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Mosed Boiic

®pank Crenna
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Ha passopore «Meramopdosy —
1HOPTPETHl XY[NOKHUKOB, CBOUMM DYKa-
MH CO3[[aBaBIOMX TO CTPAHHOC SBIC-
HAe, KOTOpOe MBI Ha3BIBAEM «COBPC-
MEHHBIM MCKyccTBOMY». I8 HaM cauni-
KOM II03[(HO IPUMULIE HX PaboTHI, elie
¢ GonbmumM OmMO3J{aHUHEM MBI y3HaéM
NX B JHOO. JTO TeM 6ojiee 00HAHO,
ar0 OOJIMK XY/IOKHMKA TaKasg JKe
gacTh ero ofpasa, 4To M ero paboThI
B xomne XX Beka smypnainsr n TV
clleaN M3 XYJOKHMKOB 3Be3ji, H
VYopxos O  M3BCCTEH HUTYTL 1ie
MeHbIe TBHUITH.

YroObl coxpanuth o0pa3, IyKeH
Mororpad. daau Hoappo upesBbryaii-
Ho gentil, roBopur ma WATH S3BIKAX,
muper B 6biB. 3am. I'epMaHEM 1 B Te-
YeHUe TOCIeNHUX TPHILATH JeT lpe-
CJICIYeT CaMBIX M3BECTHBIX JIOfied Ha-
el nuageTsl. Cpefin ero KJIMEeHTOB —
KOPOHOBaHHEIE 0COOBI, T1arfa PUMCKMIA,
Jpajaii-ilaMa, mo mambojee U3BECTIBI

XYIOKHUKHA
XX BEKA

Cro CCPMM, TOCBAINCHHBIC XYJOKIU-
KaM — pojuBmuMcst ne pamee 1881
u me 1o3xe 1933. Hauuuasa or Ilukac-
co M Komvyas boiicom wium navymnas
or Illarana wu wouvasi HKabGakoBBIM,
ecau Mbl OyJACM I'OBOPUTL O IAINAX,
yCIOBHO, cooTedecTsenunukax, Om pa-
0oTaeT ¢ HUMM C Y/IOBOJILCTBUEM, BJle-
3ag B MAacTepCKyl0 M B AyHIy Kark-
noro, u me 0e3 ocmqsalys HasnpiBact
Ka)KJ{OI'0 CBOMM JIPYTOM.

1losappo cosfiaer Kiaccnueckue 0o~
pasel, I Cro 110pTpeThl (KaK KOrja-To
B Pocenn moprpernt Hanneanbayma)
IPEIINCBIBAIOT KAJKJIOMY, Kak eMmy
ciiejlyet BBINIJICTL Brpeib. WU ecan
B nacrositgeM Ilosappo ewe Moo
ocJymatees, To Oyjiyliee IpUHAMJIC-
JRUT €My — MMelIo Tak THL M OyjAenn
BLINIAETh B yueOnukax u Jlspyccax.

Bekope paborst Jpgu Hosappo 0y-
YT nokaszaHsl B MockBe, a 110Ka MBI
IHOJNL3YEMCSI  KaTaJIOrOM ero  Opasmih-
CKOU BBICTABKHU, KypaTopoM KOTOPOU
Opur Mapk BepkoBud, KoOpAHUIaTOPOM
Hukosac Miunui, a croiicopoM asmna-
kommanust  «Lufthansa».

Kagjast oioxa snpase u3bparn ce-
OC renualNbHBIX XYAOKITUKOB W BIpa-
Be OomuOUTHCI B HTOM BHIGOpe. Her
CMBICJIA OCTOPOJKIHYATE, HOBBIE I1T0KO-
Jenust pasbepyrcst Jyuuie, 1o OyAyT
HUYYTH e (ojiee 11paBbl.

A. Tapxanos

Knayc Onpenbypr

Fenpn Myp

Wesapn
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[Ipe3eHTaLMg Xya0XHMKA

arist’s presentation

I'nasnbiii pegaxrop «/{l» npencrasasier
NepBblil HOMEpP BTOTO Toja

Tpesora, HeyBepeHHOCTh B cede, 60b 3a yXOAAULYIO Le-
JIOCTHOCTD He J[OIKHBI 3aCIOHATH HEOOXOAMMOCTH NOCTyNA-
TeJBHOrO JBMKEHHA NCKyccTBa. Mbl 3HaeM, YTO AKIEHTHI
cmemjaorea. Kak skuBoe sBieHue, M3ALIHbIe MCKYCCTBa
(daiin-apT) B MX KIacCHYeCKOM, TPaAMIMOHHOM BapUaHTE He
TaK yacro pagymior spurens csoumu orkpoituamu. Ho croammue
3a HHMM I1yOMHHbIE MPEICTaBICHUA AKTYAJbHbI KaK OMOP-
Hble TOYKH, 0 OTHOILEHNIO K KOTOPbIM COBPEMeHHoe MCKYC-
CTBO BEAET CBOii orcyer, camooleHuBaer cedsa. He 6ynem ci:e-
IIMTh ¢ BBIBOJAMM ¥ OTPHLATh. B KOHIEe KOHIIOB 3TO TOJBKO
IICKyeeTBO. B ceromnAmnemM Mupe ects Belll moBaskKHee.

B HOBBIX YCIOBHAX XYO:KHUKY KMBETCA OUEHHb TPY/HO.
Haxarannbie xoien npodyKCoBbIBAIOT, KoJeca BA3HYT. 3a
BbKMBAHHME HYKHO GOpoThcA HOBbIMU cnocofamu. Hyskibl
BHYTPEHHMIl PHIHOK MCKYCCTBA, FOCYAAPCTBEHHbIE U YACTHbIE
MelleHaTHI.

IIpoiina ucnsiTaHne «COLPEATHIMOM» U (TOTAJIMTAPU3-
MOM», COBETCKHMIi Xy{0KHHK OL{yLIaeT PacTepaHHOCTD OT
TOr0, 4TO Ipsajer 0e33acTeHYNBBIN NONYJIN3M H JOMOPOIEH-
Haa KomMmepuuaansagusa. Kyasrypa nesaassupyercs.

dtn obcToATEABCTBA MOOYAMIN HAC MOCBATHTD BECh HOMEP
XynoKHUKY.

Mut xoTenn NOqYEPKHYTH 3HAYEHHE JTMYHOCTH, ee YHHU-
KasibHOCTh, MOSKHO He NPMHUMATH TO MJIH WHOE MCKYCCTBO,
HO IOKa eCTh XY/A0KHUKH, OCTAETCA HANe:K/a, YTO NCKYCCTBO
He fniornoHer.

OrcryniienueM OT NPUHIMNA ITOrO HOMEPA MOKET NOKa-
3atbea cratha «Jlpyroe uckycerso». Ham ke ona mpencras-
JAAETCA OYEHb BaKHOW. 3ech MbI MBITAeMCA OTBETHTh HA
BOIIPOC-0JAr0KUTENh, KOTOPLIii 1 110 ceil leHb He MoJay4MI
TEOPETUYECKOro fie-Iope.

IIpucyrcrBue GppaHIy3CKHX H aMEPHKAHCKUX XY/OKHH-
KOB He 0JKHO YIUBIAATH ynTarens. Briwuenne ux B coser-
CKHMif KOHTEKCT 000ralaeT Hallu npexcTaBIeHns 00 HCKYyC-
cree XX Beka.

Ilpesenramua XyfaosKHNKA — YBJIEKATEAbHBI i KPUTHKA
MOCTYMOK: HAJ0 OCBOOOXUTHCA OT MPEB3ATOCTH, YHCTHIMA
rJIasaMy B3MIAHYTH HA HOBOE fIBJIEHUE M MCHBITATH OT BCTPEYH
¢ HHM THXYI0 PafoCTh.

Ham orGop He Geaynpeuen, Ho Mbl XOTEIH CAEAATH ITO
HAWIY4ymInM o0pa3oM, MOHMMAA, YTO HHTEPeC K HalleMy uc-
KyCCTBY Ha 3amajie u B CTpaHe BO MHOrO pPa3 NpeBHIIIAeT
3HAHHE 3TOr0 NpegMeTa.

Hapeloch, 4To coBpeMeHHMK, NPOYTA ITOT 3KYPHAJ, JyullIe
nojlyMaeT 0 CBOEM BpPEMEHHM M ero MCKYCCTBe M He Oyjer
o6uKaTbcA Ha cyap0y 3a TO, YTO OHA MOJAPHIA €My MMEHHO
3TOT NEPHNOJ UCTOPHH.

sKypuax o xygomunkax — aro orkpsitas fopma, oHa He
MosKkeT OBITH MCuepniaHa o{HMM HomepoM. MbI Gynem Bo3Bpa-
IAThCA,

Crenna Bazaszpani

Worries, lack of self-assurance, sorrow for dilapidating
integrity should not overshadow the onward movement
of art. We realize that the accents move now. Fine arts,
as a live phenomenon in their classical traditional variant
do not so often make the spectators happy with the new
discoveries. But the deep-going ideas standing behind
them are like the yardsticks and criteria for today’s art.
Let us not hasten with our evaluations and negations.
All'in all it is just art. There are more important things
in the modern world.

It is very difficult for an artist to live in the new con-
ditions. The wheels skid in the rolled rut and stick. One
should use new methods in the fight for survival. There
is a need fos the domestic market of art, state and private
Maecenas.

Being tested by the “socialist realism” and “totali-
tarianism”, the Soviet artist is taken aback by the coming
impudent populism and home-bred commercialisation.

All these difficulties prompted us to dedicate this whole
isstie to the Artist.

We wanted to stress the significance of a personality,
its uniqueness. One may not accept this trend of art or
another, but as long as the artists continue there is still
hope that the art will go.

The article “Other Art” may seem to be a deviation
of the principles. But we think it to be very important.
In this article we try to give an answer to the everlasting
question which still has not got its theoretical de jure.

The presence of French and American artists should
not be a surprise for the readers. Their inclusion to the
Soviet context enriches our views of the art of the 20th
century.

The presentation of an artist is a fascinating thing
for a critic. It is important to get free from prejudice,
look with the heart’s eye at a new phenomenon and quietly
rejoice meeting with it.

Our selection is not irreproachable. But we tried to do
our best, understanding that the interest in the West and
in this country towards our art considerably exceeds our
knowledge of the subject.

Hope that a contemporary having read this magazine
will take a closer look at his time and will not blame
his fate for bringing him in this very period.

A single issue of the magazine about artists can not
cover the whole subject. So, we will be back.

Stella Bazaziants
editor-in-chief
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JIpyroe MCKycCTBO

other art

G

Baguwm Iloaesoii

Boobpasum cebGe Taxoe spenume. Ha ojuoit n TOM K€ BBI-
cTaBKe DKCIOHHPOBAHA KAPTHHA, I/le JRUBOIMCEI] M300pasuil
HHTephep KOMMYHAJIbHON KBApTUPbI, HATJIAHO IPe/(CTaBUB
06pa3 HeBRIHOCHMOIL KoMMyHAIKu. TyT jie PAJOM Xy/OMHAK-
ABAHrapJMCT, CKOMIIOHOBAB PEATbHBI IIPe/IMETHBIA MAP aTON
KOMMYHAJIKH, CO3/IaJl HEUTO COBCEM MHOe — 00pas HeBBIHOCH-
moctu. Kax Oy[To m B IIepBOM U B JPYI'OM Clly4ae pedup HJeT
06 ogHOM T ToM sKe. OHAKO HTH [BA MPOU3BE/IEHUA CyIIe-
CTBYIOT KaK OB B PasHbIX MHpaX. ABaHIapiHas MHCTAIIA-
U HOKAK He IIOJ[[aeTcs, TaK CKa3aTh, PEryisiPHOMY HCKYC-
CTBOBEIECKOMY aHalIu3y, BlIajelolleMy CBOMME IpaBUIaMu
UCCIIeOBAHMISA COMlEPIRAHMISA B (DOPMBEL.

Hajo mosmaraTh, 9T0 aBaHrapAHOe IPOM3BeIeHAe TaAK jKe
[HOIeIKNT U3YIeHUIO B OIeHKe, HO B 9TOM CIyJae Bce 3TO
MOJKHO OCYIIeCTBIATH C APYTOil TOYKA 3PEHHUS — B Mepy u B
COOTBETCTBUH ¢ MHOM 00pasHOil cucTeMoit. dTa odpasHas CH-
cTeMa IpemoJiaraeT MeJslii KoMIIeKe kpurepues. OTHIONDb
He TOJBKO XY/I0eCTBeHHBIX, HO B Gosbmreii joire — BHe-
XY/I0/KeCTBeHHbIX: COLUABHBIX, HCTOPHIECKHX, ICHXO0IOIHIe-
cKuX, ecTecTBeHHOHAayIHBIX 1 T. I He caydaitno ke aBau-
rapJHBIM HCKYCCTBOM ¢ 0C000il CTPACTHIO 3aHUMAIOTCA Y HAC
ceiluac CJIOBECHUKH, BpayM, I0PUCTHI, (PU3HKE, COLUOIOrN,

KTO YTO/{HO, HO CPABHUTEJIHHO PEIKO HCKYCCTBOBEIBI, BbI-
ydeHHBIE U B3PALIeHHBe HA ONbITe (M3SMIHBIX HCKYCCTBY.

IIpes/ie Bcero, KOHCTATHPYEM HECOMHEHHOE CBOMCTBO
apaHrapauaMa: Ui Hero He MMeeT 3HAYeHWs KpUTEPHil mpe-
kpacuoro. Kpacora MoieT IpECYTCTBOBATH B 9TOM MCKYCCTBE,
a MosKeT u oTcyTcTBoBaTh BoBce. IIpmaem ot sTOr0 HEIEro
He npubasiseTcsa m He yOasusgercsa. Beuro 651 Hesemo omia-
KHBATh BCE DTO C BHJOM OCKBEPHEHHON HEBHHHOCTH UJIA
I'HEBHO IPOBOBIIAIIATE, UTO, ECKATh, HACTAN (KpH3UC 6e30-
Gpasusa». BMecre ¢ TeM DTOT JIO3YHT NPAMEHAJICA Ty Th JIM HE
1eJsioe CToJleTHEe, HAYAHAS CO BPEMEH BHIIBHHYBIIETO TOT
nosyur K. Moxiepa n nopxsarusiiero ero I'. B. Iliexamona,
COOOLUBINETO TaKAie M3YMIIEHHOI IyOIHMKe, YTO MONUTHIe-
cKas 0e3BIeTHOCTH BHI3HIBAET B HCKYCCTBE YPOJICTBO, B 4ACT-
HOCTH — CyO'HeKTHBHBIN M/IeANN3M HOPOH/IaeT KyOusM.

W xyposkecTBeHHAs IIPAKTHKA, W BIyMYUBAsi KPUTHKA, 1
IPOHHTATENbHBI IeHATe]h HCKYCCTBA JAABHBIM-/IABHO ITOHA-
M, 9T0 Pedb 37IeCh UJET 0 «APYTOM» HCKYCCTBE, HAJIeIeHHOM
co00CTBEHHOU TIPHPOMIOIL.

Jlanmee, NCKyCcCTBO aBaHrap/u3Ma HEKAK He CBOJUTCA K
COOCTBEHHO XY/IO/KECTBEHHBIM BUaM TBOPUECTBA — JKUBOIN-
cu, ckyabnType, rpaguke m ap. Ilponssenenns aBaHrap/us-
Ma MOryT GBITH KapPTHHOI, cTaTyeil, pACYHKOM, HO MOTYT
6BITH COBCEM MHBIMHE ABJIEHHAMEN — apTearToM, felicTBHEeM
u r. 1. U To, m pyroe umMeer B aBaHTap(HOM UCKYCCTBE PaB-
Hoe 3HadYeHme. BHio OBl HAWBHBIM IOJ[PABHABATL €0 IIPO-
A3BeJIEHHs O]l JKUBOTHACH, CKYJABUTYPY, rpadury, mexopa-
TEBHOE HCKYceTBO. Bomee Toro, G5LI0 GBI 6ECCMBICIEHHO IOJI-
PABHUBATH BTO «JIPYroe» MCKYCCTBO 110 OOIIEmOHATHOe
«MBSIIHOE UCKYCCTBOY, OIEHUBATEH €0 IIPOU3BE/eHUs C TOUKM
3peHmsA MIACTAYECKO IEHHOCTH, BHIPA3UTeNbHOCTH, KUBO-
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By Vadim Polevoy

Let us imagine the following scene. On one exhibition
there were two pictures put on display. In the first the
painter depicted the interior of a communal flat, giving
a vivid image of this intolerable apartment. Next to it is
another work. An avant-garde artist arranged the real world
of objects of the communal flat thus creating something
different — the image of intolerability. It seems the subject
is likely to be the same in both cases. But the two pictures
as if exist in the different worlds. Avant-garde installat-
ion is absolutely beyond, to say so, the regular analysis
of art criticism which has its own rules of investigation
of content and form.

Supposedly, avant-garde work can also be studied
and evaluated, but in that case this can be done from
another point of view — in conformity with the different
system of images. This system proposes the whole complex
of criteria. Not at all only artistic, but mainly — supra-
artistic criteria: social, historic, psychological, naturally-
scientific, etc. It is no mere chance that today in this
country philologist, doctors, physicists, lawyers, sociolo-
gists, whoever but very rarely art critics, trained and
nurtured on the experience of “fine arts” are involved in
avant-garde art.

In the first instance let us state the integral feature
of avant-garde: the criterion of the beauty is not signi-
ficant for it. The beauty, if any, could be present in this
art and have absolutely no impact on it. It would be
absurd to bemoan all this with the air of defiled innocence
or to proclaim furiously that, say, the “crisis of defor-
mity” began. Though this slogan was in use almost for
a century. Starting with the time of K. Mokler who ad-
vanced this slogan which was caught up by G. Plekhanov
who informed the amazed public that political lack of
ideas and principles caused ugliness in art and, particu-
larly,— that the subjective idealism gave rise to cubism.
Expert artists, as well as thoughtful critics and shrewd
connoisseurs of art had realized very long ago that the
question was about “other” art allotted with its own
nature.

Now, avant-garde art by no means comes to
creative arts proper — painting, sculpture, drawing, etc.
Avant-garde works can be a painting, sculpture, statue,
but they can also be quite different phenomena — arte-
fact, action, etc. Both have the equal significance in
avant-garde. It would be naive to adjust its works
to painting, sculpture, drawing or decorative art. Moreover,
it would be absurd to adjust this “other” art to the po-
pular “fine arts”; to evaluate these works from the point
of view of plastic value, expressiveness of painting and
drawing, etc. Of course, these qualities can take part in
the creation of the vanguard piece of art. But they have
nothing in common with metaphysics of the “other” art.
It would be ridiculous to measure by these criteria



MUCHOCTH, YKCIIPECCHBHOCTH PECYHKA W T. . 1 T. . oHedHo,
5T KadecTBA MOTYT YYacTBOBATH B CO3IAHWH aBAHTaPHOTO
npoussejennusi. Ho onn me mMeioT OTHOUIEHHUST K MeTadusnke
«Ipyroroy mekycceTBa. IIpocTo cMEeX0TBOPHO OBLIO OBI OIEHM-
BaTh HTUMHI KPUTEPUAME BECh aBAHTapAm3M OT CTAPHHHOTO
fajgamsMa Ji0 CeroHsAINHero KOHIenTyaaln3Ma u coll-apra.
Ero BpIpasmTeibHOCTD 3aKI09IaeTcss coBceM B npyrom. He
CIydJaiiHo ke OTMEeTHJI OJIMH HAIl aBaHrapucT, 9TO Y €ro
eIMHOMBITINIEHHIKOB 1 wienoB Coo3a XyI0KHAKOB — «pas-
1ple mpodeccuny .

Jla, aanrapausm XX BeKa BO3HUK M YTBePAHWICT KakK
CUMBOJI BOJIBHOIYMCTBA, HE3aBUCHUMOCTH OT APYIHEX 00IIen3-
BECTHBIX BHUJIOB AYXOBHOIl W MaTepHAILHOU JeATEIHHOCTH,

- KaK 3HaK IMPOM3BOJBLHOTO IOBEJeHns B nckycctse. OH ABHO
TOPBAJL ¢ COMUATBHO-ICTETHIECKON MUCCUEN Xy0KeCTBeH-
HOT0 TBOPYECTBA, BEHIPAOOTAHHOIO B CHCTEME «M3AIIHBIX MC-
rkyceTs». OH 0TKA3alICsa OT 3a/la9d TBOPHTH 110 «3aKOHAM
KpPacoTHI» M MPETBOPATH MHUP B HTAX IEJSIX; 0TKABAJICA W OT
1300pasHTeIBLHOT0 HATIAMHO-0TOOPAKATEIHHOTO CII0c00a
(popmoobpasoBanusa. B usBecTHOM cMBICIIe, aBaHrapA3M
CO3/Iall CBOI0 CUCTEMY 0OpPAa3HOro MBITLIEHUS, MepPe;KNBaHUST
W TBOPYECTBA, HUKAK HE CBOAAMYI0 K XY/0K€CTBEHHBIM, HCTE-
THYECKAM TeasaM. Y croeno zosopa, asaneapdusm XX eexa
CAYNHCUT KAK UCKYCCTEOM, TAK U MHOUML UHBIMU, OpYyeumu
sudamu yeaogeueckoii desreavroctu. To ecTs aBanrapausM
B HOBOM BHJIe — TIPUJQJl HCKYCCTBY IPUMEPHO TO ke 3Hade-
HEe, KOTOPOe OHO MMEJI0 B JPEBHOCTH W B cpejiHre Beka. Ecian
YTOIHO, OH BBICTyHaeT Kak OB BMECTO JPYruX BUIOB MaTe-
PrUATBbHON W MTYXOBHON [eATeNTHHOCTH, IPEACTABIAN UX HE

B IIPAKTHIECKOM, a B 00pasHoM Bujie, «m300paykassy mX u
«IIePeCKAashIBasy HA CBOEM A3BIKE.

