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Svetlana Gorshenina

Art of Uzbekistan of the 1920 - 1950s:

The Relativism in Evaluating the Orientalization of Russian Avant-garde

Dealing with the heritage of Uzbekistan's artists of the 19205 to
1950s, you inevitably will find yoursell in the sphere of extreme
relativism, offering totally contradictory evaluations of this phe-
nomenon. Colonial artists? Orientalists looking for exolicism?
Avant-gardists reconstructing the world according 1o the laws of
art? Propagandists of arising socialist realism? “Hangers-on of
bourgegis culture” and formalisis? Heroes or victims of the re-
gime? Leaving aside the heritage of arl critics constantly reflect-
ing the ruling ideclogy, let's try to analyze this phenomenon on the
basis of some of 1he above mentioned suggestions

Colonial Artists

After the (Russian) revolution, the formula of “Russia as the moth-
er country - Turkistan as the colony”, & derivative of the classic
scheme of European imperialism, was common sense both in Eu-
rope and in Russia. Despite the peculianties of the Russian impe-
rial doctring, which had fram the beginning of the 20th century
supported the idea not of conguest but rather of a return to the
origing, this formula was transformed into @ mythologem of two
levels in the 1920s

Pre-revolutionary Russia, thanks to the efforts of historians such
as M.N. Pokrovsky and P.G. Galuzo and in accordance with the
early Bolshevik doctrine, was seen as mere "2 prison of nalions
and Turkistan as “a colony of Russian imperialism”. Al the same
time, the period after 1917 was seen as an epoch marked by vol-
untary union of liberated nations preparing the world revolution
The 1930s brought a different reading of the imperialist formula
The idea of colonial conquest irrevocably disappeared from the

Alaxander Volkow. Caravan. 1820 8

Anexcawdp Boneos. Kapaees, 1020-8 aode

lexicon of historians and was replaced by the idea of “peaceful
association of the Central Asia nations with Russia™ and the pro-
grammatic orientation towards the building of "socialism in a sin-
gle country”, which by that lime had been restructured into repub-
lics according o the ethnic-lerritorial principle {1924-1936). Such
a non-colonial understanding of Turkistan history unambigiously
excluded any evaluation of the first generation of Soviet artists in
Uzbekistan as colonial. At the same fime, with the exceplion of U
Tansykbaev and B. Murali, all of them formally belonged ta, the
‘greater Russians” (Russophile maovement) , as il was called al
the time. Whether originating from Turkistan or immigrated 1o the
region voluntarily, by mandate of the Turkistan Central Execulive
Committee for the development of culiure and art”™, as a result
of an administrative punishment or with the aim to avoid it. all
of them, without any doubt, considered themselves as bearers
of a higher culture, they had to bring 1o the “natives”, who had
lost the principles of the figurative art. The relationship between
the dominating and the dominated, which is typical for the sys-
tem of mother-country and caleny system, remained in place in
the framework of russification and sovietization of the perception
and the forms of education of the local population on the eastern
fringes of the Soviel state

Moreover, the distribution of artistic manpower in the “Saoviet East”
was also subject to the colonial centripetal scheme: Tashkent
which had been the capital of the general-governor's province of
Turkistan, for a long time preserved the role of the main center of
Central Asian arlistic life.

Orientalists Looking for Exoticism?

In comparison with the first generations of Russian artists, who
had been linked to the Turkistan of the 1910s to 1960s, when Rus-
sia and Europe really discovered Central Asia , the arlists of the
post-revolution decades were not searchers for exoticism in the
first place and in the proper sense of the word., The legacy they
received in the form of ethnographic works depicting scenes of
daily life and others in a politicized way illustration the conguest
by Russia, did not inspire them to similar enterprises because of
the withered character of this already created image of Turkistan
and the radically changed of vision of political history. In addition
to that, notl romantic Interpretations of a culturally world, nor the
cultivation of Eastern art traditions (which in its essence meant
the creation of the classical orientalist dichotomy of West and

Bl Asin, A Contamparaty Aichive
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East, the own and the outside world) had become the pivot of the
epoch, but the creation of a new world according o the principles
of the Bolshevik utopia with an active participation of a new arl.
The ethnographic “pacifism” of the 159th century made way lo a
militant avant-garde.

