verid Aleksander Mikhajlovitsj Rodchenko.

Olga Sviblova
safnstjori Ljbsmyndahussins i Moskvu

2 Samarrit.

Generator of Art

The Russian avant-garde of the twentieth
century is a unique phenomenon not only in
Russian, but in world culture. The amazing
creative energy accumulated by the artists of
this great age is still providing nourishment
for artistic culture today and all who have
dealings with the art produced by Russian Art
Nouveau. Alexander Rodchenko was indisput-
ably one of the main generators of creative
ideas and the general spiritual aura of the
age. Painting, design, theatre, cinema, typo-
graphy and photography, all areas invaded by
the powerful talent of this strong, handsome
man, were transformed, opening up radically
new paths of development.

The early 1920s was an "“intermediate age”,
to quote Viktor Shklovsky, one of the bnest
critics and theoreticians of the day, a period
when, albeit briepy, illusively, there was a reso-
nance between artistic and social experiment.
It was at this time, 1924, that photography was
invaded by Alexander Rodchenko, already

a well-known artist with the slogan “Our duty
is to experiment” placed brmly at the centre
of his aesthetic." The result of this invasion was
a fundamental change of ideas about the
nature of photography and the role of the
photographer. Conceptual thinking was intro-
duced into photography. Instead of just being
the repection of reality, photography also
became a device for the visual representation
of dynamic intellectual constructions.

Rodchenko introduced Constructivist
ideology into photography and developed
methods and instruments for applying it.

The devices discovered by him spread rapidly.
They were used by pupils and like-minded
practitioners, as well as aesthetic and political
adversaries. The use of the "Rodchenko

1 Anekcanap Pogderko. OnbiThl Anst 6yayuiero. M., 1996.
C. 199-200; Aleksandr Rodchenko. Experiments for the
Future. New York, MoMA, 2005.