BupumMo, Mbl uMeeM 37ieCh HeJ0 C JIBYMs PasHBIMHM HMCKyccTBamMu. ITormpo-
6yeM xe pazobpaThCAa ¢ HTUMU MCKYCCTBAMH M C PABHBIMUI KPUTUYECKUMM CIIO-
cobamu oOpamenusa ¢ HUMHU. Bo-nepBBIX, He 3a06yHeM, 94TO B MUpe CYIIECTBYIOT
He J[Ba, a MHOYKECTBO PAa3HBIX MCKYCCTB. B 5TOM MOMKHO YyGeIUTHCS, 3ariisi-
HyB B q06yi0 «BceobIIyo MCTOPUIO MCKYCCTBa», Tle, KAK M3BECTHO, JIET'KO
U HENPUHYKTEHHO COeIUHAITCA COBEePIIEHHO pasHble MCKYccTBa. Pasofparncs
CO BCEMU 9TUMM UCKYCCTBaMu ObLI0 GBI HETPYHHO, ecliy OBl MCKYCCTBO TIO-
BCIOJIY ¥ BCerjga — B IPOLIJIOM, ceifdac u B 6ymylIeM — IPEICTaBIAI0 GBI
coboit nMenHo uckycctTBo. Eciu GBI 0HO GBIIO HECOMHEHHBIM M OYEBUIHBIM
apieaueM. Ho He mpejcraBisgerT JU MCKYCCTBO B PaBJIMYHBIX BpeMeHax, Ipo-
cTpancTBax u 06CTOATEJILCTBAX pasHbIe ABJIEHUA? FBIAOTCA JU B5TH pasHbIe
«ICKYCCTBa» BCerja MCKyccTBoM? VI, HaKOHeI, CYIIEeCTBYET JIM MCKYCCTBO
BOOOIEe KAk elMHOCYIIHOe ABJeHMe? Taxkum ob6pas3oMm, mepen HAMH CTOUT BO-
mpoc 06 ayTeHTUYHOCTH MCKYCCTBA.

Bo-BTOpHIX, ¢ Kakoif TOUKM MCKYCCTBO3HAHWE OTCUUTHIBAET NMPU3HAHUE MIIN
HenpusHanue nucKyccrsa? Korma BOSHUKAIOT MOHATHA 06 ayTeHTHYHOCTH UC-
KYCCTBA, POIKAAIOTCA YOeKIeHUss U BEPOBAHUA O TOM, UTO MCKYCCTBO eCTh
UMEHHO MCKYcCTBO? VIHauye roBOPsA, CYLUIECTBYET JIM HEKOE HTAJIOHHOE TOHM-
MaHue WCKYCCTBA, €ro IMPUPOMABI M T'PAHUI] HTOTO ABIeHUA? Kaxk BUIHO, KayK-
nas Teopua MOMKET HACTamBaTh HA CBOEM IEPCOHAJHLHOM HTajIOHE, IO0-CBOEMY
CYIUTH O TPOUCXOMKIEHUN MCKYCCTBA, O MPAMCKYCCTBE, 0 TOIbeMax | maje-
HUAX MCKYCCTBA, 00 MCKYCCTBE M HEMCKYCCTBE M T. I. OUueBUMIHO, UTO MBI B Ha-
MUX TMOHATUAX O TMPUPONE W I'PAHUNAX MCKYCCTBA MCXOMUM TIPEKIe BCero mu3
TaK Ha3bIBaeMoOii Kilaccumyeckoif espomeiickoif Tpamunuu. CyHecTBYIOT U ApY-
THe, B M3BECTHOM CMBICJIe, ajJbTepHATHBHbIE TPAJUIUN: HaNpuMep, Henzobpa-
3UTeJIbHAsA TpaguIng mcjaMa, 1Mo CYTH, MPOTUBOCTOUT M300pa3suTeILHOi eBpO-
neitckolt muHMN. HeTpymHO HOTamaThCs, UTO KAKIAd Takad TPAIUIUA XYHOMKe-
CTBEHHOTO CO3HAHUA CKIIOHHA NPUHUMATH CBOW COGCTBEHHBIA MUP MCKYCCTBA
3@ MCKYCCTBO B IeEJIOM.

VICTOYHUK KJIacCu4ecKoir eBpomeicKoit Tpamumuu usBecTeH. DTO — ABJIEHHE
W TIOHATHE «U3ALUIHOTO MCKYCCTBA», 0 KOTOPOM MBI HE CIVYAWHO YIIOMAHYIN
B IepBOM ke absame,— ¥y ero MHOA3BIYHBIC aHajorn. K KoMy XVIIT Be-
ka B EBpome oo mnpmobpesio STajlOHHOE 3HAYEHWe W OBLI0 WMIEHTH-
(GUIPOBAHO KaK MCKYCCTBO BOOOIE. OGBIYHO BBIIEJAIOTCT JBA TJIABHBIX
CBOICTBA «UBAIIHBIX MCKYCCTB» — MPHYACTHOCTH K MPEKPACHOMY ¥ Helpu-
YaCTHOCTh K NMPAMO MpaxTuyeckoif mojgpde. MoKHO [06aBUTH, UTO eMy ITpH-
cyIlie screTuveckoe Havajgo. ITojile3sHo OTMETHTH, YTO B COCTAB «HU3ANIHBIX WMC-
KyccTB» 00A3aTeIbHO BXOMAT CleNUaibHble 00beKTH — XYI0MeCTBeHHbIE
TPOU3BEeHNs, CO3JaBaeMble ONpeNesIeHHBIMI BUIAMU TBOPYECTBA.

VcuepnbIBaeT JIM TIOHATHE «H3ANIHBIX MCKYCCTB» BeCh 06beM HMCKYCCTBA?
Pasymeercsa, wer. VI ¢ CHUCTeMHOW, M € WCTOPUYECKON TOUeK BpeHMA, OHU
00pasyioT JuNTh ONHY U3 (GOPM MCKYCCTBA, OMHY YACTH €ro IeJoro, KOTOPOoe
HUKaK He YIacCTCs OXBATUTH KPUTEPUAMU «UBAIIHOTO MCKYcCTBa». J[o XVI Be-
Ka, Korfa craju (OPMUpPOBATHLCA ABJIEHUS U TOHATUA «M3AIIHBIX MCKYCCTBY,
a sareM ¢ wmavajia XX, KOrfla UM TIPOTUBOTIOCTABUJI CBOIO NMPOTPAMMY aBaH-
rapj, a TakiKe 3a eBPONelCKUMM TperesiaMyu PasBUBAJMCH JNPYTHe B BBICOKOIT
CTeIeHN COBeplIeHHble MCKYcCTBA. OHN CBUIETENLCTBYIOT, YTO MCKYCCTBY CO-
BCeM He 06s3aTeIbHO HAlO0 OTBEYATh HTAJOHAM «U3SANIHOTO MCKYCCTBAY,

TO €CTh NMPUXEPKUBATHCA «3aKOHOB KPACOTHI» M KPUTEPUEB HCTETHUYCCKOTO.
To ecTb MBI UMeeM OCHOBAHWUs TOBOPHUTH O CBOOGOMHON (hopmMe CBOGOTHBIX MC-
KYCCTB, HE 3aBHCUMBIX OT «XYIOMKECTBEHHO-DCTETUUYECKNX» HOPM. O BOJIHHOM
criocobe (HopMOTBOPUECTBA, BHIXOMAIIEM 3a PAMKH IPOM3BENEHUA «UBAITHOTO
VICKYCCTBa», a cTallo 6BITh, B M3BECTHOM CMBICJE, 0 «BHEXYI0eCTBEHHBIX»
dopmax o6pasHOro MCKyCCTBA.

MoyKHO 6BITI0 GBI CITeNMMANbHO BAHATHCSA XYIO0MKECTBEHHBIMU I BHEXYIOMKe-
CTBEHHBIMM MCKYCCTBAMU, KOTOPBIe ONMEKAJINCh AHTUYHBIMM MY3aMH, a JIOTOM
COCPEJIOTOYMIINCH B CPEJIHEBEKOBBIX «CeMU CBOGOMHBIX MCKYCCTBAXY. ciry-
UM JIX OHUM TeM 3Ke I[eJIAM YMOBPUTEIHFHOI0 M YYBCTBEHHOI'O TTO3HA
Mupa, o6pasHoro MoJeJINpPOBAHUA €r0, KaK HTO NeJaeT UX HBHeNHNH aHajior —
COBPCMEHHOE WMCKYCCTBO?

HKaxosa e dopma o6pasnoit mpesenTanmm, cBOHCTBEHHON
apanrapamsmy? 9rta fopma Moser GBITL Ha3BaHA WHOCKA3a-
AmeM, a Tounee, MeTadopoil IOOBIX APYTAX XYT0KECTBOHHBIX
NI BHEXY/I0/KECTBEHHBIX BUJOB UeJI0BEYECKON TeaTeIhHO-
ctr. B TOM cMBICTe aBaHrap/HOe MCKYCCTBO HA PETKOCTE
BocpuEMINBO. MOKHO CKasaTh — MPOTEMCTAYHO, W3MEHIMBO
mouens3sa. OHO Terko mpmHEMaeT paznoobpasase (oPMEI
APYTHX BUJOB JIEATENHHOCTH W 06Pa3HO-MHOCKA3ATEIHHO
OpejicTaBIsIeT NX W3eIns.

Comremest na apropurer mamiero apanrapaumera V. Uyii-

avant-garde as a whole, beginning with the ancient da-
daisme up to today’s conceptualism and social art. Its
expressiveness lies in quite the opposite. It is not by
chance that a Soviet avant-garde artist pointed out that
his fellow-artists and the members of the Union of Soviet
Artists are of “different professions”.

Avant-garde of the 20th century was born and seli-
asserted as the symbol of free-thinking, independence
of other popular kinds of spiritual and material activity,
as the sign of arbitrariness in art. It decisively quit the
social and aesthetic mission of artistic creativity which
was elaborated in the system of “fine arts”. It gave up
working according to the “laws of beauty” and to convert
the world. It refused even the pictorial graphically ref-
lecting means of formation. In a certain sense avant-
garde has created its own system of figurative thinking
and creativity, by no means condescending to artistic,
aesthetic aims. Conditionally speaking, avant-garde
of the 20th century serves as an art as well as means of
different human activities. So, avant-garde in its new
form added to art almost the same meaning that it used
to have in the ancient and mediaeval times. If you please,
it acts as if instead of the other kinds of material and
spiritual activities, presenting them not in the practical
but in the figurative shape, “depicting” them and “inter-
preting” them into the language of their own.

What is the form of this figurative presentation so
typical of avant-garde? This form can be called allegory,
or, to be more precise, a metaphor of any other artistic or
non-artistic kind of human activity. In this respect
avant-garde is extremely receptive. It is changeable as
can be. It easily acquires different shapes of the other
kinds of activity and presents their products in a figu-
rative and allegorical way.

Let us refer to the authority of Soviet avant-garde ar-
tist I. Tchuikov who had once pointed out that the art can
become a kind of meta-system, which integrates different
pictorial systems and such kinds of activity as, for instance,
aesthetics, history, philosophy of art. But it never repro-
duces or directly repeats other kinds of activity enrolled
by it. It is to be stressed once again: art is particularly
metaphorical and allegorical.

It is impossible to describe all the elements and trends
of avant-garde system — the objects of its interests and
means of their figurative interpretation. And it is not
because the successors are lazy and negligent, but be-
cause this system is an open system or meta-system. Let
us pin-point some of its elements.

Avant-garde art with great interest turns to the prob-
lems of the world outlook, ascending to the general and
disengaging motives. But it does not create the outlook
itself, but only “depicts”, models it. This art does not act
like the thinking and cognition in their direct meaning,
but creates the image of thinking and cognition. In this
sense it looks neither like science nor like para-science,
but like sensitive image of science. Precisely like this in
avant-garde works appear universal, cosmogonic and
atomistic motives. Their number is uncountable — from
the early abstractionism to the modern conceptualism.

This art is aware of the philosophical problems. In
fact, conceptualism lives within these problems. Some-
times a conceptualist may rather understand a philo-
sopher than his fellow-artist. But in any case this art
produces not the pure idea, but a piece of art, in this
case —a “construction”, “concept” which is to be per-
ceived “like the perfect form, like the completed structure”
(I. Kabakov). So, this art, actually, sees itself not as the
philosophy or para-philosophy, but as the figurative and
sensitive “image” of philosophy. This fact produces a
certain confusion of notions. And it is not by chance that
innocent souls accept this art as philosophy, and the cri-
tisc of avant-garde condemn it because, as they put it,
it proves to be a bad philosophy. But in the cases when
avant-garde pretends to be a religion, critics become
angry and blame it for behaving like a God’s fool.

Thank God, it seems that avant-garde did not
make anybody angry for the abuse of witchcraft and black
magic, for nobody treated all that seriously.

The political motives of avant-garde is the other
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KOBa, KOTOPHI 3aMeTHJI, 9TO MCKYCCTBO MOYKET cefuac cTaTh
TaKOM MEeTACHCTeMOi, KOTOpas MHTerpupyeT pasHble m300pa-
SUTEJbHBIE CHCTeMBI M TAKHe BUJIbI JeATEIbHOCTH, KaK, HA-
mpuMep, scTeTHKa, ucTopusi, Puiaocodus NCKyccTBA,— HO M-
KOrjJ[a He BOCHPOM3BOJIAT W He IOBTOPSET BIPAMYIO IIPUBJIE-
KaeMble UM Jpyrue BujbI jesrenbHocTn. [logaepruem eme
pas — 3To HCKYCCTBO cyry6o MeTradopuaHo W MHOCKABATEIHHO.
OnmcaTs BCe COCTABHEIE YaCTH W HAIPABJIEHUA CACTEMBI
aBaHTapAE3Ma — 00'bEKTHI €ro MHTEPeCcOB U CHOCOOBI UX 00-
PasHOro MCTOJIKOBaHUA — HeBo3MoykHO. He moromy, 910 1mo-
CJIe/IOBATENIN JeHATCA M HeOPEeRHNIAIOT, a TIOTOMY, Y4TO MC-
KyCCTBO DTO HpeICcTaBiIsieT ¢000il OTKPBITYIO CUCTEMY MU
MertacucTeMy. O003HAYMM JIAOIHL HEKOTOPHIE €€ DIEeMEeHTHI.
ABanrapaHoe MCKYCCTBO ¢ HECOMHEHHON 3amHTePECOBaH-
HOCTBIO o0paimaeTcsa K mpobiieMaM MUPOBO33PEHHSI, BOCXOJA
K 0000menno-abcrparnpyomum MotusaM. Ho ono camo ne
cO3/laeT MEPOBO33PEHNUS, a «HM300pasyKaeTy, MOJAEIUPYeT MH-
poBo33peHue. ITO UCKYCCTBO JEHCTBYET He KAK MBIILICHIE
7 TMO3HAHHE B WX NMPAMOM 3HAYEHHH, a CO3JIaeT 00pa3 MBIII-
JIeHHS W MO3HAHHA. B 9TOM CMBIC/Ie OHO BHITJIATAT W HE KaK
HaykKa, M He KaK mapaHayka, a KAk 9yBCTBEHHBIN 00pa3 Hay-
ku. VIMeHnHo Tak B mpowsBeieHUAX aBaHTapIHOr0 MCKYCCTBA
MpeJICTal0T BCEN@HCKNE, KOCMOTOHMYECKNe M aTOMUYECKIe
Motusbl. VX gmeso Geckpaiine — oT paHHero adCTPaKIMON3-
Ma [0 COBPEMEHHOI'0 KOHI[eTTYalu3Ma. '

Ito mcryceTBo 0cobo ozaboueno pmimocoPuaecKknMu MPos-
neMamu. HormenryanusMm, [iefiCTBUTEILHO, MABET B OOJIBITOM
cTemeHm HToM mpobGaeMaTukoit. ITopoil KoHmenTyanucT cKopee
noiMeT mirocoda, a He Korery-xyaosxuaaka. Ho Kak Obr
TO HA GBLITO, TO MCKYCCTBO MOPOIKAET He YNCTYI0 UIel, a
Opou3BeJieHAe UCKYCCTBA, B TAHHOM CIydae «KOHCTPYKTY,
(KOHIIEOT», KOTOPHI OMKeH OBITH MOHAT (KAaK yKe COCTOMAB-
masica dopMa, Kak caMosaBepmeEHas cTpyKrypay (M. Kaba-
koB). Tak 9T0 BTO WCKYCCTBO mpejicTaBIsAET ceOa Ha caMoM
nexe He uiocodueir miam mapadumocodmeir, a 06pasHo-ayB-
CTBEHHBIM «m300parkenmeMy» @uimocodpum. ITO U CO3/IAET HEe-
KoTOpyio myTaHuny nousatwii, He ciayuwaiino nesmumnsie mymmm
NPIHAMAIOT HTO MCKYCCTBO 3a PUI0COPUIO, a KPATHKHA aBaH-
rapAmsMa OCY’KIaloT ero 3a TO, 9TO OHO MpecTaBisgeT co0oit
maoxyio pmrocodpuio. Uto ke KacaeTcsa TeX ciydaeB, KOTa
aBaHTapJU3M B CBOMX TMPOTEMCTAIECKUX MIIOCTACAX «HM300pa-
KaeT» cebsa pesnrmeil, To KPUTHKU aBaHTapAu3Ma CepsTcs
Ha HET0 He HA IIYTKY W CPAaBHUBAIOT €ro ¢ «IOPOJCTBOMY.

CnaBa Oory, kaskeTcs, aBaHrapAd3M He BHI3BAN THEBA
3a 3ioymorpebiienne Marneil @ KOJIJIOBCTBOM — €ro BPOJIe
HUKTO He MPHHAJN BCephes.