Avant-gardists

The artists of Uzbekistan of the 1920s and 1930s had come 1o
Central Asia from Moscow, Leningrad, Kiev and Siberia and were
*second call-up”™ avant-gardists. Still being students, they had
passed through the templations of various formalist passions from
Malevich to Konchalovsky. Without having had the necessity o
break off with the precedent traditions of warld art (this was al-
ready done by their masters) and having found themselves in an
environment of the Muslim periphery of the empire, where figura-
tive art did not exist, they perceived themselves as bearers of
culture. As a resull. they did not choose the way of abstractionism
but preferred recognizable, figurative images of the world, Having
lost some of the original radicalism of the Russian avant-garde
under the conditions of the peculiar exoticism of the Turkistan
East, the arlists chose as their utmost priory the creation of a
new, bipolar artistic system, taking inlo account the funclioning
of avangardistic art in an Eastern conlext, that offered “oriental”
entourage and very specific traditions of decorative ari.

The development of the Central Asia avant-garde (which had gone
through the way of orientalization) proceeded into two principal
directions, although there was a number of artistic groupings,
often opposing each other in their principles (in particular, the
groups of AHRR and “Masters of New East”, which practically ex-
cluded each other). Al the same time, when A, Volkov, N. Kashina,
I. Mazel, V. Ufimisev, N. Karakhan and others were experimenting
to create new interpretations of eastern motives by using the figu-
rative principles emanating from the newest Russian-Eurepean art
{such as constructivism, decorativism, and primitivism), A. Niko-
laey (Usto-Mumin), A, Isupov. O. Mizgireva and B. Nurall were
trying lo synthesize the methods of eastern painling, in particular
miniature, with the largely undersiandable European tradition, in-
cluding Russian icon painting, Italian Renaissance, and European
avant-garde of the 20th century.

Propagandists of Arising Socialist Realism

Russian avani-gardists, who aspired o change the foundations
of the world and imported the revolution to the eastern frontier
areas of the Soviel empire, could not stand against the temptation
to go beyond the reproduction of the desirable transformation of
the Easl and actively participate in all political actions of the new
authorities. While preserving the eastern entourage as the “place
of action”, such as the architectural environmant, landscapes, tra-
ditional costumes and ethnic characters on the one hand and the
strongly decorative character of painting on the other hand, the
Central Asian orientalists changed the "action” itself, concentral-

ing on the depiction of the "new life of the Soviet East”, where
they themselves had already become active players.

As a resull, the avant-gardists by more and more “orientalizing”
themselves without even recognizing it, transformed into social-
ist realists. The transition was relatively painless, as both avant-
garde and the social realism created under the flag of utopia: for
the former this was the transcendent transformation of the "world
in general”, for the latler it was the reflection of the final, not yet
existing result of the communist reforms, undertaken just a day
ago. From the institutional point of view, centralized, Unions of
writers and artists {1934-1957) and the Academy of Arls (1947)
with their precisely determined statutes and regulations came lo
replace the arlislic groupings.

“Bourgeois"” Formalists

The Stalinization of Soviet culture from the end of the 1520s to
the 1940s was reflected in different ways in the creative work
of the representatives of Central Asian avant-garde arl. Some of
them, such as M. Kurzin, A. Nikolaev and others, were subject lo
repressions during Stalinist purges of the late 30s. However, the
majority resignedly passed to stereclype principles of socialist
realism, by all possible means Irying lo avoid bein labeled as
“formalisis”, Only a few artists looking for new “socialistic™ topics
such as A. Volkov and M. Karakhan began to develop different
figurative stylistics close lo the pursuits of the Mexican monumen-
lalists of Diego Rivera's circle. At the same time, the official aes-
thetic doctrine of “closeness to the people” and of “art as national
in form and socialist in content”, which had been developed from
the beginning of the 1940s together with the fundamental idea of
the Soviel propaganda about the great historical past of the Cen-
tral Asian nations, promoted interest into the folkloristic aspect
of popular art and, as a consequence, Into its oreintalistic inter-
pratations. Orientalism, though with certain reserves, obtained an
opportunity to develop within socialist realism. In essence. for
Uzbekistani artists, among whom by that time locals such as C.
Akharov had already made their appearance, this, became ihe
only possible way of sell-expression

Thus, the extreme relativism of any analysis of Uzbekistani art of
the 1920-1950s, reflects the complexity of this phenomenan, de-
scribed as orientalism. As a matter of fact, each of the abovemen-
tioned aspecis reconstructs, in dialectical sequence, the slages
of arientalization of Russian-Saviet arl, which pretended o serve
and, to some extent, had actually served as a conductor of Eurg-
pean culture to the Central Asian region.



Ceetnava MlopweHwvHa

NckyccTeo YabeknctaHa 1920-1950-x ropos:
PensaTUBM3M B OLEHKax opueHTanm3auun pycckoro asaHrapaa

Ofpawancs ¥ Hacneguw xygoxkukos Yibexuctana 1920 - 1950
rogos, HewabexHo nonagaewes 8 chepy KpadHero penATHBMIME,
npegnaraswerog nHHHETpHJ‘IhHU npUTHHDHGHDKHhIﬁ OWEHKW 3TOro
ABNEBHKWA, KUI‘IIJHHBH!:H[:IE IYRGIHHKH? DPHEHTBHHETI:I - MCEATENW
IKIOTHKMT ABaWrapaucTel, NEpecTpavBalue MHp N0 3aKOHAM
uckycctea? [ponaraHAWcTel Haposfamwerocs coupeanwama?
«MpUXBOCTHY BYpPRYa3HOR KYNbTYpPhLx ¥ (hOpMANMCTLIT T@pOM Ak
wepTan pexuma’? DCTaENAA 8 CTOPOHE HACNEOWE XYAOKECTEEHHON
KPWTHKW, KOHCTAHTHO OTpasaslued rocnoACcTBYOWYD WOEONOIHI,
NONLTIEMCA NPOAHANKINPOBATE OAHHLIA MEeHOMEH. OTTANKHBAACE
OT HEKOTOPBIX U3 NPeOnoMEeHHEIX NOCHNOK

KonoHWankHeI® XYOOKHHEN

Nocne pesonudd dopMmyna PoCCUA-METPONONKMA — TypKecTau-
KONOHWA, NPOM3IBOAHAA KNACCMYECKOR CXeMbl EBponedckoro
wMnepwankima, ofwenpuHATas kax B Espone, Taxk ¥ 8 Pocouu,
HECMOTPA Ha 0COOEHHOCTH pYCCKOR WMNEpPCKDW  AOKTRHMHGI,

MyccuposagWwen ¢ wWavana XX Bexka WOeW HE 3JABOSBEAHWA, &
BOIBPALBHUA K NepeOWcTORaM, Tpakcdopumwpyerca 8 1920-e
rofsl 8 Mudonaremy AByx YpOBHER.

Yeunuamn wctopakos (M. H. Noxposckwid, 1. . Tanyao)
AOpEEONOUMOHHAA POCCHA B COOTBETCTEMH C  PaHHER
fONeWEBKCTCRON  QOKTPHMHOR  BWAMTCA  TONBKO  «THPBEMOR