Wuoe nemro — monmuradeckne MoTUBLI aBanrapamsMa. Onn,
NMeACTBUTEIHHO, HABIEKIN Ha ceOs cephesHsle MOJ03PeHms —
He CJIIY)KHT JIH aBaHrapauaM BujgoM mojutnku? Kak mssecrt-
HO, aJelITHl aBaHTap/Au3Ma IocTapajuch NPUIaTh eMy Tpsi-
Moe IOJIMTAYecKoe 3HadeHme. IIpOTHBHUKE aBaHrapau3Ma
cowrn ero Jaubo KyJaAbTypOOAbIIeBH3MOM, IH00 KyJIbTYPHBIM
HMIIEPAAIA3MOM U T. . W T. 1. KOHETHO, MOKHO ero Tax min
WHAYe MPUACIOCOOUTH B IMOJIUTAICCKUX IEIAX, HO caMo IO
cefe aBaHTapHOE MCKYCCTBO HUKAK HE ABIAETCA IOJIHTHYIC-
CKOIl meaTenbHOCTHIO. Bee cosmannsie mM obpasHble MoJienn,
HOPHU3BIBEI, HPOTECTHI M J[P. OCYIIECTBISAIOTCS U JeHCTBYIOT B
MEpe UCKyccTBa. ABaHrapamsM B DTOM CMBICIE IpeNcTaBIsgeT
c000i He TMONUTHIECKYIO JIeATeIHLHOCT, a 00pasHoe «m300pa-
sKeHme», MeTadopy dTol nesaTenbHOCTH. TaK, HampuMep,
aBaHrap/HOe MCKYCCTBO MOPOKIAET He MOIUTHICCKAN MU-
THHT, TeMOHCTPANUIO NN OYHT, a COYMHIET W Pas3bIrpHIBACT
nepdopmanc na 5TH TeMbl. Boiee TOTo, €CIM MOKHO CUNTATH
MOMIMTHICCKOE MCKYCCTBO BUOM HOAATHICCKON eATelhHO-
CTH, TO aBaHrapHOE MCKYCCTBO BOBCE HEIH35S OTHECTH K DTO-
My paspgery. ABaHrap/Hoe NCKYCCTBO IIPeJCTABIsAET c000it
numes napadpasy, HHOCKa3aHme MOJUTAYECKOr0 MCKYCCTBA,
KOTOPOe, KaK M3BECTHO, CO3/IAeTCSA COBCEM JPYTHMH YTBEp-
JRTAIOIIIMY WJTH W300IMINTeILHBIMA, HATISATHO-H300pasn-
TelpbHBIME criocobamn. Taxum sxe oOpasom BemeT cebs co-
BPEMEHHEIN COI-apT, MpecTaBasAmuil coboit MeTadopy 1mo-
JIATAIECKOr0 NCKyccTBa. Kiro mponsee/ieHns ABIAIOTCA He
MOJIATAICCKAME KapPTHHAMYU B UX IIPAMOM CMEICTE W TeM 60-
lIee He MOJATHYECKAMA MOHYMEHTAaMHM, a CBOEr0 Poja mX
map;kamu, npoHndecknmu napagpasamu. Cor-apt cosgaer
He MOJUTWYECKNe MIaKaThl, a CKOpee KapmKaTypHl Ha HUX.
On moposkaeT He caMn TOMUTHYECKAe KapUKATyPHI, a HX
Metadopsr. Hak BechMa mpoHnmaTeIbHO 3aMETHI MacTep COIl-
apra B. OpioB — 5T0 MCKYCCTBO 3aHANO He «AHTH-», a MeTa-
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thing. They, in fact, caused serious suspicion — maybe
avant-garde is a kind of politics? It is the common know-
ledge that the adherents of avant-garde tried to
make it political. The rivals of avant-garde viewed

it as the cultural bolshevism or cultural imperialism. Of
course, it is possible to adjust it to the political purposes,
but avant-garde.art itself can not be a political activity.
All the images, appeals and protests created by avant-
garde are implemented in the world of art. Avant-
garde is not a political activity but a figurative “de-
piction”, a metaphor of this activity, for example, never
gives birth to a political rally, demonstration or rebellion,
but makes a “performance” on the subject. Moreover, if
one can view political art as the kind of political activity,
avant-garde art can not be related to it. Avant-garde
art is just the paraphrase, the allegory of political art
which is created with the different exposing and convinc-
ing figurative means. The today’s social art being the me-
taphor of political art acts the same way. Its works are
not political pictures in their direct meaning and, of
course, they are not political monuments, but a kind of
grotesque, ironical paraphrases. The social art does not
create political placards, but rather caricatures on them.
it gives birth not to political caricatures, but their meta-
phors. As B. Orlov, the maestro of social art, pointed out —
this art upheld not an “anti-”, but a meta-position. In a
word, art does not act, it “depicts”. It is not angry — it
laughs; it does not fight — it tells political anecdotes.
Precisely like that, in a figurative form of an anecdote
the social art solves its problems.

Therefore, the social art interpreted the whole world
of artistic and political mythology, its cliches and schemes.
Moreover, avant-garde recreated and implemented
a whole assembly ?forms and motives of the ancient art.
For a long period #T time avant-garde art had been sa-
feguarding the patent for novelty. It existed till the 1970s,
and then suddenly it surprised the world with the new
movement of post-modernism, reviving historic styles.
“Creating” the structures and pictures of easel painting,
avant-garde figuratively and ironically interpreted
the motives of the classical art as the artistic metaphor.
Along with that, avant-garde created a kind of pa-
raphrase, a metaphor of expedient activity. At the exhi-
bitions of the 1960—1970s a big group of works ap-
peared — artificial recreation of technical products and
imitation of real crafts. Here the world of practical labour
is depicted in a figurative way.

Besides that, avant-garde art created absolutely new
world of their own — the world of images. It turned to
the phenomena which the “fine arts failed to see, under-
stand and depict. These phenomena are of very different
ranges: from bottomless cosmos to the grotesque dance
of “scrap metal thinking over the sense of life” in the
works of J. Tengli. Of course, turning to these unexpected
motives avant-garde art forms its own system of images
and, to be more exact, several such systems. Here is one
example.

Modern avant-garde art offered to make a kind of
“lyrical inventory of the world”. It started somewhat of
re-examination of the reality putting aside mythological
illusions, regulated erudition, aesthetic artistic value. This
universal “inventory” unites absolutely different pheno-
mena, as it may seem. “The Lexicon” a picture painted
by G. Bruskin (showing the diversity of the characters
and symbols of our society) or “The Ropes” by I. Kabakov
where one can see hanging things and notes, or a kind of
verbal Macaronic inspection of real events and works of
art whose quality evaluated by Pepperstein. We could
also say about Sasha Sokolov and his literary works. All
the above pieces of art seem to be absolutely different, and
each action is executed in its own world, made of its own
material, different approaches for the interpretation of
their form and content could be applied to each of them.
But in all these cases acts the universal system of images.
Fantastic meetings with the reality take place here. This
reality has the name, we know its typical phenomena, and
yet, this reality remains immense and incomprehensible.
It is possible to say that in this case “a man dumbfounded
at the sight of the world’s integrity is not able to cross



nosnmmio. CI0BOM, 9T0 MCKYCCTBO He JIeCTBYeT, a «m3o0pa-
sraeTy. Ono He cepamTes, a cMeeTCs; He JiepeTcs, a paccKa-
3pIBAET MOJHTHYECKIE aHeKToThl. ViMenno Tak — B 00pasHoil
$opme mmepeBepTHIA-aHEK0Ta — Paspeliaer col-apT CBOU
TEMBI U POOIEMBI.

Taxum 06pasoM, cCOI-apT MEePeNcTONKOBAI B JlyXe aBail-
rapjHoro MpoTensMa meJblii MUP XYT0KeCTBeHHO-TOInTHYe-
cKoit Mudposorum, ero mraMnsl u cxeMsl. Boxee Toro, aBan-
rapusM BOCCO3A U IIPEeTBOPUI IEJbIil COHM (OPM U MOTH-
BOB MCKYCCTBA MPONIIBIX BeKOB. Jloiroe BpeMs aBaHrap/lHOe
HCKYCCTBO COXPAHAJIO YUCTOTY TaTenTa Ha mosmany. O Kpe-
nuics 10 70-X TO0B M BAPYT HEOKUIATIHO YAMBHI MHAP HO-
BBIM J[BUJKEHHEM MOCTMOJIePHN3Ma, BO3POIMBIIET0 HCTOpHYIe-
ckme cruan. «V3o6paskasy B HOCTPOMKAX W MPOU3BEIeHMAX
CTAHKOBOTO MCKYCCTBA, AaBAHTAPJM3M U B 9TOM CJIydae
MHOCKA3aTeJIHbHO U WPOHHIHO MCTOIKOBAT MOTHBHL KIACCH-
4eCKOT0 MCKYCCTBA Kak MeTadopy XyHoMecTBeHHocTH. BMe-
cTe ¢ TeM aBaHrapaumsM cOpPMUPOBAJ TAKKe HEKYIO Tapa-
dpasy, meradopy mpeaMeTHO-IEIeco00pasHOl e TeIHHOCTH,
Ha xynomecrsennsix Beictasrax 60—70-x rogos o6pasosaii-
¢ OOIIMPHBINA pasies MPOU3Be/eHIl — NCKYCCTBEHHO BOC-
COBJIAHHBIX PeaNbHBIX TeXHUWIECKUX HM3JIeTUiA 1 WMUTATNN
peasbHBIX peMeces (HM3[IeNUil ciecapeit, cTONSIPOB, TACOBIIH-
KOB U JIp.). 3j/1ech B 00pasHoM BUJe «M300PaykaeTcsa» MUP
IPaKTHIECKOTO TPY/a.

Ho »Toro maimo, aBanrapjjnoe HCKycCTBO CO3/[aJI0 COBEP-
HIEHHO HOBBIA coOcTBenublil 00pasneiii Mup. Omo 06paTHiIoch
K STBIIEHUAM, KOTOPBIE HE YMEJO0 BUETh, IOHAMATEH M M30-
fpaykaTh «MBAMHOE MCKYCCTBOY. DTN ABICHUA PAcIoaraioT-
¢ B IPAH/IMOBHOM [imamasoHe — OT 0e3T0HHOCTH KocMoca,
3a49apPOBAHHON MHOTMMHU XYOKHUKAMM, 10 TPOTECKHON MIPHI
TAHILYIOIIETO «METAJIIOI0Ma, 3aIyMaBINerocss 0 CMBICTE FKM3-
uny B mpoussepenusax . Teuran. Pasymeercs, obpamasach
K 9THM HEOKWIAHHBIM MOTHBaM, aBaHTapHOe WMCKYCCTBO
dopmMupyeT cBOIO 00PA3HYIO CHCTEMY WJIH, TOYHEe TOBOPH,
HECKOJBKO TakuX cucreM. [IpuBegem mumb ogwn mpumep.

CoBpeMenHoOe Hallle aBaHrapjHOE UCKYCCTBO TIPEIOMKIIO
HEKYIO «JIHpUIecKyo mHBeHTapuaanuio Mupa». Omo mpen-
OPIHAIO CBOETO POJia PedK3aMeHAInI0 PealbHOro, Pernmio
06paTHCA 710 ero MpeIMeTHBIX OUYeBUIHOCTel, 0TOPOCHB B
CTOPOHY MHU(OJIOTAYECKAEe MILTI03UA, YIOPAMOICHHYIO yae-
HOCTB, 9CTETH3HPOBAHHYI0 XY/0/KECTBEHHOCTE, JTa (MHBEH-
TapusanuaY, efmHAS MO CBOGH CyTH, 00'heIUHsAET, Ka3alI0ch
651, coBepIeHHo pasubie apiaenus. Vcnoanennas cpejcTBaMn
yxmBonmen Kaprtaua I'. Bpycrmna mon massanmem «Jlexcn-
KoH» (Tjie IpecTaBIeHO MHOMKECTBO TEPCOHAMKeNH W CHMBO-
JIOB HAIIEro COmmyMa), WiIn MpeMeTHO-TIPOCTPAHCTBeHHAA
rommosunusa V. Kabaxkosa «BepeBkm», ma KOTOPHIX TIOJIBE-
IeHbl Pa3HbIe BeIW W 3aIMCKA, MW HeKas BepOaiabmas Ma-
KapoOHMIeCKAsT WHCIEKIWS PeaqbHBIX COOBITHI W TIPon3Be-
TeHWH MCKYCCTBA, KAT€CTBO KOTOPHIX oreHmBaet Ilemmep-
mreiia. B pToM pagy mMokno Obmo OB TaKKe Ha3BaTh JINTe-
parypuste nponssesennss Camm Coxonosa. Bee aTo, kasamoch
OB1, COBEPIIEHHO Pa3Hble MPOU3BEEHHS, U JHCTBIE KasKI0T0
OCYINEeCTBIEHO B CBOEHl mpeiMeTHO-TIPOCTPAHCTBEHHOI cpejie,
peasm30BaHO B CBOEM MaTepmase, K KajJ[OMy MOKHO TPHUIO0-
JKUTH Pa3HBIe MOJIXOBI MCTOMKOBAHWA WX coepsRanust u Gop-
me1. Ho Bo Bcex aTmx ciaydasx jeiictByer obmas o6paszmas
cucTeMa. 371ech MPOUCXOMIAT YUBUTENLHEIC BCTPEUN ¢ peah-
HOCTHIO: OHA Ha3BaHA, HPeIMeTHO 0003HAUEHA, ee SABICHUS
nepeuncaeHbl M BMECTe ¢ TeM HTa PeaJbHOCTL MPeicTaeT He-
00bATHON U HemocTmRIMOI. MoMHO cRa3aTh, 9T0 B HTOM CIIy-
qae «9eloBeK, 0CTONOEHEB Tepesl MeAbHOCTLI0 MApa, e CII0-
coben cTynmuTs HA Topor cosnanusay (A. Buros). Bea sra
obpasmas cmcreMa oOHapyskuBaeT coOGCTBEHHBIC CBOWCTBA.

B meit mckyceTBo cBOIMTCS K peambHOCTH KAk OWH K OJHOMY,
7 OJTHOBPEMEHHO OHO HPUBOJMUTCS K 3aBEIOMO 3alaHHOMY
YCIOBHO-OPHAMEHTAAbHOMY panmopty. IIperMeTnbie sBaeHns,
HaTypalXbHbIe W300paKeHnsi, MPOTOKOIBLHEIe OMHCAHAS TI0-
TJIOIATOTCA 3aBOpasKUBAIONTEil puTMuKoi mosTopos. Ona 3a-
naer Tou ofpasHoil cucreme, Kotopas GOPMIPYETCS O 3HA-
KOM GeCKOHEUHOI PearbHoCTH WM PeasbHON 0eCKOHeTHOCTH.

Nrax, sra obpasnas cmcreMa fieicTByeT cBOIM ¢rroco6oM,
KapAinHAIBHO OTIMIAIOMIMCST OT KIACCHIECKON m306pasm-
TeNHLHON CHCTeMBI «MBAMIHBIX UCKYCCTBY. J[eificTBHTENBHO,
TONILKO MH Bce, oT Jleccmura o Banciosa, yemosmianes 06
YCTOMIUBHIX CBOMCTBAX MCKYCCTBA, O €0 MPUPOJie W TPAHM]-
I[ax, TOMBKO MBI YCIOKOMINCH, KAK HCKYCCTBO IIPEIOTHOCHT
HaM COBEPIEHHO HOBEIE ABJIEHHS, HM3MEHAONINE ero Ipupo-

ny. OHo, BUATE ¥, OTMEHAET MKUBOIMCH, CKYJIBOTYPY, rpa-
¢uKy, eKOpaTHBHEIe MCKYCCTBA M BBOJAT B 00MXOJ apTe-
daxr, macramaamuio, mepdopmanc u T. . [lo sTAM nprIAEAM
PeIIUTeIHFHO W3MEHAIOTCS MOHATHA 00 MCKYCCTBe, mepeMerta-
JOTCSI ¢ MeCTa Ha MeCTO IPUBBIIHBIE IPECTaBICHHST O COOT-
HOIMEeHAsIX UCKyCcCTBA W HemcKyccTBa. Bee 9To yike mpomso-
IIIJI0 CeTOMHS, a YTO HPOM30UET MM yyKe HAYMHAET IPOMC-
xonuth? HaMm memaBecTHO — KOT/Ia HA MECTO COBPEMEHHOIO
aBaHrapya OyeT BEIIBHHYTO eme Oollee HOBOe MOHAMAaHMe
npEpojsl 1 rpanmEN meKyceTsa. fcHo, omEaxo, aTo abcomoT-
HOe, MCTHHHOE MCKYCCTBO He CYI[ecTBYeT BoBce. BriBaert
TONBKO MIess aBCOTITHOTO HCKYCCTBA, MOPOsKIaeMan BooOpa-
yenmeM. To ecTh B KaKoil OBl MCTOPHIECKAN MOMEHT, HA
KakoM OBl ypOBHE HEM HAXO[WJINCH HAINA 3HAHUS W IMOHAMA-
HIA WCKYCCTBA, OHU HE OXBATHLIBAIOT MCUEPIBIBAIONIE BCETO

B T[eJIOM — TPOIILIoe, Hacrosiee, OyayIiee.

CripaBejInBo JIM CIATATH TOATOMY MCIEPIBIBAIOIIIM, a0-
CONMOTHBIM CBOMCTBOM MCKYCCTBA XY/0KECTBEHHOE, DCTeTHIe-
croe magano? Hamm mabirofenus, HapoTuB, MPUBOIAT K
BBIBOJIY, UTO HTO HAYAJIO WMEET TOJIHKO OTHOCHTEJILHOE M 9a-
CTHYHOE 3HAUeHHe. 3a 3THMHK IpefleJlaMu CYIecTBYOT | 1pPo-
BeTaoT npyrme obpasusie Gopmer mCKyceTB. JImmms ¢ TOIKA
3PeHus (M3AMIHOT0 MCKYCCTBAY MOKHO CIMTATH MCKYCCTBO
TpemecTBYIONIAX THICSAIeIeTHI KaK MPebICTOPAI0 W IPAU3HA-
BaTh WX MEHHOCTH, MOMOOHO TOMY KaK OTIH MEePKBW NMpU3HA-
10T 67aT0YECTHBHIX A3BITYHAKOB, YKUBIIAX IO POSKIEHAS
Xpnera. C 9T0it 1€ TOYKN 3PEHMUS, B CBETEe KPUTEPUEB (M3AII-
HOT'O MCKYCCTBA», MOYKHO OTBEPraTh BHEXYT0KECTBEHHOE
(HEMCKYCCTBO» aBaHTapam3Ma XX BeKa, a TOT, B CBOIO OdUe-
penib, OTBepraeT «M3AMHOEe MCKYCCTBO» KAaK OT/KUBIIEE CBON
BeK «HEMCKYCCTBO» TIPOILIBIX BpPeMeH.

Kax 661 X0TeI0CHh HAM 3asABUTH CO BCEH OTPe/IeNTeHHO-
CTBIO, YTO HEKWe SABIEHUS HECOMHEHHO W IOBCEMECTHO CIIY-
aT mMeHHo mcKycetBoM. Ho Takoit jormaTt feiicTByeT TOMb-
Ko B orpammdennoil 3ome. IIycTh sixe MCKyccTBO camo obpe-
taeT cebe mpaBo Ha cBOGONHYI0 (HOPMY AYXOBHOTO W MaTepH-
ANLHOTO TBOPYECTBA, TYBCTBEHHOTO W WAEHHOTO COTBOPEHUS
n mpetBopenns Mupa. TOIBKO 0HO caMo OCYIIEeCTBISIET CBOX
TamHCTBA TBOpYecTBa. VICKRYCCTBY HENb3s MemaTh B ero mo-
MCKaX CBOEro MYyTH W B €ro caMOCO3HAHMM.

the threshold of cognition” (A. Bitov). This system of

images proves to have characteristic elements of its own.
Art in it comes to the reality and to the wittingly given
conditionally ornamental report. The objective phenomena
and natural images are absorbed by the fascinating rhyth-
mics of the endless repetitions. It gives the tune to the
system of images which is formed in signo of infinite
reality or real infinity.

So, this system of images acts by its own means which
radically differ from the classical artistic system of “fine
arts”. In fact, only we, from Lessing to Vanslov, arranged
on the stable features of art, on its nature and borders.
But now art presents us with absolutely new phenomena
that change its very nature. It denies painting, sculpture,
drawing, decorative art and introduces artefact, instal-
lation, performance, etc. In this respect the views of art
change radically, the generally accepted notions of interre-
lation of art and non-art witness great shifts. All this has
already happened now. We do not know today when
modern avant-garde is going to be replaced by the newest
comprehension of nature and borders of art. But it is
clear that the absolute real art does not exist at all. There
can be only an idea of absolute art produced by imagi-
nation. So, whatever is the historic moment we live in,
whatever is the level of our knowledge and cognition of
art. thev would never give an exhaustive explanation.

Would it be just to consider the aesthetic beginning
as an exhaustive, absolute characteristic of art? On the
contarary our observations force us to make a conclusion
that this beginning has only relative and partial signifi-
cance. Beyond these limits exist and prosper other figu-
rative forms of art. Only from the point of view of “fine
arts” one can consider the art of the past millennia as
a preface and to recognize their values, just like the fathers
of church recognize pious pagans that lived before the
birth of Christ. From the same point of view, in the
highlight of the “fine arts” criteria one may deny non-
artistic “non-art” of the 20th century avant-garde, which,
in its turn, denies the “obsolete fine non-arts” of the past...
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BricraBka crapeiiiero Xxyjpo:HuKa

IlocmepTHyIO BBHICTABKY Eile-
BBl  MuxaiuioBHsI T'ypeBuu
OOKU/aellb C HEKOTOPHIM 4yB-
CTBOM 00Ul — Ha ceGs M Ha
gamy opraEmsanuio. CKOJbKO
Jer OBIIM 3HAKOMBI, IIOCTOSIH-
HO BCTpeYaluch Ha XyjicoBeTe,
e3juiu BMecte B HomakoBo —
a o pasEOOOpasuum u Gorartcrse
ee TaJaHTA Y3HAEUIL TOJBKO
Telepb, MOTOMY UTO IPH IKU3-
HU OHA IEPCOHAJIBHON BHICTAB-
KA He ymocromiach. W monu-
Maemb, 4YTO TIJIABHBIMH B ce
TBOPYECTBE OBUIM HE TOJLKO
Hebompmime (asHCOBHIE  3Be-
PYIIKA ¥ d9aliKe, 06pasisl KO-
TOPBIX XPAaHWJIACH B acCOPTH-
MeHTHOM Kabumuetre dhapdopo-
BOil mpoMprmuieEHOCTH. He Me-
Hee 3HAYATENLHBI HHTEPEeCHbIE
[0 OPOCTPAHCTBEHHOMY MOCT-
pPOEHUI0 ee peabedbl, IOpasu-
TEJILHB TOYHBIE IIDE BCEM CBO-
eM JIaKOHW3Me MOPTPETH.