Hapoaoes, 8 TYPKECTAH — 4KONOHWER PYCCKOTO MMMEPHAnNWaMas, B
T0 BpEMA Kak nepwod nocne 1917 roga BOCNPHHUMABTCA 3NDXOA,
piHAMEHOBAHHOR  NoBpoBOnbHbIM  COWAOM  OCBODOMOEHHLIX
HEpOOOB, FOTOBAWMX MUpOBYW pesonwums. 1930-e  rogwl
NPUBHECNH MHOE NPOYTEHWE HMNEPUWaNUCTHYECKOH QOPMY Nk,
Woes EQNOHWaNbBHLIX 3JI3xBaToR EEL‘HDEUFIDTHD WCHE3dBRT W3
NEECHEOHa WMCTODWEDE, 2l Wa CMEHY NPpUXOQARAT WOER O KMUPHOM
npucoeauHenny kapodos Cpegredn Aavwm k POCCHR® W NPOTPEMMHER
YyCTaHOBKA Ha CTPOMTENRCTED COUWBNHMIMA B #O0TAEBNbLHO BARTOW
CTpaHes, NepeCcTPOEHHOR K 3TOMYy BpeMedn @ pecnybBnuew no
HALMOHANEHO-TEPPUTODHANEHOMY npuHuMny (1924 — 1936 rr.).
MopobHoe BHEXONOHWANEHOE NPOYMTEHWE WCTOPMM TyprecTada
WCKMK4Y3N0 OUEHKY NEPBOTC NOKOMEHWA COBETCKMX XYAOMHHKOB
YabenucraHa kax KonoHKankHex. BMECTE C TEM, 33 WCKNIDYEHWEM
Y. Tancwkbaesa v b, Hypanu, ow sce DOPMANLHO NPUHAANEXANN
K, MCNOMb3yA TEPMUH 3NDxW, asenuropoccame. Fogwewdcs B
TyprecTade wnN npuexas coga no cobCTeeHHOR BONE, MaWaaTy
TypUWMKa ona «pa3gnTeA KyNbTYPsl ¥ WCKYCCTEa», B pameax
AOMUHUCTRATHEHOID HAKAIAHWA KNI C Wensw wabemats Takosoro,
OHW, BHE BCAKDID COMHEHWA, YYBCTROBANH cefa HOCHMTENAMM
fonee BLICOKOA KYNBTYps, KOTORYW Heolxogumo Geino AOHECTH
A0 4TY3IEMUEB®, YTPATUBIUMX MPUHUMNE  w30bBpasvTensHorg
MCKycoTea, COOTHOWEHWE QOMWHMPYRWWA - AOMUHAPYEMBIR,
XapaKTepHoe ang CHCTEMBI METPONONWA — KONOHKWA, COXPAHANOCH B
pamkax pycudikaLMn ~ COBETUIALMN COIHAHUA W opM oBy4eHunA
MECTHOrD HACEMNEHWA BOCTOMHLIX OKPaHH,

MNomumo  3Toro, pacnpegencHMe xXyJOKECTBEHHEX CHA HA
aCopeTckoM BocToker Takwe YEMAQLIBANOCE 8 KONOHWANbLHYH
UEHTPOCTPEMMTENbLHYHO CXeMy: TAWKEHT, CTONUYE TYPKECTAHCKOTD
resepan-ryfiepHaTopcTea, ewe Aonro coxpaHAn 3a cofoln pone
OCHOBHOMO UBHTPA CPEAHEAZHATCKOR XYAOKECTREHHOR HHIHA,

Alexandar Nikolaey (Usto-Mumin), Friendship. Love. Eternity. 1828
Angxcandp Huxonaea (Yemo-Mysuw), OoysGa. Mofoss. Beuwocms

-
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QPHEHTHHHCTH = HCKaTENW IKIOTHEH

Mo CcpaBHEMHK: € NEpPBRIMH MOKONEHWAMKM PYCCKMX XYOADKHMKOB,
ceAlanHeix ¢ Typkectawom 1860 - 1910 rogos, korga COCTORNOCH
nognuHHoe oTkpeiTee CpegHed Aams Poccuen w EsponoR. XyQomHUEN
MOCTPERONIDUMOHHEX OBCATUNETHA MIHAHANLHO HE OuiNKW MCKATENAMK
aK30THEM B cobBcTeedHoM cMmeicne cnosa. Monyyedkoe Hacneave
- W B BHOe 3THOrpadMYeckn-OuTonMcaTensckux patot, w 8 dopme
NOMNWTHIRPOBAHHBX WNMICTPAUNMA POCCMACKOrS 33ROEBEHWA - HE
BAOXHOBAAND K nogofuHbiM nowckam no npeyrse GNexnOcTH yse
CO30aHHOrD uﬁpaja TY]JK'EC?EHE W panvkaneHoro WIMEHEHWR BUOEHWA
NoNMTHYECKOW WCTopuK, MMOMWMD 3TOT0, CTEPMHEM 3N0XH Drni He
POMAHTAYECEWE |-1HTED|1F|'ETE-U|-'-HU‘THHHEH‘HDTDEH.}I'J'II:T}'F}'HI:IMDTHDL'EEHHH
MMpA W HE KYNbTHEMPOBAHWE TPAJUUMA BOCTOYHOrD MCKyccTea (To
2CTh N0 CYTH = CO3NAHHE KMACCHYECKON OPHEHTANWCTCHOR ANKOTOMUM
3anapga v BocToka, MMpa CBDEMD W YYROTO), 8 CO3JaHWE HOBOMD MWpa
cornacHo nekanam BONLWeBNCTCKON YTOMWW NDW BKTHEHOM Y4aCTHH
HOBOFD MCKYCCTBA. THOTPADNYECKNR afiayguduame XX seka yorynun
MEBCTO BOWHCTAYHIWENMY aBaWwrapay

ABaHrapaMcThl

YifexwcTawckme xyaomduen 1920 - 1830-x ropos, npuexaswine @
Cpennwoiw Aameo wz Mockew, Newwsrpaga, Kwuesa w Cubupu Bnli
dBaHrapavcTamu KBTOPOrg MNpW3biBaw KOTOPBIE EI}'.'.'I','HH BlE
CTYOBHTEMH, MPOWNW WCEYC paiHoobpaIHey  DopManUCTHYBCKAX
yaneseHui ot Maneensa ao Konvanosckoro, He Bypyud noctasnehsl
nepen HeobXOQWMOCTHI Pa3psIBa C NPedbigylWiM ONLITOM WADOBOA
KHBONMWCH (3TO YxE Gwino COABNaHD WX MITPpaMW) W OHalIdBWWCbL 8
CHTYBUWNOTCYTCTEMA NA0DPAINTENLHOTO MERYCCTEE HA MYCYNEMEHCKON
OXpEMHE WMNEPMM, OHW, dyecTeyR CceBs KyNkTYpTREfepamu,
i3bpany e nyTe DBecnpegMeTHMYBCTEE, HO OTOABNH NPEANOYTEHME
yanagaemoMmy u3ofpaxexnw mupa. MNoapacTepRs NEpEOHEYENLHEN
pAfMKENWAM DYCCROrO @sadfapia B yonoewAx cececBpasHon
IKIOTHRN TyprecTanckoro Boctioxka, xygowHukd n3Gpand BaxHenwum
NPHOPMTETOM CO3ZAaHWe HOBOR, OWNONAPHOR  XyAOWECTEEHHOW
CHCTEMB, YYUTRIBAKNWER DYHRUMOHWPOBAHWE 3BAHMADAHOMD HCRYCCTES
B BOCTOYHOM KOWTEKCTE, NPEANAraBluem «OpHEHTANLHLIRY BHTYRAX 1
ceoeobpaIvbie TPEAULMK NEKOPATHBHOID MCKYCCTEE,