Ogaum w3 yumreseir E. M.
I'ypeBna Geur B. A.  ®@asop-
ckmit. Ilouemy-To cpegum ero
VYEHHKOB TAJAHTIMBHIX
CKYJBOTOPOB ejiBa A He 6OJib-
me, ueM B3HAMEHHTHIX rpadm-
KoB. JlyMalo, 4TO 3TO pe3yJh-
TAT IPOCTPAHCTBEHHOCTH €10

MBIIUJIEHUsT M ucKyccrBa, Ta-
KO¢ KadecTBo GoJiee OpraHMYHO
JUIsL  CKYJBIITOPOB, YCBOEHO
oHo Opio u E. M. I'ypesuu.
Pasmoo6pasme ee paGor mc
TOJNBKO B TEXHUKAX M IKAHPAX,
HO M B JlMalla30He IepejlaBae-
MBIX 1LTACTMKON 49eJI0BEYeCKUX
yyscTB. HejkHOCTH, 10MOp, BOC-
XMOmeHue, JI060NBITCTBO, Hac-
TOPOKEHHOCTh — BCC OTO €
OJIMHAKOBBIM MaCTEPCTBOM BOC-
nponssoxutcs Eienoit Muxaii-
JIOBHOIi B JKAHPOBBIX KOMIO3H-
IMAX ¥ B AHUMAJIUCTHIECKOI
ckyasnType. Ilpmuem Bcerma
HpeleJbHO YKOHOMHO, O0COGeH-
HO B peabedax,— OYKBAILHO
JIByMSI-TPEMSA (IITPAXAMM»,
. A ee MeTKOCTb B ONEHKAaX
1IpOou3BeNEHHI, 0MOp, TO Mm06-
PHIif, a MHOTJIa M [JOBOJILHO e]-
KH#, ee yMeHMe HEHABJ3YABO
MOALPAaBUTH COBETOM YYIKYIO
pabory, ee y/IMBATEJIbHEI Ie-
JIaTOTAYECKAN TaKT, KOTOPHIM
OHA [OMOrajia HAaYMHAIOMIAM
XYJOMHAKAM,— BCEe 3TO OCTa-
Joch B OmarogapHOil maMATH
TeX, KTO 3HAJ M Bcerpa Oymer
noMants Enermy Muxaitiosny.

Huxura Boponos

Enena Keanep. Mocksa?

OmyTnMBl M3MEHEHHSI B BBHI-

CTAaBOYHOW NpPaKTMKe IIOCIeJ-
Hero BpeMmeru. Illamnamckoe
BEPDHYJOCH  Ha BEPHUCAKH,

IpeBpamas jieiicTBO ¢ OTKPHI-
THEM HE B 3aHYJIIIOC MEPOUpPHsI-
TAC C JEeMOHCTpalueil KpacHO-
peumst, a B IPa3j(HUK JUJIST BCEX,
B TOM YHCIe M JUISL CJIydaiHo-
ro IPOXOMKero, BOJeI0 CYAbOBI
3aIVISTHYBIIET0 HA TOPKECTBO.
HakoHen-to He Haj0 TMOJ HOK-
pPOBOM CEKPETHOCTH lIPHHMMATH
cBEJIENAs W B CMYTHBIX 9YB-
CTBaX WJITH, CpeJln 0co00 Mpo-
BEPEeHHBIX, HA TaliHOC pacnuTHe
B ueil-HuOy/(h T0J(BAJ-MACTCD-
CKYIO0.

TMosBmnace um jipyrast  uep-
Ta — BacTEHYMBOE, CKPOMHOE
OTHONICHNME CO3j(aTCJCIT K CBO-
M TIOKa3aM Ha poj(uHe, OTHOIIE-
HAE, KOTOpOe CTAIIOBUTCSA HOP-
Moit. JIpyrme, jajiLhHUe CTPAHBI
30ByT, MaHAT, JKAYT 3aBOEBa-
HASL W TOKODEHHSI ceprerl.
3mech ke, KaK IPaBMIIO, OCTa-
ercqd pasbUToe KOPHITO HECOBIB-
TNXCA MEUYTAHWI M HaNemI.

Bor n ma ceit pa3 coGpanuchk
OumsKae, JPY3bsST W TOKIOHHM-
KA TpHW TIOJHOM OTCYTCTBHHA
asTopa. Ilpomsnocmamch peuqn,
aHAJIA3MPOBAJOCL  TBOPIECTBO,
onnm, exnm QPYKTH, paccymma-

am o penax. Ha uepsoit B crpa-
He WEPCOHANBHOW  BHICTABKC
XYMOKHHAKA BBICTABIAIOCH JIO-
BOJBHO MHOIO XOJICTOB, OKa-
3aBOIMXCSI NPUBJIEKATEIbHBIMH
aJKe B KBAapPTUPHBIX BBICTA-
BOYHBIX 3ayax CrapoOKOHIOMIEN-
noro Ha ApGare. Husonucs Ene-
nsl Kesrep kpacouna m eepmu-
Ha. Macrep ymeer MEHSITT
UMUK, [OBEpraTb B HEAOYMe-
HMe CBOMMM OOMAHYMBHIMH U
3araj{049NbIMA, SICHHIMA U 9YBCT-
BeHHBIMM naobpaskenusiMu, Ilo-
7o0mBIit TOKAa3 CPOfNM B 9YeM-
TO OTKPBITKe-MHCHMY.  Boice
YEeTKO YTO-TO o6pncom,maeTcn.
leMsme 3sBenut 6Goanb paccera-
BaHWS,

. JIpyrue ke TBOpHEI BOOOIIC
31eCh IEPeCTanT II0OKA3BIBATI-
cs1, OCTaBJAS BMecTo cebs Gec-
CTPACTHBI TOJOC ABTOOTBETYM-
Ka. HoBast jackoBasi IIONMTAKA
HAJIOTOOBJIOMEHH JHIOL  YCYy-
rybastler  »TOT Tpomecc. Bce
Yame Y3HAemDL O JIO0OMBITHBIX
BEICTABKAX COOTEYECTBEHHHKOB
3a pyOeskoM. Ho Kak TOJBKO
HpPeICTaBUIIL TOJNKOTHIO B Kac-
cy 3a GuieToM B AMcrepmaM gc-
pe3 Tanmosep, CTaHOBHUTCST
IPYCTHO.

A I

Ouepennas nama seictaBka «TexeTuibHbie MaHHO
JInzp llep6ununoiin. HeGoxpimne sxeno3unun, Koroppie
HA NMPOTAKEHUN MHOTHX JIeT OPraHM3yeT pefaKmus, —
crocod oIenus ¢ XyA03KHUKOM B Heo(pHIMaAbHOIT 06-
cranoske. [llepunnua xopoma cooii, yepHoBooca, TeM-
HOIJIa3a, MOPHIBHCTA ¥ O[(HOBPEMEHHO HEMHOTOCJIOBHA.
OpHUM CI0BOM, BIIOJHE COOTBETCTBYET POMAHTHYECKUM
npeacrasiaeHnaM pycckoii aureparypst XIX cronerus
0 npeKpacHoii yepkemenke (oHa poauiaacs 8 Hanpunke),
TOJBKO BMECTO Jafphl M IAJbBAP HA Heil B IeHb BEPHH-
caka ObLIM MUHH-I00KAa M CIIOPTMBHOrO NOKPOsA YepHas
TpuKoraxnas py6amka. Ilo oopasosanuio JInza apxn-
TeKTop, WieHn Mouofexnoro oovenunenna MOCXa, sri-
crapaserca ¢ 1983 ropa. Ee paGorsr noguepkHyTo KoH-
CTPYKTHBHBI, CTPYKTYPHPOBaHbI (CKasbBaeTca apxu-
TEKTYPHAsA BHIYYKA), MOCTPOEHHI B OCHOBHOM Ha Wrpe
¢daxryp. PaGorars ¢ userom eii ckyuno. VI noromy ona
00BI9HO OepeT B CBOM Beli MUHMMAJIbHOE KOJIMYEeCTBO
uBeToB. A Gonee Beero ar0ur paGorats ¢ yepHbIMu dak-
rypamu. Kakue-to cTpaHHbIe OpHAMEHTHI WJIH Y30PHI HA
3BI0KOI IIOBEPXHOCTH, COCTABJIEHHOIT U3 YePHOIl MPKM,
YepHBIX HUTEH M Kycoukos Oiecka. UepHas TkaHas no-
BEPXHOCTH, 3 KOTOPOIi BHIPACTAIOT 3KI'yTH YEPHOIi e
niactTMaces, paHTacTHYECKHne meii3axku, CoCTaBIeHIbIe
H3 CHKATOI KON, MéXa M CYKHA, YePHBIE U YepHBIe
¢ KpacHBIM, YCIOBHEI, a MOsKeT GBITh, N peajancruye-
cKuii neli3ax n3 mpocroii recbMbl. TechMa Kak MeTHasA
toabra, rechma co craasHeiM OiaeckoMm. IloxHoe nponnn
riajgKoe m300paskeHne KIacCuIeCKoil Ba3bl ¢ MOIEPK-
HYTO 3KEHCTBEHHBIMHU GoxaMu Ha (oHe mMpocreraHHoIi
HuTAMHA crapoii Barsl. TyT JexoparnsHoe HCKYCCTBO
HJIET TEM Ke IyTeM, YTO M MCKYCCTBO «HACTOAIIEE» —
JKABOIMCH, CKYJBNTYPA, ¢ HX MHTEPECOM K (aKType
NOBEPXHOCTH M yBJIeYeHNeM MHHIMAIN3MOM.

«MHe Bcerga MHTEPECHO NPUBECTH B FAPMOHMIO TY
Ky4y 00pPe3KOB M OCTATKOB, KOTOPYIO 5i BHIBAJIMBAIO HA
110 MACTEPCKOil M3 MeImKa nepej HaYajIoM padoTe,—
pacckassisaer Illepouanna. OGsruno eii 3To0 ynaeres.
T'apMonus 1 IETOCTHOCTD HA HTHX TEKCTHIBHBIX KapTH-
HAaX BO3HHKaer W Haput. VI no3ToMy MOKHO rOBOPHTH
o ToM, uto TBopyecTBo IllepGunnnoii noaTHano, ecin
MOHMMATDH TO]{ MO3TAYHOCTHI0, KAK TO OBLIO B HaYaJe
BEKa, YMEHHE CONpAraTh MeKIy co0oii cambie jalexne
NPEAMETHI M TOHATHA.

elodotelolololo elofolofolololololofolololololofololofoYololololoYoloYoYoYoYolo)oYololole o lololololololololo o)

E. Komknn ¢

o)
oJofolofofofolofofolofolofoololololololololofolofo ofolofolofolololololofolofololofolofolofolofololololofolofolofolofoloolololololo)
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MpuHa 3aTyjioBcKasg

irina zatulovskaya

Pasrosop Bejier Enena Rypasnujnena

I K.— ../ zouy eepnyrvca k npoGaeme, KOTOPYIO Tul panvle ie
TOTeAa PA36UBATH,— 0 NEKOTOPLIL IHECUCKUT YENHOCTAT, KOTOPbLLE
Mile 6 TGOeM UCKYccTae upeaevivalino arobonvitrel, Teou paborul
wacto — asanzapinvie no gopme (Tam UCNOABLIYIOTCS MATEPUALDL,
nerpaduyuonnvie Jas HUBONUCU: Hcere3AKU, 06aomkw TPYO, KYC-
kKu depesa), u emecre ¢ Tem Pe3yabTAT — COGEPULEHHO NPOTUBONO-
aoacnbili aganzapdnomy. Tol cTPEMUWLBCH OUEA0BEHUTL ITUL (CU-
POT YUGUAUIAYUUY, a e DemOnCTpUpyews Y602yt RYcTOTY UL CU-
porcrea. Tol ux Haseews, sTu 0640MKU, O4es08e4UEAEULL, NPUOG-
Waewb K MUupy KYyabTYpHBLT yennocTel. A aTo oTHOWeEHUE MHe
kadxcercs senckum. A ewe Tounee — marepunckum. A ne rouy
CKa3aTb, ¥TO MYMKHUHbL Oecuenoseurbl, HO aganzapiHoe CO3HAHUE
camo no cebe 6pYTaLbHO U 68 KAKOU-TO MOMEHT MO2A0 CROKOUHO
nodobubvie YenHOCTU BLIHECTU 34 CKOOKY, OMU He HYJchbl Oblau 045
pa3euTus aganzapinol Temul.

H 6ot Takozo nodzroda, kak y Tebs, y nac 6 Mockee nouru ner.
XoTa mHue Kaxercs, UTO 8 COBPEMEHNOL KYabTYpe JHceHCKoe Haialo
(ne demunucruueckoe, a To, dpednee, «uHb») cTaneT JOCTATORHO
3NAUUMBLM.

U. 3.— I Boobme He MOHMMAal0, 9TO Takoe aBaHrapm. Hamsrit
pas, Korjia r'oBOpsIT «aBaHI'apjl», MHE CTAHOBHTCHA COBEPIIEHHO HeEIOo-
HSTHO...

E. K— Hy, ecau 370 npocTo 06%3CcHATYL (He 3aTYMAKUBAR CAOK-
HLLMU TEPMUNAMU), TO & CHLUTAI0, YTO ITO TAKOE UCKYCCT80, 8 KOTO-
POM NPUNYUN HOBU3HBL NOCTABAEH GbLULE, eM BCE OCTALbHLLE.

. 3.— B raxoMm ciyyae s HUKaK K HeMYy He OTHOINYCDL, HUKAKUM
GoKoM.

E. K— A Kk uemy Tol OTHOCUWLbCA KAKUM «60KOMH?

. 3.— He snaio... [loanMaeisb... y MeHa ObLI APYT, CTapPEHbKUIA
xyjomunk CorankoB Auekceil I'eoprueBud, KOTOpPHIii yMep B IPOLI-
JoM rojly. OH Tak ToBOpUJI (MHE 9TO OYeHb MOHPAaBHJOCH U 32IIOMHMU-
Jn0ch): «fI — KpammBa, a THL Kak Xouemb», IloAEMaems? To ects BOT
9TO BCce MHOroo0pas3me, KOTOpPOe CYMeECTBYeT B MPHEpoOfe — B HeM He-
Ty... Tparenun. Bce mpouspacraior, Bce pa3Hble, Bce AJA Pa3HOrO
sena nparogasl, Korga s ero (Axexcest 'eoprmeBuda To ecTh, a HC
KpanuBy) B3sjla Ha BHICTaBKY Ha Hamupky, oH OYeHDb BHUMATCJIBHO
1 JI0JITO CMOTPCJ Bce PaGoTH, sT M He BHjieda TaKoro (JarojaTioro
1 GJiarojlapHoOro 3puTeJIsl.

Bce 1rocMoTped, 11po KajKkioro 4TO-TO CKasal, COBEPLICHIIO 110-
cnoeMy. A sareM, Korjia MBI BBIILIM, OBLI O4eHDb omevaljen. Ckasail:
«Onu Bee CTapaloTest BCTPOMUTHCST B coBpeMeHHOCTh. HoBoe cpenatn
oucnn Tpyjuo», Ecau xoteTh geiraTtr HOBO@ M TONLKO HOBOE, TO
BOOOIIC HMUEr0 1TPOCTO HEe NMOJYIUTCA.

E. K.— A ruo Koeda deraewsn, y Te6R Kakoe roTenue ecTv?

M. 3.— Kak 51 cro HEa3pIiBaio, 9TO XOTEHHE — OHO 3aMEHSCT 11~
plojibunKa, B crapsic BpeMeHA I[MPIOJBHAK OTBOPSM Kposb. Taxyio
e pyuruo nemnomsier padora.

. K.~ 3unauur, das te6a 270 kak 6vr cnacenue? Ot nepeusboir-
ka ueeo-r0? A ueeo?

H. 3atynosckasa. «Jlyywe Hac ectb».
Mepeso, macno. 1987

By Elena Kurlyantseva

E. K.: ..I would like to re-
turn to the problem that you
did not want to expand on.
That is about some of wo-
men’s values which are very
attractive for me in your art.
Your works are mostly avani-
garde in their form, because
you use non-traditional materials
for painting: pieces of wood
and iron, fragments of pipes.
However, the result is absolu-
tely opposite to avant-garde.
You try to humanise these “or-
phans of civilization”, not de-
monstrating the miserable emp-
tiness of their orphanage. You
pity and humanise these frag-
ments, try to adjust them to
the world of cultural values.
I see this attitude as purely
feminine. Motherly — to be
exact. I do not want to say
that men are inhuman, but the
avant-garde consciousness is bru-
tal as it is, and in a certain
moment it could make such
values marginal as they were
of no need for the development
of avant-garde theme.

We in Moscow do not have
such approach as yours. Though
it seems to me that female be-
ginning (not femenistic, but
the ancient yin) would become
very significant in modern cul-
ture.

I. Z.: As for me, I do not
understand what avant-garde
is. Each time anyone says the
word “avant-garde”, it becomes
absolutely strange to me...

E. K.: Well, to put it in a
nutshell (with no difficult
terms), this is the art where

the novelty principle is placed
superior.

oL Z.: In that case, I am nol
in.

E. K.: So, where are you in.

I. Z.: Don’t know... You see..,
I had a friend, an old painter
Alexei Georgievitch Sotnikov,
he died last year. He used to
say (I liked it very much, and
remembered): “I am the nettle,
and you as you wish”. Under-
stand? That means that there
is no... tragedy in the diversity
existing in the Nature. Every-
one is growing, everyone is dif-
ferent, everyone is adjustable
to different purposes. I took
Alexei Georgievitch to the ex-
hibition in Kashirskaya with me.
He carefully observed all the
works. I have never seen such
a grateful spectator.

He looked at all pictures and
gave his own evaluation to
each work. When we left the
exhibition he became very sad.
He said: “They all try to build
themselves in the present. It
is very difficult to create some-
thing new”. If one wishes to
create nothing else but some-
thing new, the outcome would
be a complete failure.

Il. K.: What kind of wish do
you have when you work?

E. K.: You mean you feel a
kind of pity towards painting
since it had been... offended by
modern culture with its indif-
ference? Then tell me, you visit
West now. Do you feel any pro-
vinciality?

I. Z.: T have been at exhi-
bition in Finland recently, There
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1, 3.— Hy, ot nepeus0biTKa... BocTopra. Ilepej; TBOpeHHEeM, MOKET
651Th, OT mepeusOBITKA TOrO, 9YTO HEBO3MOKHO BBICKasaThes. V1 mase
HE TO YTO HEJB3S, & BPEJHO roBopurh. Hak TONBKO CKajKeIrb YTo-
TO, TaK 9TO TYT Ke Kak Obl u... Bpejur.

E. K.— Tegoe 7T60opuecrso 06aadaerT KEAKUM-TO KALECTEOM... KAKO20-
TO 06aﬂHuﬂ, KOTOpOE 6 COBPEMEHHOM UCKYCCTEE MONHO HE CHUTATDL
1eobx00UMbBIM, ROTOMY UTO CYUeCTB8YIOT OUeHb MH020 Opyeur
(npeodosenus T020, ce20, ROTOM ITOT KOMNAEKC HOBU3HbL, UAU 8TO-
puunocTu — Kak 6 nocrmodeprnusme). Kar oce o cebn wyecrey-
euLb,— Tbl, Hen06ek, KOTOPbLU J0CTATOYHO TOPOWLO 3HAET U KOHYen-
TYALUBM, U 6Ce ITU 3anadHvie cO8pemenHble Oena, U 6 TO de 6peMa
Kak Obl He 00pawaeulb Ha 9TO BHUMAHUSL? 3AHUMAEULLCS HCUBO-
nucvio. Koeda aro npoucxodur ¢ aodomu, KOTOpLLE COBCEM HE UC-
Kyuwennvie, das nux Tpaduyus KapTunbl Huzde HUKAKUM 00pasom
ne npepuvigaercs. U ecau onu 0eaatoT KAPTUHY HYTb NOApPUE, OHU
dymator, 4uro oHu deaator asamneapd. ITo éce npocrodywrno. A Tol
docraroumno ucnyw.eimbui Henoeéekr, noropbui 3naer, 4To MHO2UE
CHUUTAIOT, YTO KAPTUHG YMeEpAQ, uciepnas cebs kKak 6006upe eud
1306pas3uTeAbHO20 UCKYCCTBA, Tbl IT0 Jeaaeub co eceli eaybunoll
nepewcueanus.

. 3.— Ecau Tele ckaskyT, uTo J060BH yMepia, JIOOBH HET, THI
410, yKE He CMOJKellb JIOOUTh HUKOIO?

U K— A dasn Tebs kapTuna, Kak 4106066, cosepwennal.. Bedw
RaApTUH@ GOBHUKAA HA KAKOM-TO UCTOPUHUECKOM OTpE3KE...

W. 3.— Ho s sxe TOBOPIO: MHE KajKeTCs, YTO caMmoe IubeibHOe
JIeJI0, TIOHIMAEIh, 9T0 CTPEMUTHCS ONATH Ke BCTPOHUTHCSA B COBpE-
MEHHOCTH. JTO 04€Hb I'MOEJbHBIA IIyTh TAKO#, HA KOTOPOM MHOIHE IIO-
rudaJm.