PazeuTve CcpeaHERaINATCKOrD asaWrapila, nowegwerc nd  AyTa
OpMEHTANWIALUMW, NPOTEKANo B ABYX OCHOBHBIX HANPABNEHWAX
HECMOTPA H3 HANWYNE MHOTOYWCAEHMLIX, HEDEOND ONNOIWUKOHHLIX
o NPHHLUMNAM, XYJOWECTBEHHLIX TPYNNWpoBOK (8 YECTHOCTH,
pravMmoncenioyanwme AXPP w  «Mactepa Hosoro Bocrokas)
B 1o spems kak A. Bonkoe, H. Kawwwa, W. Maszens, B. Ydumues,
H. Kapaxad w gp. npofoBany C NOMOWb0 WIOBRAIUTENBHLIX
MPUHLKNOE, POXABHHEIX HOBEAWKM PYCCKO-2BDONBACKMM HCKYCCTEOM
(KOHCTPYKTHEWMIM, OEKOPATHEMIM W NPAMUTHBNMAM), CO3JaTb HOBMIE
WHTEpNPeTaywM BOCTOMKOTO MaTepuana, A. Huxonaes (YcTo-Mymuk),
A. Wcynoe, O. Muarnpeea w B. Hypanm nbiTanWce CHHTEIWPOBATH
NpHeMsl BOCTOMHOW MWBONMCH, NPEWMYLIECTEEHHO MWHWATIOPL, C©
WHPOKD NOKWMBEMOR EBpONeRckoR TPaaUMER, Bknyaowedn 8 ceba
MCKYCCTBO PYCCKOR HKOKLI, HTansAMCKOro PeHeccanca w esponefcxoro
apaWrapia XX sexa,

I. 1823

Busmop ¥pusues Cosunamamuawcs. Bepdmoad

Alexandar Volkow

Anmkcandp Br

Gaing 0

fo figid. 1930 5

g, Baicod Gpudads @ none. TE3I0-e 2o




MponaraHAMcTLl HAPOXAAMLWErocH CoUupeanniMa

Pycckwd amarapd, NPeTEHOYWLWMA HIMEHWTL OCHOBG Mupa,
MMNODTHRYR PEBONHDUWK H3 BOCTOYHBIE OQRDIHMHBI coBaTCKOR
WMNEPWUM, HE MOF YCTORTe neped co0nasdoMm He  TONbXO
BOCNPOMIBEOEHHA XMenagMplx Tpaﬂmimpmaunﬂ BDCTDHH. HOD
W BETHBHOrD Y4YacTWR BO BCEX NONUTHYECKAWX AXLWAX HOBOR
gnacT, CoxpaHsn BOCTOMHBIA aHTypax «mecTa AERCTBMAS, T
8CTb apxuTexTypHoe obpamnedue, neR3amxe, TPAAWUWOHHLIE
KOCTHIMBl W 3THHYECKWE THMLI, C OJHOW CTOPOHL!, W NOJ4YEPHHYTO
NEXOpATHEHBIA XAPAKTED MHBONWCH — C APYrOA, CPEQHEIMATCKNE
OPHEHTANWETE HAMEHHNW «JBRCTAHEY, CHOHUBHTPHPOBABWMNCE HA
wianbpamerHnn «HOBOA wnaHw CoseTcroro BocToxas, rog OHW caMn
Bbinu y#e aKTHEHBIMY OERCTEYRLWHMA NHWLAMK,

B peaynLTatTe 4ero NPpAKTHYBCKW HEIAMETHD ONR CAMWX cebr
apavrapaucTel, Bce Gonee W GONEe wOPWMEHTANWIRPYRCH®,
npeepaTWnK¥ce B COUPEABNWCTOE. ﬂepem,u OniN OTHOCHTEMNBHO
Geaboneawed, MO0 W @BAHrapa, W COLPEENMIM TEOPUNM NOMG IHAKOM
YTAMMK. ANA Nepeslx 370 Beino TpaHcueHAeHTHOR Npeabpa3oranve
aMwpa Bsoobwes, ANA BTOpLIX — OToBpameMWe KOHEYHOrD
ewe He Ej‘LI.I_E!GTE',I'iEILLI:EI"EI‘ pEIYNLTETE TONbKQ BYEpPA HAYHATHIX
KOMMYHHCTHYECKWX NPeobpalosadui, C MHCTUTYUROHANEHOR TOUKK
IPEHMA, HE CMEHY XYOOMECTBEHHbIM TFPYNOMPOBKAM NOWXOOAT
LEHTPANWIMDOBaHHBE, © YETED ONPEOEBNEHHBIMK :."CTEEHMH
Comabl nucarened W xynosHwkoe (1934 - 1057 rr.) » Axagemus
xygomecTs (1947).