E. K.— Hy, ecau ne doznars, To, Koneuno, eubeavro. Ho 6edo
ecTo ./uoau, KOTOpble 0YE€Hb OCTPO NepeHusardT CoO8pemMeHHOCTb. a
otu He 0020HAI0T, & NPOCTO Tak wyecTeyior. U das nux cmeprsv
KapTunbl — 910 ouesudnocrv. M ece atodu, koropvie aTY 04e6UIHOCTD
He Bua.ﬂ’l', RAIYTCH UM NPOCTO APXAULHBIMU. Tebsa Takoe oTHOWE-
Hue He... ozopuaer, HE 3arpaeueae7'?

. 3.— Hy, pampllle KaK-TO 3aTParmpajo, a Teneph He 3aTparuBa-
er. fI mouemy sammmaloch ;xuBonmchio? Hy, moromy, HaBepHOe,
4TO TYT CJHMIIKOM Bce 00Ha;KeHO, BEIHO cpasy, 4To K uemy. Torga
KaK B JJPYrOM KaKOM-TO BHJ[e MATePHaJ MOKET CKpalluBaTh, CKPBI-
BaTh 4TO-TO...

E. K— To ectv Tyr He 3a 4TO CRPATATLCS, 8 HCUBONUCU?

W. 3.— Jla, cosepiienHo BepHO. VI moToM aT0 HamboiIee OTBIE-
4eHHOE KaK0e-TO MCKYCCTBO, HUKOMY He HYKHOE.

E. K— To ecro Tl uCnuiroléaeuld k HUBORUCU TOT camblii pod
JdcanocTu, K02da 0ka3anochb, HTO CO6PEMEHHAS KYAbTYpa ee... vy,
kKak-T0 0b6udcaer ceoum pasHodywuem? A 6ot ckadxnu: TV celiuac
6vieaewd Ha 3anade, Kak Tebe Kadcercs, Tvl OU YU aewd KaAKY0-T0
npOoBUHYUALLHOCTS?

E. 3.— Bor ceiiuac s1 Gbuta Ha BbIcTaBKe B Mysee B (DUHIAH/MM.
TaMm GBLIE OXWHHAIATH XYJ0;KHIKOB M3 PasHBIX KOHTHHEHTOB., Hor-
Ja 51 BOILJIA,— YBHJIEJa, 9TO COBCEM HeT (PEIypPaTHBHON JKUBOIMCH,
9T0 BCE TaKoe.. Kak OB JAJeKo yIiejiiee oT (UIypaTmBa, a g Bee
TaM Ije-1o... Tamych. Ha 4T0 OHM MHE COBEPIICHHO CIIOKOMHO
cxazannm: «Hy mer, mouemy jxe, BOT 13 APPUKE XYLOKHUK TOKE
¢uryparusmsiiiy. Bor. Ho moToM, Korja mpomwio Kakoe-To BpeMA 1
[epBoe OIIYIIeH¥e MPOILIO, TO B 00IIEeM /I MEeHS MCYePIaHHOCTD
HEKOTOPHIX M3 TeX XYJIOKHUKOB OIYTHIACh MOJHHEHOCHO. A C PY-
roil CTOPOHBI, MOsI peIeKCHA HACUET TOrO0, YTO BOT MOE HCKYCCTBO
HECOBPEMEHHO, COBEPIIeHHO HE y KO0 HE BBIZBAJO IOJIEPHKH. ITO
He HaIla 3ajada COBceM, MHE Kajkercs, BooOme paBaTh Ol@HKH M
cyaurh. M Korjia 51 XOAWja M cMOTpejia — 3Haellb, TaM TaKue
Gospiime Myseu!— si IOHAIA, 9TO caMOe IIaBHOE [IJIsI MEHs — 3TO0
PyCCKas WKOHA.

E. K— Ecau Tol cuuraewbv, ¥To UKOHA TAK 60RAOWaeT.. ayiuiee,
yr0 30ecd ecTb, TO KAk JKe Tol 06BACHAE WD 8CIO yoacacrnocTe coepe-
mennoti ukonw? T, kak 1 nonumaio, veaoeer peauzuosnviii. Ho
6OT Tbl Jdce UKOHONUCLI NPU ITOM He 3auu.uaew:>cm"

. 3.— Hy, s conporuBisaiock. CONPOTUBIAICH TOMY, YTO HTO
065132 TeNBHO HYKHO. UTO TONHKO B DTOM MOKHO BBIPA3HTb... JI0GOBb.
To ecTh TOJBLKO B HTOM, TPAAUIEOHHOME (opme.

E. K.— 3nauur éce-raku rpaduyuonnas $opma Teb6s Lem-To
pasdpaxcaer? Tebs MOMHO UKTEPRPETUPOBATL KAK NPOJOAICATENS
ukonoOnUCHOU Tpaduyu, KOTOP020 NPU ITOM pasdpadcaer Tpaduyu-
onnas gopma ukon. lpasusvro? H koropwll cuuraer, 4T0 TO
camoe wyecTeo, KoTopoe oaHcHO OVITL 6 UKOHE, MOJceT ObiTb GbLPA-
JceHo u 6 KapTuHe.

. 3. — Hy, npumepro rak. Ho «pasjgpakaer» — 9T0 He TO CJIO-
B0. Ecam 651 s Bujela XoTs OBl OJMH OpUMep COBPeMEHHOH HKOHBL,
TO MeHs GBI HTO CTPAIIHO PajoBaio. A Tak.. Ho s-T0 HE MOry cama
HUYEeM [0XBacTaThcsa. PasBe TOJIBKO CBOMMHU HEJOCTATKAMM.

I105TOMY ¢ TaKOil IO3UIMH PACCY/KIAThH OYCHb HE X0UeTCs. A XO-
wercs, HA00OPOT, COGPATH KOIUIEKIMIO KAKHX-TO, MOET OBITH, CIaii-
JOB (XOTA s OUeHDb He JI00JI0 Cciaiijs1), paboT, KOTOPEIe OBl HECHH B
cefe DTO JKMBOE UWYBCTBO, He SABJIASACH TPAJUIMOHHBIME JHKAMH, HO
KOTOpEIe Hecan OB B cebe TO, 4ero si 9acT0 He BIHKY B TAK HA3bI-
BAeMOM HOBOM HMCKYCCTBE.

E. K — A raxue ceou paborsl Tl 6oabule 6cezo aobuws?

. 3.— Crapsre.

E. K.— Ilpagda?

W. 3.— Uewm pambime, TeM Jyudmre... Hopsie BCerja BHI3BIBAIOT COM-
HeHusa. A OyayIque Bcerjia BBEISBIBAIOT YiKac.

E. K.— 970 Kakas-T0 TOYKA 3PEHUN... RPOTUBONOAOICHAS 06Uje-
npunsarot. Iloromy uro 8 NOMHIO, KAK020-TO NOITA CRPOCULU —
eawe atobumoe cruroreopenue. On 0T6eTUL, ITO HEITUUHO CNPAULU-
8aTb, NOTOMY UTO ecrecTéeHno, 4To nocaednee. IIO’I'OMy uTo ecau
6bl 0HO He Ka3aarocb Ayduie 6cex OCTAALHLLX, TO 3aueM 6vl 6b1a0 de-
aare daavwe. Ecau 7ol a106uws crapvie paborsl, TO uT0 TE6S 30C-
rasaser deaarsv Hogvle?

W. B.— Hy, s me mo6rio ¥orja 4ro-To TamM ymmpaer. Iloromy
YTO eCIU THI KAKMe-TO CBOM 3aMBICIEI HE peajusyemnb, TO 3TO OYeHb
BCEIJia TATOCTHO. IIoTOMY 9TO 3TO OCTABIAET TAKME... CCAJUHBL
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were works ol eleven artists
from different continents. When
I entered 1 was very much sur
prised not to see any works
of ligurative painting. 1 felt
that 1 was lagging somewhere
behind. But they told me: “‘Look,
here are figurative paintings

by an African artist”. Later,
when the first feeling passed,

I understood some of those
exhausted artists at once. On
the other hand, nobody sup-
ported my reflexion that my
art was not modern. That is
not our task to estimate and
evaluate. And when 1 was going
to museums there I came to
understand that the most im-
portant thing for me is the Rus-
sian icon.

E. K.: If you think that the
icon embodies all the best we
have here, then how would you
explain the terrible modern
icons? As far as I understand
you are a religious person.
And you don’t do icon-painting.

I. Z.: Well, I try to resist.

I resist this necessity. What
can be expressed in this? Love.
That is, only in this traditional
form.

E. K.: So, the traditional
form still irritates you? You
can be interpreted as the suc-
cessor of the icon-painting tra-
dition who is irritated by the
icons’ traditional form. Is that
right? And who considers that
the very feeling which is to be
in the icon can be reflected in
the picture.

I. Z.: Something like that.
But I would not use the word
“to irritate”. If I have ever
seen a sample of modern icon
I would be very glad. But 1
have nothing to show off with.
Only my weak points. That is
why I would not discuss this
from this stand. On the cont-
rary, I would like to make a
collection of, say, slides (though
I hate slides) of pictures that
carry this live feeling inside
themselves, being not traditio-
nal images; but they should
also carry the things that I
often fail to see in the so
called new art.

E. K.: And what of your
works do you like best?

I. Z.: The old ones.

E. K.: Really?

I. Z.: The earlier the better...
The new works always cause
doubts. And the future ones
cause horror.

I. Z.: This wish is like a
barber, as I put it.

In the ancient times barbers
used to make blood-letting. The
work for me has the same
function.

E. K.: So, is it a kind of sal-
vation for you? From some
surplus? Of what?

I. Z.: Well, from the surplus
of delight. Maybe the delight
in the sight of creation. From
the surplus of the impossibility
to utter an opinion. Not just
because you should not utter
it, but rather because it’s ha-
zardous. The very moment you
utter a word you feel this makes
you no good.

E. K.: Your works has some
quality... of fascination which
seems to be not so necessary
in modern art for there are a
lot of other qualities (over-
coming of this and that, then
this complex of novelty, or of
all secondary as it is in post-
modernism). How do you feel
then? You, a person who knows
conceptualism and all this mo-
dern western stuff pretty well;

at the same time you as if pay
no attention to all this. You
are involved in painting. When
it happens to people inexperi-
enced in it they can not grasp
the interruption of the paint-
ing’s tradition. If they make
their picture brighter they are
sure that they make avant-
garde. It is so simple. You are
very much experienced in pa-
inting. You know that every-
body thinks the painting ex-
hausted itself and is dead now,
nevertheless you work with
deep feelings.

I. Z.: Imagine that love is
no more. Love is dead. Would
you stop loving?

E. K.: Is painting perfect for
you as love?.. You see, paint-
ing appeared during some histo-
ric period...

I. Z.: T have told you al-
ready, that the attempts to bu-
ild in the present are the most
ruinous. This is a very disa-
strous path.

E. K.: It is disastrous if you
fail to catch up with the pre-
sent. But there are people who
suffer the contemporaneity very
keenly. They just feel it not
trying to catch up with it. For
them the death of painting is
obuious. All others for whom
it is not, seem to them to be
archaic. Aren’t you affected
somehow by such attitude?

I. Z.: It used to affect me
some time ago, not now. Why do
I paint? Maybe because every-
thing is evident and visible in
painting. In any other trend
material may hide something
or add charm...

E. K.: That means there is
nothing to hide behind in paint-
ing?

I. Z.: Exactly. This is the
most abstract art for nobody.

E. K.: It is somewhat a point
of view... opposite to the ge-
nerally accepted one. Because
I remember when a poet was
asked what his favourite poem
was. He answered that it was
impolite to ask such questions
and that of course, and it is
natural, the last one. Because,
if this last poem did not look
the best would there be any
sense to continue the work. If
you do like old works, then
what makes you do the new
ones?

I. Z.: Well, 1 don’t know. It
is very difficult to analyze
everything. There are such nio-
ments of... brief delight. And
all torments consist only of
what is being done now.

Because, it is very painful
if you fail to implement your
intentions. It is very hard. That
is the same necessity as, say,
rejoice with leaves or flowers,
or whatever. But that is my
work. I see it as my work.
And when I don‘t work I feel
very bad.

E. K.: Nevertheless, you have
a lucky work.

1. Z.: When one is in love he
suffers more.



Haraneg CMossiHCKkas

natalya smolyanskaya

Ee TBOpuecTBO — IKMBOIKMCH, HO UPU ;KNBOIMCH €CTh ele M
o6'nemunte 00 LeKTs. TKalb, yBIeKaeMas KPaCKOW, HABHCAeT B IPO-
CTPaHCTBe, CMUHASICh M CKUMasich U obperas aMe6oo0pasHyio op-
Mmy. Boyst Bamra mckath B 9THX (Popmax Qurypy BegbMBI MM TaM
LITHILY, PABHO HUKTO HE BAlPETHT BAM YBHJETh B KOHTYpax 06JaKon
aHreya wiam mapoxof. Jlusa camoit ke Haransm 51w 00eMBI
apTUCTHINO PEe3KU B I[BeTe, a JRKUBOIIMCL TOHKA B paspaGorke. Ha
BBICTaBKe 00BbeMBI GpocaloTcs B riasa cpasy, »KUBONHCH ke Tpelyer
oTpelIeHHOCTH co3eplaHusi. CaMOCTOSITCIbHAS, KAKAs-TO CIUIIKOM
11e3aBUCHMAs1, U BCe jKe 3aCTEHYMBAs JKM3HD 1IBETA HA HTUX HOJOT-
HAaX eCcTh JOJIIMil IYyTh aGCTPAarvMpPOBAHMA, OTMETAHHs KOHKDETHBIX
ofosmogeK BuguMoro Mupa. 6o MEp 0003pUMBIil MOMKET OKA3aThCs
JIOYKHBIM, HOJ[CKa3aHHBIM WJIM YBANEHHLIM YYKHMHM ria3amu. U orpe-
Kasich OT ero peanuit, HaTaxpst roroBa mmcaTh JUIIB TO, YTO NO3HA-
HO ¥ OI(yTHAMO [BMXEHMEM JYIIA B €€ NEPBHIX IPOOYKIEHMSIX.

Ects B 9TO# KMBOMNCH IOJCO3HATEIbHOE IPUKOCHOBEHME K OBITUIO

¥ IMEeHHO MO-HACTOAMEMY OJHO: OTKDHIBIIEeCH B JETCTBE,—

KaK rOBODUT OHA caMa, IpaBia, HeoxoTHo. Ho Begb 049eBHAHO, UYTO
BCPHYTHCSI K TAKOMY MCTOYHHUKY HEBO3MOKHO, COBEPLIEHHO HEBO3-
MOJKHO,

PealibHOCTD CTYYUTCA B [Bepb, IPOHUKAET BO Bce HIEJH, ee He
oGoiiTy, HE 00BEXATh M Haxke He 00JeTeTh, PealbHOCTL Co3gaer
nomexu! Bor Torma Ha TyTH XYMOKHMKA K MOJOTHY BO3HMKAIOT 9TH
MaTepuarbie 00pa3oBaHUs, 9TH TPANMYHEIE 00BEMEL C MX SAPKOH 7
pe3Koit oxkpackoil. OKa3bIBaeTcs, 3TH NPOCTPAHCTBEHHBIE ITOCTPOCHHMS
HC YTO MHOE, KAK a0CTPAKTHBIE (IOPTPETHI IIOMeEX).

Ho B mosoTHe, B M3BEYHYIO ILIOCKOCTH jKmBomucH, HaTanns ux
HC BOYCTAT, W OHH He 3aTPardBaloT NepBO3JAHHOCTH YyBCTB, H3JIHB-
TINXCSI B 1{BETE KAPTHHBL

OuceBUAIIO, CCTh ONIPeNeJeHHBIH CTATyC YeCTHOCTH, KOTOPOMY
caejyer Bes ee rpynma. Hy, xotsa Obl 3T0: Ha BBICTaBKe maberarth
HapOYHTON KPacoThl, yXoauTh ot 3pdexroB. Ito ycranoska? [la.
Xors ma Hammpckoii rpynna, IpsaMO CKas)<eM, 3TOr0 He JOCTHUTIA.

C mpyroit cTOpPOHEI, CMOTPsI 4To MOEMMATH 1o 3ddexramu. Ho mo-
JKeT OBITh, MOJCBETKA, KOMIO3HMI[MSI — BCE ITO HBIHUE HE OTHOCHUTCS
i sdpdexram?

BnpoueM, Bce 3TO dYemyxa, MeJo4h BCe 3TO, M eCTh Bemd Kyfa
cepneanee: MOJIOJIOCTH ceroj(iust ObIBaeT MHOIO Myjipee HAac, IPENIHBIX.
KTo-T0 M3 HuX HacjejiyeT I'CHeTHYECKAIl OlIBIT, HO OH CKOpee BCero
1Ic M.

OHM IPUXOAAT K aGCTPaKiMu CBOMMH IIYTAMH, CKOpee Bcero
OTpeKasAch OT peal’il JKU3HM, IPATOTOBJIECHHOH HM KO JHIO POMK-
nenus. VIX me ycTpamBaloT He TOJHKO YPOKM TBOPYECTBA, KOTOPEHIE
crapumme 6paThs MOTYT MM IPEHONaTh, HO M CaMa JeHCTBATENLHOCTS,
1 KajsKkCTCs, OHU JIOrafbIBAIOTCS O TOM, KaKoe MCKYCCTBO MOM{ET 4TO-
HuOy/iL M3MEHWTL B HaIieM Mupe. g

[ler arl is stereoscopic paini-
ing. Under pressure of paint
the fabric, is crumpled, shrinks
and overhangs in space taking
the shape of amoeba. In these
works you can guess a figure
of a witch or a bird, maybe an
angel in the clouds or a ship.
But Natalya herself realizes
these structures as well as the
art itself as abstract. The co-
loured structures are artisti-
cally sharp, and the painting
is very neat in elaboration. At
the show her works arrest spec-
tators’ attention and call for
aloofness and contemplation.
This independent, self-governed
and, yet, rather shy life of co-
lour is the result of the long
way of giving up of the spe-
cific shells of the visible world.
For the visible world may
appear false, prompted or
seen through somebody else’s
eyes. And rejecting the reali-
ties of this world, Natalya is
ready to depict only what was
apprehended by the motion of
the soul in its very nascence.
There is a subconscious touch
of entity in this painting. Na-
talya tells herself, though rather
unwillingly, that the really va-
luable things were those dis-
covered in childhood. But the
impossibility of getting back
to such source is obvious, ab-
solutely obvious.

Reality knocks at the door,
penetrates through all chinks;
it can not be passed over, or
gone, or flown round. Reality
produces obstacles between the
artist and the canvas. Disappo-
inting obstacles! That is the
exact moment when those shar-

ply coloured fabric structures
appear between the canvas and
the painter. It is turned out that
these spatial structures are
none other that the abstract
“portraits of obstacles”.

But Natalya would never let
them enter the sacred plane of
painting, because they do not
affect the original feelings which
were given vent to in the co-
lour of the painting.

Obviously, there is a definite
status of honesty which is fol-
lowed by all the members of
her group. They avoid delibe-
rate beauty and effects at the
exhibitions. Is it their line?
Yes. Although the group at Ka-
shirskaya, let us put it stra-
ight, failed to achieve this. On
the other hand it depends
upon what the word “cffects”
imply. Who knows, maybe illu-
mination, composition are not
attributed to the effects already.

It is time to understand that
the young today very often
prove to be wiser than we, sin-
ners, are. Some of them in-
herit the genetic experience,
but most likely it is not ours.

Each of them choose his or
her own way to abstraction,
disengaging themselves from
the realities of the life which
was prepared for them right
for their birthdays. It is not
the art (art of their elder bro-
thers) alone that they do not
accept, but the reality as well.
And it seems they have some
idea of art capable to change
something in our world.

LU
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benna MarBeeBa

bella matveeva

b. Marseesa. Cnawui toHowWwa
Annnukayus

..ITapcynHasa BeIAIaBOCTb PYCCKON KPacaBHIEI B KOKOIII-
HEKe, 6ecCTPacTHO-PeNPe3eHTaTABHEIM KECTOM JIeMOHCTPH-
pymoleit HaM CBOK KOKeTIIEBO 00HaKeHHYI0 KoideHKy? Mim
J0Hasg HeBecTa, TePOMHA HepaBHOro Gpaka, mpejcTaBIIas Ipej
aJTapeM Haroii, Ho B my6ke u roixosaoM y6ope? Wnm Graro-
ponHoe npeaperme Gesoro ouiepa, H3BICKAHHBIM JABOPAH-
CKHEM 3KeCTOM IIOKA3BIBAIOIIEro KOMOMHAIMIO U3 TPeX IaJblleB
rPOMEJIe-MaTpPOCY, BOPBaBIIeMycs «rpabuTs HarpabGiaeHHOE)?..

Majestic Russian beauty wear-
ing kokoshnik (woman’s head-
dress in old Russia) exposes
her coquettishly naked knee
with an impassive and represen-
tative gesture? Or a young
bride, heroine of misalliance
appears before the altar ab-
solutely nude, wearing only
the fur-coat and the head-dress?

..Ha ee momoTHAaX cOCe[CTBYIOT jiparoleHHAas mapda u ¢oJbra,
aTJIaCHBI@ JIENTH M 9ePHBIA KapakKyJb, JONOJHEHHEIe TOHKAM DH-
CYHKOM H3HICKAHHEAMIMX TKaHeil.

Kapruusl Beansl KpachBel. JTO MepBOe, 9TO IPHXOAAT HA yM Jaxe
IIpE NOBePXHOCTHOM BHAKOMCTBe ¢ HAMH. MokHO 6HIIO OB TOPMIO
HAa3BaTh HX CAJOHHEIMH, eciid OBl He TPAaAMIMOHHO C/epKaHHOE OT-
HOITeHme KpATHKOB K CaJomy.

Iepcoram MarBeeBoil yTOHIeHHH M M3AMALL, [lnacTnka ux
03 B JBW/KEHHI OTTOYeHA JI0 COBepmeHCTBA. MBI yrajninaeM B HHX
OTKPHITYI0O TYBCTBEHHOCTB, HO 3TO CKOpee JIMUIb JIerKoe KacaHue,
HoJyHEaMeK. JII06OIbITHO, YTO MeHCKAe 06pa3kl, KaK MPaBHJIO, eu-
AnuEbl. CaMa XyO’KHEANA NPHE3HAETCSH, 4TO ee GOJbIIe NMPABIEKAET
mepefiaga TyBCTBOHHOCTH H KDACOTHl O0NaKEHHOrO MYKCKOTO Tela.
TeM Gosee HeoGLITHO, 9TO 06pAI[aeTCA K HeMY XYHROMHMK-KEHIIHMHA.
Jismxenne (peMUHM3MA, BEIZBAHHOE K KH3HH HCKYCCTBOM HOBOI
BONIEHI, BCe yBepeHHee Habmpaer cmry. B mmme Marseesoii ato aBm-
JKeHE® KAaK OBl Mpejiaraet M3AMHEIA aJbTePHATABHEIA BapHAHT
TPagHIHOHHONA TOMBI KEHCKOTO HIO.

T. uasuncrasn
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...Precious brocade and foil,
satiny ribbons and black ast-
rakhan supplemented neatly
designed of delicate fabrics get
along together with each other
in her canvases.

Bella’s paintings are beauti-
ful. This is the first thing that
comes into spectator’s mind
when he makes the superfical
glance at her works.

Matveyeva's characters are
neat and graceful. The flexibi-
lity of their postures and mo-
tions are filigrane. We guess
in them open sensuality, but
this is rather just a slightest
touch, a hint. It is interesting
that the women’s images, as

Or the noble scorn of the white
officer giving the fig, with a
recherche nobiliary gesture, to
the burglar-seaman who bursts
in to “rob what was got by
robbery”?

a rule, are very rare. The artist
herself confesses that she finds
it more attractive to reflect the
sensuality and the beauty of
the nude male body. It is more
surprising because woman-pa-
inter comes down to this image.
Feminism called into being by
the new wave art is gaining
momentum. With the help of
Matveyeva’s works this move-
ment as if suggests a delicate
alternative to the traditional
theme of female nudite.

T. Zhilinskaya



AHapeu Houa
andrei noda

A. Hopa
Kypunbugmuk.
Xoncr, macno

Popmrenm Mom xuByT B Anma-Are. fI moGuo mx. Bagamcsa Mul
pexko. ITana JOOMT mEpeBMKHAKOB U OYEHL OTOpPYEH, 4TO 5 He
NnOoy, KaK Oacal B JeTCTBe, 4To 3a0pocmi cmopt. [Tama mpuygad
MeHs1 K cuopry. Cray s KAH{AZATOM B MacTepa Mo KIACCHYeCcKOi
GopnGe. CaM OBl A, KOHEUHO, He LOIIEJN, HO, 3HAETe, KAK HTO B JICT-
CTBe: Iama XoTeJ, TPeHepP 3BaJ, s cTapaJcs. Boobme Bce cion-
JIOCH MO-PYroMy, 1eM HaMedasoch B fmercTse. [lama — BOeHHBIN
mypHauauct. Ilopsajok do0ET n B OBITY, H BooOme. A si — pa6oTaio
o mogam. PaGoTao CTOpOKEM.

Bor s X0y, 9TO-TO [eJal0, a CaM HOTUXOHBLKY IPOSACHSIO JJisd
cebs, kak Bce Oymer Ha xoucte, CiepBa, KOHEUHO, A HPHIYMBIBAIO
KII0Y K KapTMHEe M 3alACHIBAI0 ero ciaoBamu. Hy, momyctum, «PH-
fak ¢ pyxamum mBera Mops», mim «[1asza, MOGHEMAIOMMe CTAT», WK
«Ileitsask ¢ maxkapoHammy». IlotoM mpEKupbIBal0 Ha OyMare — Hajo
MOHATH, KaK 3TO BCe CHEJNATh.

N Bor mago mmcath. Hamo craTh ogHOMY. A B CTOPOMKY 3aX0-
IAT CTOJADHI, HepeofeBaloTcs, rosopar. f paGoraio 31ech, CTOPOHL
st y HEX. TyT pAgoM xeHa ato-To fmeaaer. Ho MHe aTo moToM yKe
He MemaeT Hamo mauarh. 910 Tsakeno. Ho s cmory. M y mens, mo-
JKET OBITD, TOJYIUTCS.

A CKONBKHM TSKEJNee — y HMX HET 9Toro. BoT KO MHe MpUXOMsIT
MHBAJUABL Y HAX €CTh KPY)KOK JKHBOIKCH, ONM MHTEPECYIOTCH, HO
9TO COBCEM Jpyroe.

W sor xorga Tak moGyjels mepej XOJCTOM, MHOIA JOJIO, U
qyBCTBYI0, 4T0 GONBING HE MOrY, TO HAYAHAIO, M IIOTOM BCO Cpa3y
HO-APYroMy’CTAaHOBUTCA — KPACKM IaxHYT. BoT KagMmit KpacHslii,
cBeTabid. OT Hero pmBErathcs xoweTcd. fI Geamma a06iai0o —HO ¢
HAMHE 0CTOpPO;kHO Hajo. I HOYbI0 paGoTalo, HO KPACKH BHMKY, KaK IpH
conune. IToroM J{HEM XOJICT OCTAETCHA TAKHM jKC, KAKHM A BHJEN ero
HOYBI0 BO BpPeMsi PaboTEL

Boobme paccrosiEme mJs Gospmiunx paGoT, cBeT 0COGBI — ITOro
MHe He Hamo. f1 paGoTy CBOIO IIPAaBMIBHO BHKY U HOYBIO B CBOGM
KaMopKe-cToposkKe. fI 0610 mpockmaThesa psAfoM ¢ paboroit,
CMOTpeTh Ha Hee, UTh KO U CMOTPETh, 9TO-TO JeJaTl, M 4TOOHI™
oHA OBIIA PATOM.

8anucasa Ada Cagaposa

My parents live in Alma-Ata,
I love them. We do not see
much of each other. My father
likes Peredvizhniks. He is very
sad that I do not paint as I
used to paint in childhood, that
I quit sport. Father trained me
to sport. I became the candi-
date Master in wrestling. I
would have never done it my-
self, but you know how it usu-
ally happens in childhood: dad
wanted it so much, the coach
did not stop inviting me, so I
did my utmost. Everything
turned out the different way
than it was planned in child-
hood. My father — a military
journalist — likes order in every-
day’s life. And I work nights.
I work as a night-watchman.
For it my lodge is like a studio.

So I walk, do something, but
in my mind I am figuring it
out how this is goin$ to be
when on canvas. At tirst I find
a clue to the picture and put
it in words. Well, for instance,
“A Fisherman with Hands of
a Colour of the Sea”, “The
Eyes Hoisting the Banner” or
“The Landscape with Macaro-
ni”. Then I think it over how
to do all this.

And now it is time to start
painting. I must stay alone.
But joiners enter the lodge,
change their clothes, talk. And
I work here. I am a watchman
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here. My wife is doing some-
thing nearby. But later this
does not bother me. It is time
to start. It is very hard. But
I'll manage and maybe some-
thing will go out of it. It is
harder for those who do not
have all this.

Disabled people come to
me. They have a painting club,
they are interested, but this is
absolutely different.

And when I stay for a while
in front of the canvas, some-
times for a long time, I feel
I can’t stand it any longer,
can’t wait. The next moment
everything is the other way, I
feel how the paints smell. Here
is red bright cadmium. It is
inspiring. I like whiting. But
you should be careful with it.
I work nights, nevertheless I
see all the colours as if it is
sunny. Next day the canvas re-
mains the same for me as [ saw
it at night during the work.

In fact, I don’t need any
distance for big works or any
special illumination. Even at
night, in my little lodge I see
my work in the right way. I
like to wake up near my work
and look at it, drink coffee and
look at it, do something and
look at my work which is al-
ways nearby.

Recorded by A. Safarova
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AHAapeu ]?OflT?p_
andrei roiter

fI Bce BpeMs XO0KY L0 TOpPOY H CMOTPIO, KaK paboTaer ropop-
ckasa axrypa. Yimuras xammurpadus. B Heil ecTh pasHbIe IIACTEI
BU3YaJIbHON yPOaHMCTHYECKON KYJbTYphl. EcTh THXME, cOBCOM He-
3aMeTHBIe, eCTh BBHI3BIBatome pe3kue. OfuH KT0-HUOYND fejiaeT 3Ha-
gox «ITH» Ha mo)xapHOM KpaHe, [PYroil BHIIJOCKEBAaeT CBOE pasfipa-
)KeHme B BHuje noxabHoro msaTHA.

Bo BCAKOM TaKOM TOPOZCKOM 3HaKe eCTh HaCTPOGHH®, 3a KOTOpOe
MOKHO YILENIMTHCS, HAJI0 TOJBKO CO3[aTh B cBoeil paGore (Ha XoucTe
i Gymare) ONpC/IeJCHHYIO CHTYanuio, YTOOBI 9TO HACTPOEGHHE TYHA
[0 aJIo.

Benp ojiHa U Ta Ke peyb B PAa3HBIX CATYalMAX MOMKET HUYErO
He TOBODUTH WJIA IOBOPUTH OUeHH MHOro. MHe CKasKyT, 9YTO BCE ITO
6ned, mycrora, mycTHIMIKA — MacisHOE HATHO HA acdalbTe, KaKas-
TO HajOUCh, HacKpeOaHHAS MJIOXOH KMCTOYKO# pPyKoit paGouero. Ho
MHE-TO ¥ BaJKHO, 4TO BO BCeM 3TOM Bpojie ObI HEuero Her. UTo Bce
OTO He IPefHA3HAUEHO CIELAAJBHO JJS (KYJIbTYPHOTO IPOYTEHWS).

Bor npomsouina aBapms, TeJ0 yBe3uw, a Ha acaabre 0CTAICA
caeq 9TOro Teja, obBemenubit MexoM. W ecim cpaBHEBAaTH Mepy
BHIPA3HTENHHOCTH — eCJM XOTATE, HCKPeHHOCTA — HEKOMY (KpoMe
cyneGHBIX HKCOEPTOB) He HYMXHOTO MEJIOBOTO PHCYHKa Ha acgaibrte,
KOTOpPHI BCKOpe Oy[eT CMHIT MOMAeM WIM IOJHBAJIBHON MAIIMHON, M
NPOM3BEJICHUI MIOTUX XYJOKHUKOB, TO OKAaKeTcd, YTO DPUCYHOK Me-
JIoM HeceT B cebe 3HAYATENHHO (OJbINe, 9€M IOJOTHO, HAJ[ KOTO-
PBIM Tpy/uicsi mpodeccHOnalN, 3ayIHBIIAA 3aKOHEI MOCTPOCHHS
KapTAHBl W KOMIIO3HIAM.

Ecim cMoTpeTh Ha HOBEPXHOCTH XOJICTA KAaK HA IOBEPXHOCTH ac-
dasbra, cpasy cramer sicHO, 3aueM.— UTOGBI COXPAaHHTH CIEM CO-
OBITHSI, TpOIlecCa, CJIe[{ SNOXH, ONpefeJeHEOro BpeMeHn. 11 ouenn
Ba)KHYIO DOJIb IJA NTOCTIIKOHHA 3TOTO HrpaeT «3HAK).

Korga st roBopio 0 «3HaKe», 1 MMEI0 B BALY HE TOT 3HAK, 3Hade-
HMEe KOTOPOro HaJ0 PacKphITh, pacmadpoBaTh, MOCHE FETO €ro MOK-
Ho orOpocuTh Kak pasrajgaHHYI0 3arafky (moHsI, @ Bce). Taxoro
OBLI0 MHOIO B MCKyccTBe 70-X romoB. ¥ MeHA — Apyras 3ajada.

B ToM, 9TO s HA3HIBAI0 «3HAKAMM», HOT HpPAMOH samumdpoBaHHOCTH.
OHa OpOOIKAET CymIeCTBOBATH 32 M300paykeHHeM. 3HAK CJIOBHO
OpefiBapsieT WM YIOCTOBEPSET, YTO B ITOM MeCTe ITO-TO CIYIHIOCH,
9TO-TO €CTH WJIM JIOJIKHO CIYYATHCS, 3HaeTe, KAK MHOTA GHIBaeT B
TeaTpe: Ha CligHe HUIEr0 He IIPOMCXOMUT, HO SBCTBEHHO IPHCYTCT-
BYeT OI[yIIeHWE HEKOero HANPSAKeHHs, TOTO, 9TO NPOUCXOTHUT B DTO
BpeMs 3a KynmcaMn. Tak m MHe 3HAK HY'KeH Kax Clef, a He KaK
JKOCT.

VIMeHHO TOYTOMY 51 B CBOe BpeMsi 00paTHJCH K IOPOACKAM 3Ha-
KaM MM, KaK 51 UX s ce0s1 Ha3bpIBAl0, «TOPOJCKAM IHCHMEHAM», B
KOTODPHIX MOKHO OBbLIO BHJIETH HE TOJNBKO KDPacHBble ODHAMEHTHI I
JeKOpaTHBHEIE KOMIIO3MIMM, HO W JpaMaTHdecKme caryanmu. Mue
KasaJoch, YTO, MOIAfasd B HPOCTPAHCTBO MCKYCCTBA, BCe STH MeJKHe
OYCTHIIIKK, KOTOPHIE JIOMM INPABBIKIA CYATATH MYCODOM W 3aTHDATh,
yompath OpH KasKq0M yHOOGHOH BO3MOKHOCTH, HAMOJNHSIOTCA HOBEIM
comepskanmeM, ofparomenmBaiorcs. Ilpm 5TOM g HEKorja He CTpe-
MAJICS K MMHTAIMA YIWIHOIO OHITOBOTO s3bIKA. Bemb sHakW, Jn-
TeHHbIe IPEBA3KA K jKM3HEHHO!l CHTyaOuW, TePAIT CBOe 3HaUeHHe,
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Mepep Bamu oTpbiBok M3 Hecepnl, 3anucanHoi B 1984 roay u Torga

We He ony6nukoeaHHOM.

Xorenock 61 uero-Hubyab noHosee.
Ho uto genatb: ¢ pa3BOPOTOM NEPECTPOMKU XYROKHWUK M3bpan ko-
ueBoi 06pas KM3HM, M KaK ITO OTPA3MNOCh Ha €ro TBOPYECTBE, Mbl

NMOKa He 3HaeM.

Monoaor xyjo:xuuxa sanucaa Jleonun Hesaep

All the time I wander around
the city watching the work of
the urban texture. The street
calligraphy. There are different
layers of visual urban culture
in it. Some of them are calm
even imperceptible, some are
provocatively harsh. Someone
makes a red sign on the fire-
cock, the other splashes out his
irritation in the shape of a
bawdy stain.

In every such urban sign
there is always a mood. You
must only grasp at it and
create a specific situation in
vour work (in canvas or paper)
for the mood could get right
in it.

The same words in different
situations may mean nothing
or, on the contrary, be very
meaningful. They may say that
all this is just bluff, void,
empty stuff —an oil stain, an
inscription scraped with a work-
er’'s bad brush. But this empti-
ness is the most important
thing for me.

Imagine a car crash. The corpse
is already in the morgue. There
is only the dead body’s contour
outlined with a chalk left in the
pavement. Let us compare the
degree of expressiveness or, if
you want, of sincerity in this
drawing in chalk (necessary
to nobody except for the cops,

and which is to be washed off
soon by rain or a watering
machine) with the works of
numerous artists. It turns out
that the drawing in chalk is
much more cxpressive than the
canvas painted by a professio-
nal who learned the laws of
composition in painting.

How this could be grasped
and interpreted into art? And
what for?

If you look at the surface of
canvas or paper just like at
the surface of the pavement
you would realize what for. To
preserve the trace of an event,
process, certain epoch or pe-
riod of time. A “symbol” plays
a great part in achieving this.

When I speak of a “sym-
bol”, T don’t mean the sign
whose meaning I am to deci-
pher and then throw it away
as a solved boring puzzle. There
were plenty of them in the 1970s.
I have another task. My no-
tions of symbols are not di-
rectly ciphered. The symbol as
if notifies that something hap-
pened or will happen in this or
that place. You know it is a
common thing in the theatre,
when there is no action on the
stage, but you can feel the
tension of what is going on in
the wings at the moment... I
need a symbol as a trace, not



CTAHOBTCSI KYPbe3HBIMHU., BBl 1oMHHTE, HaBepHOE, KOIA-TO GBLIO
TOBOJIBHO PACHPOCTPAHEHO NPHTACKABATEH C YJIHI[ Pa3HOOOPA3HEBIC
TabNMYKA M BHIBECKM W BEIIATh WX B JKEJIBIX KOMHATAX: JUISA 3HAKA
TaKagd CMeHa KOHTEKCTa O3Havasa MpoHmIo. MeHs jke maTepecyer
CTHJIMCTHKA PYKOTBODHOR BHIPA3UTEIHLHOCTH.

IToroM s crajr 3aMeHATH 3HAKH PYKOTBODHEIE BHAKAME THPasKI-
POBAHHBIMH, CHAYalla TOKE YJIMIHBIMH, [[OPOKHBLIME, a 3aTeM TeMU
THPAKUPOBAHHBIME 3HAKAMH, KOTOPHIE CYN[ECTBYIOT Ha IIJIAKATAaX,
Tabimmax, ymakoBKaX, Ha KapTHHKAX KHET, raseT u yKypHaioB. He
TOJBKO IIOTOMY, 4TO THPayKUpoBaHHAsA (PopMa Gosee aKTyaibHA JIIIS
HAIIeH KU3HU. PaMKI CIIy;KMJIM MHE HEKAM PerjaMeHTOM, HCKYC-
CTBEHHBIM HAJIO)KEHHEM TPaHMI] Ha m300pajkeHue, He [aBas IMepeiTn
OT CIIOHTAHHOCTH B 00JACTH UHCTON HKCIpPeCCHH. A ¢ JIpyroit cTopo-
HBI, 51 CTApaloch He yTepATh CHOCOOHOCTH K dKcmpeccudm. MHe Bark-
HO GaJIaHCHPOBAHHE MEMKIY HTHMHE [BYMA IoidiocamMu. VIMEHHO OHO
7 COCTABJIACT JJIA MEeHS W YPe3BHIYAMHBIN MHTEpEC, W MPobieMy, 1
33/[a9y, ¥ CBOCOOPABHYIO KOHIEIIHIO.

9Ty KOHIENINIO MOKHO HPOEIMPOBATH HA GBITOBOE CYI[ECTBOBA-
HUe, HA KYJbTYpY, Ha 910 yroxeHo. MeHs ceiluac muTepecyer, Kak
3a c9eT IepesefieHnss B OPMY RUBOIKCH HPOMCXOAUT MeTaMopdosa
GamanpHOCTH: OAHAJHHBIN 3HAK CTAHOBUTCS J[PATOIEHHBIM 00HEKTOM,
OPHEHTHPOBAHHEIM 110 OTHONIEHWIO K 9YEJIOBEKY, KYJIbTYpe, HCTOPHH,
BpEMEHM.