«BypeyazHeies (POpMANMCTLI

CranWHulalyus COBBTCKOW KynbTypel (koHey 1920-x - 1940-e
rr.) No-pa3HoMy OTpajunace Ha TBOpYeCTEE HDBHETEBHTEHEF‘
CpeOHealnaTCckord asadHrapfa, MHOTWE W3 KOTODBIX OK33anuck
PENpPEeCcCHPOBAHHEIMK B X048 CTANKHCKMX YWCTOK koHua 30-x rogos
(M. Kypawn, A, Hukonaes # ap.). OpHako GonswuHcTe0 BE3ponoTHD
nepgwno & CTEpeOTHNHLIM NpUHHUMNEM COUWENWCTHYECKOTD
pEaANMIME, wiferas ABCEME BOIMOMHbLIMA CPeacTEaMM GkiTe
ofsABNEHHBIMK aHOPMBNKCTAMUS H NHWe OTOBNbHBIE
XYAOKHHUEN B NOWCKAX HOBBIX «COUWANWCTHUYECKAX® TE8M CTANK
paapaﬁamaarb HHYH HEGﬁpHJHTEﬂbeH} CTHNWUCTHEY, EHHSH}'FJ
NOMCKAM MEXCHKSHCKUX MOHYMeHTanwctos kpyra 0. Pusepw (A
Bonkoa, H. Kapaxak v gp.), Npu 3a70M 0PHYHANEHER ICTETHHYECKER
AOKTPMHE CHAPOOMOCTHE W s MCKYCCTEA, HALUMOHANBHAMD NO dopme
W COLUMANWCTHYBCKOTD NO COQBPKAMUID Y, PAIBMBABWARCH BRYNE C
BazoRoR wIeeR COBETCKOM NpONarasasl O BENHKOM MCTODHYECKOM
NpOWNOM CpeaHeaIMartckux Hapogose (c wavana 1940-x ropgoa)
cnocofCTEOBANE NOJABDAKE WHTEpRCA K (DONBEKNOPHON CTOPOHE
HEPOAHOTD WCKYCCTRE M, CNEJOBATENLHD, K B0 OPUEHTAENNCTCKMM
WHTepnpeTaynAM, OpHeHTANMIM, X0TL ¥ C OTOBOPKAMM, NOAy4Kn
BOIMOMHOCTE DE3ZBWTHR BHYTPH COUMANWUCTHYECKOrD PeanuiMa
W gna yiBexwcTaHCKMX XYOOMHMKOB, CPeaW KOTOPeIX K 3TOMY
BPEMEHN YHE NOABMNKCE HALKWDHANLHEE kagpel (Y. Axpapos), no
CYTH, CTAN EAWHCTEEHHD BOIMOMHEIM NYTEM CAMOBBIPAREHHA

Takum obpajom, EKpaRHWA PENATHEMIM aHanwaa wWekyCcoTea
YabGexucTtawa 1920 - 18950-x rr. oTpasaer CROMHOCTb 3TOTO
ABMEHWA, BNUCEIBAKIWErOCH B NOHATHE DDWEHTANKAME, B KOTODOM
Ka®obi M3 NPMBEBJEHHEIX BRIWE ACNEKTOR PEKOHCTRYWPYET B
AWanekTUYBeCKOW NOCReloBaTENLHOCTH 3Tankl OpDWEHTaRW3IAUMK
PYCCHO-COBBTCKOrD MCKYCCTBA., NPEeTEHOOBABLISTD CNYHMTE W B
pnpefengHHon Mepe ChNyMWBWers nNposoaHHUEOm EEPONEACKOR
KYyNuTYphl 8 CPEAHESIMATCKOM MUpE

Pavel Bonkov. Proclamation of the Uzbek Sowiel Socialisl Republic. Thend of the 1520 £
Magan Boxexoa, Npoaciznowasie YICOP Kowey 1820-x sodos
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