...OcHOBHOE oIMyIeHMe, KOTOPOE MEHS HE OCTABJIAET W Tpebyer
49TO-TO JIeJaTh,— DTO TYBCTBO, GYATO HAXOMUIIHCI B HE3HAKOMOM,
Hemo3HAHHOM MUpe, He 3HAeIIh, KAK HA3HIBAIOTCA BeINW, UTO OHI
coboii mpecrasisaior. Ouymenne, 9T0 MOMKHO JIETKO 3a0IyIHTHCS,
HOTEPATHCA, YTOHYTh, C OMHOI CTOPOHBI, B MCKYCCTBEe, B ILIACTHUE-
CKIX 3aJIadaX, a ¢ [PYroil — cpefu Bemeil, Cpefd CATyaIdii, N3
KOTOPBIX CTPOMTCSI caMa JKW3HB. 1109TOMY s cTapaioch 6paTh camyio
IPOCTYIO BeIllb, a €CJIX OHA HEJOCTATOIHO IPOCTA, TO YOPOCTUTH ee,
oTCeKas BCe JUIHEee, OCTABJIAS JIUIIH caMoe HeoOXOo[uMoe, BajKHOE
U, KaK cJe[cTBUe, CaMoe JIAKOHWYHOe. fI He X0uy YCIOMHATH 3HA-
KOBYI0 CHCTEMY — MOTOMY 4TO, BOOOIIE TOBOPS, 3HAKOM MOKET OHITH
7 JIOM, W yIuIa, u a000il TOPOJCKON (PparMent,— HO MHITAIOChH
JOOABATHCS HTOU MPEeNHHON JAKOHUIHOCTH W, €CIW YTrOHO, [lake
IpefielIbHOM acKeTHIHOCTH. MHE TPYIHO O00BHSICHUTH, 3a9eM MHE HYHK-
HO WMEHHO HTO: OYEBHJIHO, HTO CBOIICTBO MOET0 TEMIIEPaMEHTA.

..Hax s paGorao? Hy BoT: qomycTuM, y MeHS B IOJIOBEe eCTh He-
Kuit 00pas, HEKOe HACTPOEHWMe, KOTOPHIE S MBITAl0Ch BHIPA3HUTH, HC-
O3y ST TOTOBBIE POPMBI OYIMHAYHOrO0 OKpy:KeHWs:. OHAKO HU caMu
5TH TOTOBEIe (POPMBI, HM WX OYKBAJIHHOE BOCIIPOM3BEJICHME HE IMTO3BO-
JAI0T MHE IePejiaTh MOW OmymieHusi. VI s IEITAlOCh, ePeBOjis yrie
TOTOBHIl BHAK B PUCYHOK WJIM B MaTE€PHIO }KMBOIMCH, COXPAHHUTH W
3aKpenuTh st ceOst sToT 06pas, sTH omymenus. Vimeer Jm TYT
JKUBOIKMCH KAaK TAKOBAs [ MEHS IPUHIAIAAIHHOE 3HAYCHUE?

Her: mpocTo, MONB3ysACh W3BECTHOI CTHIMCTHKOM, TJie JKMBOMMCHEII
Masok, popMa, TOH CO3[ATOT M306pasKeHMme, sI CTApaloch MEePeBecTH B
MaTepHUIo TPATAIMOHHON KUBOIMCHA TUTHYHBIN TUPAKHBIA BHAK,
KOTOPHI caM 1o cefe He 00JaJaeT YKUBOIMCHONW MOBEPXHOCTHIO,

To ecth, KOHEUHO, 00JIaj[aeT, HO OH JIWIIEH YEJIOBEYHOCTH, UYBCTBEH-
HOIl (haKTYPHI, [[PATOIEHHOCTH, PYKOTBOpHOCTH. Koryia 3HaK m3 karte-
rOPUM MEPTBON KapTHHKH, IPOCTOTO PUCYHKA MEPEBOUTCS B KaTe-
rOPWI0 JKUBOINCH, OH YK€ 3BYYHT coBceM mo-apyromy. ITpomcxomst
naTepecusie Meramopdossl. Ho 510 He TO, uTO B TOmM-aprTe, Ije Xy-
JO’KHUKHA TPOCTO MPOETMPOBANE H300PAKEHNE M TEM CAMBIM O0BIT-
pHIBaJIE THpak. 3yech HA00OpOT, paboTaeT KaK GBI ITPOTHBOMOCTAB-
JIeHVE YeJIOBEYECKOIl PYKHU 0e3JIMKOMY THPAaKY,

Ecam 651 51 He GBUI XYIOMHAKOM, a OBLI OBI, CKaxkeM, dororpa-
dom, s 661 IpocTo PUKCHPOBAN B OKPY;KAIOMIEHl KU3HE Te 3HAKM,
KoTophle HecyT B cebe obpasmoe mauasno. Ho s He cobmpatoch OBITH
dororpadom. fI BmKY DTH 3HAKA, OHM 3HAUMTEIHHEI, 3aMEYATEIbHEL
Ho s me co6upaioch MPENOJHOCUTH UX 3PATENI0 B TOM BHJE, B KOTO-
poM OHHU cymecTByoT. MHe MHTEPeCHO MePeBeCTH MX B KaTEropuio
HCKyCCTBA, MMOKA3aTh TO, 9TO 3PUTENHh COTHH Pa3 BUJEJN Ha YJHIeE, B
Marasmee, B OBITOBOIl CHTyaldd,— IMTOKA3aTh B KOHTEKCTE XYI0MKeCcT-
BeHHOI BHICTaBKN. MHE MHTEPECeH Iepexoj B KaTeropuio MCKYCCTBA.
A 3mech yiKe TIpomcxoauT MW paboTa ¢ CaMUM MCKYCCTBOM: B DTOT
MOMEHT 51 OTCTPaHeHHO OTHONIYCh K jKmBonmcH. To ecTh IS TOro,
4TOOBI OOUTHCA TeX I[eJieil, 0 KOTOPHIX s TOBOPWI, 51 00pamaioch ¢
JKHBOINMCHBIM MAa3KOM HE KaK C aBTOPCKAM Ma3KoM, a Kak ¢ ¢op-
MOif, YKOPCHMBIIENCST B CO3HAHMN W 3PUTEJN, W XyIOoKHEKA. ITo
cyT#, oo yiee paboTa HE TONBKO CO CTEPEOTHIHBIM M306parKeHUEM,
HO 1T CO CTEPEOTHIHBIM IPeJ[CTaBIeHneM 00 M300PasKeHNN: (MCKYCCT-
BO — HTO 3HAYMT...», KABOMACH — HTO BHAUUT...».

Masok, KOTOPHI JIOMUTCS OJMH K IPyromMy mo opme, n m3 HUX

JICIIATCS 171306})3)1(81?{17[8, nmepcrnexkTnBa, TeHb — BCE HTO JUJISI MEHA YHHU-

BepCaNbHbIl MHCTPYMEHT. fI BHYTpPeHHE OTCTPAHAIOCH OT DTHX
cpejicTB W HAa KaPTHHY CMOTPIO yyKe He KaK HA Beb, MHOH ClleJaH-
HYI0, a KaK Ha Bemb Bpojie OBl anommMuYI0. B curyauun (oTHIOND
He cIydaifHoi) OTCYTCTBHs KaK TAKOBBIX TEHJIEHIMII M TIKOJ — HO
n306mImsT cTHieit — s MBITaloch paboTaTh HEKMM YHUBEPCAIBHBIM
a3pIkoM. Tak XypomanK-oTopeasnctT B CBOMX paboTax MMHUTHPYeT
dororpaduio. f se MCMOAB3YI0 TEKCTYPY TPAIUIHOHHON HUBOIIUCH.
Ul nmomckm 3HAKA IS MEeHs — DTO TMOMBITKA HAIIYNATh CTEPKEeHb,
0CTOB, abpme, 4acTo Naske He M300PA3WTENBHBIN M B KaKOM-TO Mepe
0e3pasianuHblii K CTHIIO, B TOM YWCJe WHAWNBAAYAIHLHOMY.

C TOoro MOMEeHTa, KaK S 0CO3HAJ Ce0sT XYTORHIKOM, JUIA MeHsT
GBLIO 0YeHD BAYKHO HAYIHTHCS (CIIOHTAHHOMY» prcoBaHmio. f, cob-
CTBEHHO TOBODPS, ¢ HTOTO W HAYMHAJ: XOTENOCH 3apmKCMpPOBATH HEKWit
HATYPaJBLHBIA ClieJi — eJie]l BpeMeHH, CJeJ[ IPOoIeccoB, cleN AeicT-
pudA, cliefl GesmeficTBUs,— KOT/Ia 3ayMBIBaeNIbCA W, CaM He 3aMedas
TOTO, HAYMHAENIH apanaTh HOITEM 10 OKPAIIeHHOIl ITOBEPXHOCTH
MIN BOIHUTH IMaPUKOBON PYUYKOil IO JIMCTY BO BpeMs pasrosopa o
reseorny. VI3 HTOr0 MOryT TMOJYIUTHCS BEIH, KOTOPHIE HECYT B
cefe CIyCTOK ONMpe/leleHHBIX mepeskuBanmit n muactukn. W aTo

n3HagaIpHo Beerma rpadura. ITpo cebs s1 HA3HIBAIO HTO (HATYPATBLHBIM

prcoBaHUEMY.
{1 Bce BpeMst XOKY IIO TOPOAY...
(Mlasvwe TexcT uuraercs crauasa).

as a gesture. Not like fixed
time, but like a tracc of time.

That is why I turned to the
urban symbols or as I call them
“city characters” where one can
see not only nice ornaments
and decorative compositions
but dramatic situations as well.
It seemed to me that entering
the art all these tiny ‘empti-
nesses’ (which people used to
consider rubbish and take away
in any possible occasion) are
filled with new content, become
precious. I never seek to imi-
tate everyday city language.
The symbols separated from a
consider rubbish and throw away
meaning and become curious.
There was the time when it
was very popular to take va-
rious street signs and to place
them at home. Such change of
the context means irony for the
symbol. But T am interested in
the stylistics of the hand-made
expressiveness.

Later I began to use mass-
produced symbols instead of
the hand-made ones. First.
they were also street, traffic
symbols, but then they became
mass-produced symbols in the
shape of placards, tables, pac-
kages, pictures in books, news-
papers and magazines. And not
because this mass-produced form
is more actual for our life. Its
frames served as a kind of
regulation for me, preventing
me from leaving spontaneity
for the sphere of pure expres-
sion. On the other hand, I try
not to lose this ability for ex-
pression. The balance between
these two poles is very impor-
tant for me. It is this very ba-
lance that constitutes great in-
terest, problem, task and a kind
of concept for me.

This concept could be pro-
jected on everyday life, culture,
everything. Now I am interested
how, owing to the interpretat-
ion into the form painting oc-
curs the metamorphosis of ba-
nality: a commonplace symbol
becomes a precious object
oriented towards man, culture,
history, time.

...The feeling that never
leaves me and asks for action
is the sensation that you are in
a strange unknown world, that
you don’t know the names of
the objects and what they re-
present. The sensation that you
can easily lose your way, drown
in art and plastical tasks on
the one hand, and among the
things, situations of life, on the
other. That is why I try to
take he simplest thing, and if
it is not simple enough, I try
to simplify it, cutting every-
thing superfluous off, leaving
only the most important and,
in effect, the most laconic. I
don’t want to complicate the
system of symbols, because any
city fragment can be a symbol:
a house or a street. T seek to
achieve this maximum laconi-
cism and, if you like, even the
maximum asceticism. It is hard
to explain why I need this:
maybe these are the qualities of
my temperament.

..How do I work? Let’s as-
sume that there is an image or
a mood in my head that I try
to express, using the ready
forms of routine life. But neither
these ready forms nor their li-
teral reproduction do not let
me express my feelings. Is pa-
inting of any principle impor-
tance for me in this case? No.
Just using the well-known sty-
listics where a picturesque

brushstroke, form and tone
create the portrayal I try to in-
terpret a typical mass-product-
ion symbol (which by itself
does not possess the very layer
of painting) into the matter of
traditional painting. Or to be
more exact it is deprived of
humaneness, sensitive texture
and precious qualities. When
the symbol from the category
of a dead picture or drawing
turns into the category of paint-
ing it begins to sound in a
different way. Interesting me-
tamorphoses occur. But it is not
like in pop-art where artists
just projected the visage and
played up the mass-production.
Here, on the contrary, works a
kind of contraposition of man’s
hand to the faceless mass-pro-
duction.

If I had not been an artist
but a photographer, I would
have, say, fixed the symbols of
our life that carry image-bear-
ing beginning in them. But I
don’t want to be a photogra-
pher. I see these symbols; they
are meaningful, remarkable. But
I am not going to present them
to the viewer in the shape they
exist. I am interested in the
transition to the category of
art. And here the very work
with art is in the full swing:
at this moment I have to do
with both painting and draw-
ing. In other words, to obtain
the above mentioned ends I
treat a picturesque brushstroke
not as an author’s brushstroke
but as a form that took roots
in the consciousness of the
viewer and the artist. Actually,
this is not just the work with
the stereotyped image, but ra-
ther with the stereotyped notion
of the image: “art means...”,
“painting means...”. The brush-
strokes go one to the other
fitting the form creating the
image, perspective or shadow —
all of them are the universal
instrument for me. I inwardly
keep aloof from all these means
and look at the picture not as
the object T have created. but
rather as the anonymous thing.
In the situation when there are
neither trends nor schools (but
with the abundance of styles)

I try to use a kind of universal
language. Like an artist-photo-
realist imitates photos in his
works. On the contrary, I use
the texture of traditional paint-
ing. And for me, the quest for
the symbol is a chance to dis-
cover the outline, frame, pivot,
often not artistic and to some
extent indifferent to style, in-
dividual style included.

The moment I realized my-
self as an artist it became very
important for me to learn the
“spontaneous” drawing, that
was the first thing I started
with: T wanted to fix a kind
of natural print — the print-of
time, the print of processes,
print of action, print of inact-
ion — when during the telephone
conversation you do not notice
when you start scratch the stain-
ed surface or pass a pen over
the sheet of paper. The things
can turn out of it that carry
a clot of certain feelings and
plastics inside of themselves.
And primarily, it is always
drawing. In my mind I call it
“natural drawing”.

All the time T wonder around
the city...

(Now vou may start reading
the text from the very begin-
ning).

Leo Nevler
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— Y70 Takoe «a3v1K uckyccrear? — What is the “language of help thinking that you are
— 9T0, mOMKanyii, eTUHCTBEHHBIIT 513bIK, ¢ KOTOPOI'0 HEBO3MOMKHO art”’? digging in the mud to under-
LICPeBECTH, HCT HEPeBOAYMKOB, HOO CIMIIKOM MHOTO B NMEM JHaJICK-- — It is likely the only lan- stand what life pcople used
toB. C JIpyroit cTOpomsl, HTO €IMHCTBEHHBI $I3BIK, MOHSITHBINH B Ka- guage one can not translate to live yesterday and tloday.
KOU-TO cTelneEM — BceM. JIIoJ(M MBICIAT CTepPeOTHIAMM, U HaM OCTa- into any other, there are no Disgusting but necessary thing.
€TCsT TOJLKO 3asIBUTL 1aubOJICC TONYJISIPOBIC MCPOriudnI MaccoBoro translators to do it, for there It is a kind of science.
co3naams, pagpaboTath MeTOJ[ U... ¢jieath uojiuck. Eciu asrop are so many dialects in this — But it is not always this
TQJAHTIMB, 110JIy4a€TCs SI3BIK. language. On the other hand, way.
— Ilo-moemy, 270 0060460 CEYHUNO. this is the only language that — Fortunately not. It is fun-
— HKoneuno, ckyano. Kak # caMa jKu3Hb MOHOTOHHA: JIeHb — 110Yb, is comprehensible to some ex- ny and sad. What are the re-
3[pacTe — [0 CBU/aHbfA, POAMICS — yMep, PeBOJIONHA — KOHTPPEBo- tent by everyone. People have sults we have achieved? Imp-
monuA. Bonee toro. PaccMaTpuBas coBeTCKHe CTCPEOTHIIBI, 1acTO stereotyped thinking. The only ressive results! The manifestoes
J0BMIb ce6s 1a MBICJIH, YTO KONAEeIbCs B fepbMe, 9T00BI MOHATS, thing we are left with is to of Malevitch and other agitators
9TO €M JIOAM Buepa mau ceropusa. IlpormBHO, a Hamo. ITO BPOJIiC call the most popular hierog- of avant-garde of the epoch of
HayKa TaKas. lyphs of mass consciousness, to  the greatest changes were tri-
— Ho g¢edv ne ecezda tak? work out the method and... to umphantly embodied in the “so-
— K cuactbio, ner. BeiBaet u cMelmo, U rpycTHo. A Kakux pe- sign. A language appears if cialist realism” — the totalita-
3yJabTaToB MBI A00Mauch? Biievatiswomux! Maaudects: Mancsuua u the author is gifted. rian art of Stalin’s time. Actu-
JAPYIMX arMTaTOPOB aBAaNIap/iM3Ma DIOXW BEJIMKUX Ipeo0pasoBaHMii, — It seems to me to be very ally, it has no relation to the
CTOJIb yBajaeMblc na 3amajie, TPEYMPAIBHO BOIIOTHINCH B TOTAJM- dull. realities of life, but successfully
TAPHOM HCKYCCTB@ CTAJUHCKOI'0 BPEMEHH, JI0JyYMBIIEeM Ha3Balue — Of course, it is dull. Like reflects the New reality, the
«COLMAJIMCTHYIECKOr0 peajmsMay. Ilo cyTh fena, oH He MMeeT HMKAKO- the whole our monotonous life dream, Utopia, so tragically im-
ro OTHOLIGHHMS K KMA3HENHOil PeajbHOCTH, 3aTO MPEKPACHO OTPaKaeTr with its day — night, hullo — plemented by the New man —
peansHOCTh HOBYIO, Meuty, yronmmio, Tparmieckn Bomiomernayio Ho- good-bye, born — dead, revo- “homo soveticus”.
BEIM 9€JIOBEKOM — (I'OMO COBETHKYCOM». lution — counter-revolution. And — It appears to be that the
— Ioayuaercs, uro coserckuli coypeasusm Gola 2Aa61OL what is more. Considering the Soviet socialist realism was the
6eTEbI0 Modephuama, nauboace nocaedosaresbroli? Soviet stereotypes you can't main branch of modernism, the
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— Ecim nm Be TNIaBHOI, TO PaBHOBEJIMKOIL. 3amajiHblil III0PAIN3M
CO3JlaJl YCJIOBUSI Xa0THYECKOI0 Pa3BUTHS, UI'PHI 0e3 IIpaBui, y HAC
Je DBOJIONUA NPOXOAWIA HAYYHO, @ B WTOre y 0epe3bl BCe-TAKH BHI-
POCJIH JIUCThA ACEHS; KAK I X0Tell JIBICeHKO — B JIaHHOM Clly4ae ero
pous ceirpas Mameswd: [Ipyroe jieio, 3auem?

— A sadem?

— Hy, xors 651 1751 TOro, 9T00LI OKA3ATH CAMy BO3MOMKHOCTH
HeBO3MOKHOr0. IlycTh faske APsSHD MOJYYUTCs, GECII0Te3HO, HEBKYCHO
COBCEM, HO OINBIT-TO HPOJeNATh HAJO, OIBIT KOJOoccalbHbll. OgHO
9T0 BaciyyKuBaer yBazkeHus. [0 cHX IOp 3alaj cuMTaeT CBOIl IIYTh
pasBUTUA MCKycCTBA Gojiee IJIOJOTBOPHBIM U He IOHHMAET, UTO CO-
BETCKUIT 9eJI0BEK — XYJAOKHHUK B TOM YHCJIe — YiKe CTAll KHBBIM
BOIUIOINEHWEM (4ePHOT0 KBajpaTany.

— Hy, useecrno, «mvr poycdenvt, w06 cka3ky cleaarsv Oviiblo).
Ho crasa au ona 6viavio?

— PoBHO HACTOJBKO, HACKOIBKO 9TO OBLIO BO3MOKHO. [[eiicTBH-
TeJHHOCTH OBLIA KaK OBl OT/EJEeHA OT TOCYAAPCTBA M HBOJIONUOHHUPO-
Bajia IMapaJlIeIbHO PA3BHTHUIO CIO}KEeTa aBTOPOB «cKaskm». Hampmmep,
IJIS COBETCKOTO XY/IOMKHMKA, KAK IIPEJICTABUTENSI «IOMO COBETHKYCA,
XapaKTepHa [BOWCTBEHHOCTD, eCIU He CKazaTh [BYyJumKocThb. IIpasja
U JI03b BOCHPMHMMAIOTCS UM KAK YHCTO YCJOBHBIE IIOHATHA, 06PO
7 310 MOCTOSHHO MEHSAOTCS MecTaMu, fI GBI Ha3BaJ 9T0 COBETCKAM
«QJIKOTOJIbHBIM» CO3HAHUEM,

— A auuno ne nwvio.

— §I TosKe He AJKOrOJIMK, HO [JIsi MEHs COBEPIIEHHO eCTeCTBEHHO
OT/IIATH ce0s-aBTOPA OT XY/[OKHUKA-TIEPCOHAKA.

— [{'craru, TAKAA AMOUBALEHTHOCTd TURULHA 04 INOTU NOCT-
MOOEPHUMA U NOCTYAUPYETCH €20 TEOPEeTUKAMU.

— VYK He HAIIE JX HTO BIUAHUE?

—Bpad au, e¢edv aro CCCP crpadaer npobaemoii «gce aro yaxce
6vi0 Ha 3anaden.

— 970 NIEPOKO PACHPOCTPAHEHHOE 30Ny KJCHHE COBETCKOI'O
geJ0BeKa. 3alajHblil MOJePHU3M TAaKKe UMEET OCHOBAHUA CTPA/laTh
0T KOMIJIEKCA HEIOJHOIEHHOCTU IO OTHOUIEHHIO K IHEePBBIM JeCATH-
JeTHsM PYCCKOTO MOJIEPHH3MA, HE TOBOP:A yiKe 0 KOHIEeNTYaJbHOM
3HAYeHHH collpeasusMa. B Hacrosmee BpeMs, KOrja HACTYIHI KOHeI]
Ucropuu u I'eorpadmm, KOrjga paciBelio M yCIeJ0 3aBATH IPEBO
HOCTMO/[EPHUBMA, 0KABAJIOCh, YTO (T'OMO COBETHKYC)» JIydIlle HO[rO0-
TOBJIGH K BPeMEHH HEBHATHOIO BceoOmero «Hmuro», Tak Kak JUIIEH
HCTUHHBIX WLIO3Wil 1 BO MHOTOM yke sBiasercs «Humaem». Coser-
CKOMY 9eJIOBEKY OTYeTIIMBEe BUJHBL MeXaHH3MBI MOHOTOHHOTO XOJa
ucropuy, 6Jaroapsi TOMY 4TO C [[@TCTBA OH HCIIBITHIBaeT (OJbIIHe
MOTPSICeHHUSA.

— Karakausmor atu énevarantorT 6oavure, no-moemy, 3anadnulx
nAPAAUCTO8, NOITOMY 6HEWHEE B6AUAHUE 30p(1360 boave 8HYTPEH~
neeo. Tax uro ace 6yder dasvue?

— TIlocue «mocae mampasiaenuiiy? HanpasieHmit He Gyaer, HAIpH-
Mep, «MBMBI» KaK-TO YK COBCEM H3MeJbyaloT M IPeBPaTATCHA B PEruo-
HaJbHBIE ABJIeHHA, ITO yike ceiluac mpomexoxat. Jlio6oit HOBBII
«M3M» IOSIBISIETCSI CKOPee OT KIydYero jKeJaHuA KPUTHKA Bee
Kak-HEOY/b HA3BAThH, 4€M OT HEOOXOZHMOCTH.

— Moaxno u Tak: 6oticoswuna, yoproawuna, dxicacnepdroncos-
WuHa, uiu: kugepcreo, coaresurcreo, dacedryncreo.

— TIlomamnyiicra, ecim HpaBuTcsa. Bo BesAKoM caydae, Cerojas
AICHO, 4TO NPOGJeMa 'eHHAIBHOCTH TBOPIA IPEBPATHIACH B MHEOJIO-
IU3aIuio reEnaJbHOCTH. Bee pemaeT JMYHOCTH aBTOpa M yMeHHe
CKOHCTPYHUPOBATh BOKPYI HEro ompeedeHHS Mu@. [l aToro Tpe-
OyioTcs TAJAHT U JGHBIH,

— B uem 3axatouaercs 7020a UCKYCCTE0 6biTb TYD0NCHUKOM?

— BosbMem si0a0k0. Eciim oHO pacTer Ha jjepeBe Cpeju MHOTHX
JAPYTHX, ero TPYAHO BBIAENUTH B HEYTO ocoGerHoe. fI6MOKO Kak s6-
j0Ko. Ecim ke ero coppath ¥ IIOMECTATH B IPyIHe YCJOBHs, CKa-
jKeM, B My3eil, HOJIO}KUTh HA OEJBI MOJHYM IIOJ CTeKISHHBIN KOJ-
NaK, HamucaTh TabJMYKy — aBTOp, HAa3BaHUe, TOJI, TO OHO CPazy
BLI3BIBAET YBayKeHWe. Bamme MHeHHe Temeph HE OpH d4eM, # sA0I0KO
yse HUKorja He cbectb. Takag BoT mrpa. B opiajienun €10 u 3aKIIiO-
qaeTca MCKYCCTBO XY/IO3KHUKA, a TaKKe ralepeiiumka, KPUTAKA H
[POYHMX IEePCOHAMKEN UTPHI B HCKYCCTBO.

— Ho o270 e nadysareawvcrso!

— Her, 510, KaK TOBOPHUI [OJT, «HAC BO3BBIIIAIOIMII 0OMAH.

W mac Bo3BBIINIAET, X BAC, U HX.

— Pas peuv sawia 0 Hapode, npuHadieNUr Ay eMy UCKYCCTE0?

— HasBaTh ¢BOMM U IOTPOraTh MOI'YT €IUMHHIE, eUHCTBEHHOE,
4TO OCTaeTCs HAPOJY, ATO IAPAIHYTH C AOCAJBI IO CTEKIAHHOMY
KOJIMIAKy, TOKA OXPAHHUK HE CMOTPHT.

Borarsie aiopu — He Hapop. fI jymaio, HApOJ COIIACHATCA C ITHM,
TaK Kak BCerga Oyaer B GoxpmmucTBe. A weM 0oJbIme (OraThIX,

TeM sroposke mckycerso, Hepocrymnuee. He ToibKo B IIaHe objama-
HUS, HO U HOHEMAHMs, TOJKOBAHU ero. Paspbip MesKy J00HTeNn-
cKoil Juroit spuresieit m mpodeccHOHANIbHOI IUroil aBTOPOB, UIEPOB
1 KPUTHKOB YBEJMYHMICA HA CETOHA HACTOJNBLKO, YTO [OCTHYb
KOHCEHCYCA — MOJ{HO@ HBIHYE CJIOBO — He HPeCTaBISETCSI BOBMOIK-
HBIM. EJMHCTBeHHBIM CBS3YIOIIMM 3BEHOM ABJIACTCSA IIOKA PasHOLIEP-
CTHOE IJIeMsI KOJIIEKIHOHEePOB.

— Ho s7o y nuz, na 3anade, a y nac?

— ¥ mac Bce mpumHAjuIeRUT upee. W moss, mojeca, w JIyIINA IPazK-
nad. MckycceTBo mpejcraeT OfHUM M3 CIaraeMbIX 9Toii mien. B sToMm
ero Gieck u ero HmmeTa. O6paMmienHas mycrora. B mckyccrse, co-
o6pasao YueHuio, GbIIA YCTAHOBIEHA apMeilCKas JUCIUIIAHA, COYM-
HeHBI IIPUCATa W YCTaB, CO3JAHHBIE (TBOPUECKUE COIO3BIY MOHONOIM-
3UPOBANM BCIO BJIACTD, MPEBPATHBIINCH BO BCEMOTYNIyo Maduio.
BceoOmuii Ma@mO3HBIl 3aKOH BOCIIATAN B COBETCKOM 9eJOBEKE /[BA
OCHOBOIIOJIATAIOIIAX HAYAJIA — apPMEiCKOro CTapIIuHEl B (hapIos-
muxka. B mociegHee BpeMs HA IEPBEIl ITaH Bce GOINBIIE BHIXOIUT
(apIoBIIAK, A1 KOTOPOTo cBo0OAA sIBJAETCA He BIOJHe 0CO3HAH-
moit, Takas BOT BHIPUCOBBIBAETCS KAPTHHA B MCKYCCTBE Y HAC.

— Mnue raxcerca, ne éce rak mpauno. Hadewcda 6ce ae ecTd.

— Jla, ects. fI He ckasax IO TPeThe HA4aJ0 B KAKIOM COBET-
CKOM uejioBeKe — AKakusi Axakmesmua. Ero cosceM wMaio, exe
remnuresas. Ho om m ects raasubli. Hama majgesjga @ omopa.

most consistent one.

— If not the main, at least
the equal. The western pluralism
created the conditions of chao-
tic development, of the game
with no rules. Our evolution,
on the contrary, went on scien-
tifically. And finally, leaves of
ash-tree appeared in the birch,
as Lysenko wanted — in this
case his part was played by
Malevitch. The other thing is
why?

— And why?

— Well, at least, to prove
the possibility of the impossible.
Let it be useless unsavoury
rubbish, but the experiment is
to be carried out, a great ex-
periment. This alone deserves
respect. Until now the West
considers its way of art deve-

* lopment more fruitful, and can

not realize that the Soviet
people (artists included) — are
already the live implementation
of the “black square”.

— Everybody knows that “we
were born to make the dream
come true”. But did it really
come true?

— To a very possible degree.
The reality was as if separated
from the state and developed
parallelly to the plot of the
“fairy-tale”. For example, dup-
licity if not double-facedness is
characteristic of a Soviet artist
who is a representative of
“homo soveticus”. He treats
truth and lie as purely relative
notions. Good and ill are often
trading places. I would call it
Soviet “alcohol-driven” consci-
ousness.

— I do not drink myself.

—1 am not an alcoholic
either. But for me it is abso-
lutely natural to draw a de-
marcation line between me —
the author and artist — perso-
nage.

— By the way, such ambi-
valence is typical for the epoch
of post-modernism, and is po-
stulated by its theoreticians.

— Isn't it our influence?

— Hardly. It is the USSR
that has the problem of “this
has already been in the West”.

— This is the widely spread
delusion. The western moder-
nism itself has the grounds to
suffer from the inferiority comp-
lex regarding to the first de-
cades of Russian modernism,
to say nothing of the concep-
tual meaning of the socialist
realism. Nowadays, when His-
tory and Geography are no
more, when the tree of post-
modernism managed to blow
and die, it appeared that “homo
soveticus” is better prepared
for the time of indistinct and
universal “Nothing”, because
he is reprived of real illusions
and, to considerable extent, he
is already “Nothing”. A Soviet
man distinctly sees the mecha-
nism of the monotonous course
of history, because from the
very childhood he has been
experiencing great shocks.

— It seems to me that the
above cataclysms make the
greater impression on the west-
ern pluralists, that is why the
external influence considerably
prevails over the internal one.
So, what’s next?

— After all “post-isms” there
will be no trends left. And
those remained will turn into
the regional phenomena. This
process is going on now. Every
new “ism” submerges rather
as the result of a critic’s burn-
ing wish to have a name for
everything than of necessity.

— Something like: boycealia,
warhallalia, jasper jonesalia or:
kifferity, sollevitity, jeffkun-
stity.

— If you like it. In any case,
it is clear now that the prob-
lem of creator’s genius turned
into the mythologisation of ge-
nius. The author’s personality
and the ability to create a

~myth around it settles the

matter. This requires talent and
money.

— What is the art of being
an artist, then?

— Let’s take an apple, for
instance. If it is in a tree among
many others it is difficult to
single it out. It is just an ap-
ple. But if you pick it, place in
different conditions, say, in a
museum, on a white podium,
under bell-glass, and make a
label reading the author, name
and year, it will deserve res-
pect at once. Nobody cares
about your personal opinion,
and you’ll never be able to eat
the apple. That’s the game. The
art of a painter, as well as of
a gallery-man, critic or any
other players in this game of
art, consists in mastering this
game.

— But this is a swindle!

— No, this is, as the poet
put it, “the deception that en-
nobles us”. It ennobles us, and
you, and them.

— If about people, does the
art belong to the people?

— Just a few can say about
the art “this is mine” and
touch it. The only thing left for
the people is to scratch the
bell-glass in disappointment
while the guards are not look-
ing.

The rich are not the people.
I think the people would agree
to this being a permanent ma-
jority. And the more the rich —
the more expensive the art is.
More inaccessible. Not just in
the sense of its possession but
in the sense of its comprehen-
sion and interpretation as well.
The gap between the amateur
league of spectators and the
professional league of authors,
dealers and critics is so wide
today that it is impossible to
reach consensus (a vogue word
of today). So far, the mixed
mob of collectors remains the
only binding link.

— It would go in the West.
And what about us?

— And here everything be-
longs to the idea. Fields, fo-
rests and people’s souls. Art
embodies one of the items of
this idea. And this is its lustre
and poverty. A kind of set off
emptiness. Army discipline, with
oath and Rules, was introduced
in art. “Creative unions” once
established, monopolised all
power, turning into all-mighty
mafia. The universal law of mafia
implanted into the inner sanc-
tum of a Soviet two begin-’
ings — one of a sergeant-major
and the other of a black market
dealer. The latter begins to
prevail lately, not realizing his
freedom. That’s the way it is
in our art.

— I think it is not so gloomy.
There are still hopes.

— Yes, there are. I did not
mention the third element that
is present in every Soviet
man — the beginning of Akaki
Akakievitch. It is very little
left of it, but is still glimmer-
ing. It is the main. The most
powerful. It is our hope and
support.
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CumoHa Pandg

simone faif

DKOCUMBOAUKA
Cumonvlr Pauigh

Hatiopmopr

Hro ona — gpaniysckasn xyjomaunia Cumona Qaiid? llapmxan-
Ka B TpPeThCM IOKOJIEHHM, COMHMANNCTKA 1o yOemmenusm, artiste
B TOM 0c00OM CMBICJIE DTOTO CJOBA, KOrj[a OmpeelsieTcs ne mpodec-
CHA, & MEHTAJILHOCTL 9ejioBeka. O CBO@M TBOPYCCTBE TOBOPAT MAJO: HC
XOUeT BIAJATh B JIMTEPATYPHOCTH, K TOMY JKe OHA Bpar camooue-
BH/IHOr0, SroIeHTPA3M MW PUrOPAYHOCTH XYIOKHHKOB-KOJLIEr ee
00CCKypaKABAIOT.

Cumona MHOro y4Ymjiach — B mapmikckKoit Illkone mpuKIagEOrO
HCKycCcTBa, DOTOM B HIKode Byxb. IIpmKiagEas HampaBJIeHHOCTh
LPUBJICKaJIa ee cBoeil cTPOroil Iexecoo0pasHOCTI0. «XYHOMHAK-
CTANKOBUCT BCerfa MHe KasajicA SrOMCTOM»,— rosopaT CAMOHA
Ho upu vToM ona He OTpHMIlAeT, 4TO «XYAOMHUK, KAK MaJICHbKHII
pefenoK, umer Toro, KTo Gyger ero Jo0uTL: 3HATOK, MeIllenar,
rQJICPHUCT, CyMacHIe[IIH».

Ona paboraja B Hamieil crpaHe, KuBsI B MOJJaBuH, BEIOOJIIA
sakaspl 1o Jjumamm XypoxkecrBensoro ¢oupa. Eit ymanocs mouys-
CTBOBATD, «IJle HAYMHAEMCS MBI).

B ITapmwike ona paGoTaeT TOJBKO KaK CTAHKOBBIM Xy/l0KHHK. Ec
KapTHHBI-IAHHO 11PEJICTABISIOT c000M sBIeHME ocoboro posa. OHM
BBIJIEJIAIOTCHA B KOHTEKCTE COBPCMCHHBIX CTHJEH M HANPABJIOHHM.
Hax BcaKoe KpymHoe siBienue, TBopyecTBO CAMOHBI He BOHCHIBAET-
Csl, @ OTKPBHIBAET.

Yem e 3adsata Camona? Oma He craBdT mepen coboit obmecTt-
BEeHHO-aKTYaJbHBIX 3a/iad, HE CHCIIAT OCBAMBATH HOBBIG TE@H[IEHIHH,
ona no3soJiseT cebe GBITHL caMoil co00i — He MPOPOKOM U He 00JH-
YHTEJEM, a NPOCTO XY/IOHHUKOM, 3aHATHIM TPYjiHOU# paboToit —
co3mamueM cOOCTBEHHOM MOJean MupoycTpoiictsa, IlomckoM «BBIC-
1Ieil oyeBUAHOCTH». BOT moyeMy scTeTHdecKkue aKIEHTH B ee HC-
KycCTBe CBHHYTHI B CTOPOHY I'HOCEOJIOIMYECKOro WHTEepeca.

Yro Mpl 3uaeM 0 Mupo3naHEA? TOJBKO TO, 4TO OHO J€PMATCS
Ha TpeX KATaX, HEKOTOPHe YBePeHHI, 4TO Ha ciIOHax. Bugmmo, aro
sgaetr u Camona. Ho MmaMManE3M mogoOHOro poja ec me yAOBJIeT-
BOPSIOT, 0HA MINET CBOH OTBET HA CAKPAaMEHTAJBHEIA BOLPOC.
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Simone Faif, a French artist.
Who is she? She is a Parisian
like the two gencrations of
her ancestors. She is a devoted
socialist. She is an artist by
mentality. She dwells little of
her work as she does not want
to go literary speculations, mo-
reover she is the enemy of
self-evident. She is discouraged
by the egocentrism and rigo-
rousness of her fellow-artists.

Simone studied much. First
in the School of Applied Arts
in Paris, later in the Boulle
school. She was attracted by
the strict expediency of applicd
art. “For me, easel painters
have always seemed to be sel-
fish”, Simone says. But at the
same time she does not reject
that “a painter as a little baby
looks for the one who will love
him: a connoisseur, patron of
art, galleryman, insane”.

In Paris she does only easel
painting. Her panels are phe-
nomena of a special sort. They
could be easily pin-pointed in
the context of modern styles
and trends. As any considerable
event, Simone’s works can not
be put into any frame existing.

So, what is Simone involved
in? She neither tackles any so-
cial tasks nor hasten to de-
velop new tendencies. She
allows herself to remain her-
self — not a prophet or exposer,
but just an artist involved in
hard work — the creation of her
own model of the universe. She
is in the quest for "supreme ma-
nifestation”. That explains why
the aesthetic accents in her
works are moved towards gno-
siological interest.

Using space documentary,
her own impressions and know-
ledge drawn from science, the
artist creates her model of the
universe, manipulating with
fantasy, brush and colours.

Simone’s works were on dis-
play in Moscow. But the first
time I saw her work was in
Grand-Palais at the exhibition
of Salon du Printemps in Paris.

How was her painting in the
context of the exposition?

The impression from the Sa-
lon was as if the painters were
looking at the world through
binoculars like spectators in a
theatre watchlng the stage. They
depict the world fragmentary



Hcronp3ys KOCMHYECKYIO J[OKYMEHTAJIUCTHKY, BlEYaTICHHS H
3IIAHM, 1I0UePIHYThIe B HAYKe, XY/J0/KHALA CTPOMT CBOIO MOJEJb
MMPO3JIalinsl, MAMOYJNUPYst ganTasucii, KUCTHI0 U Kpackamu, Llo
Cunmone, Mojiciip UpeficTaBisieT co00il CILOKIO0Ee MIIOKECTBO CHMBO-
JIOB W JIBUKCHMIL, OBITOBU3MOB M OTBJICYCHHOCTCIL. 3jiech yMeCTHO
ropopurh 0 MeTapope CUMBOJOB M 3HAKOB, 00 0CO0OIl Xy/[O/KECTBEI-
1ol cucteme, cTAIeo0pasyiomas KOTOPOil TaMTCH B DOCTMOJePHU3ME.
Besib 8 danrasusax @aiid Bcerga upucyTcTByeT omopa Ha mepBOMC-
TOYLMI: HA HaYKy, Ha OTOJIOKYMCHTLI, HA ;KUTHIIAYI0O dparMer-
TAPHOCTL MKOHBL VIHLIMHM CJIOBAMM, BCCI[JA €CTH OTCBHLI K YCMY-TO,

K KoMy-T0. Bemomuum ciiosa YMmbepro 9Ko mo asromy mosoxy: «Iloct-
MOJIepUMCT He MOKeT CKAa3aTh )KEHIIMHEe «s Bac JI00JI0», OH CKajKeT
«s Bac JI00JI0», KAK TOBOPUT HeKTo». Bor m CMMOHA roBOpUT Kak
Hayka, xak gororpadus, Kak Kapra nebGecEbx mupos, Ho He Tousb-
Ko. To, uto memaer CUMOHA, BHIXOAMT 3a HPeAeNbl UCTOYHMKOB, OHA
1ICPEBOIUT CBOE HCCJE[0BAaHUE HA SIBBIK HCKYCCTBA.

ITosparne — ee cruxus. CKazaTh, 9TO HCKYCCTBO XYIOMKHHUI[BI
¢umocodpmuno, 3TO 3BHAYUT HE CKA3ATH HAYErO, HOTOMY YTO H3SMI-
HYI0 MYJAPOCTH €€ KAPTUH IIEPEBECTH HA S3BIK HOHATUII HEBO3MOMKIIO.
Jdro omymaet u oua: «I xouy ObITH YUCTONi: He PACCKA3BIBATH HC-
tropuu. Horga s paGoraio, or MeHs orxofsaT TpeBoru. Korga cpenaio
KApTHHY — BCe ycIOKamBaercs. fI jesal0 Bce MECTUHKTUBHO, IOTOM
HAYMHAI (IOCMOTPEThY.

CmMmoHA BBICTaBIAJNach B MocKBe, HO A yBHfeJa ee paloTy Bmep-
sere B I'pas-Ilane Ha BpicraBke BeceHHero Canona B Ilapmxe.

Kak soirysigur paGora CHMOHBI B KOHTEKCTE 9TOil DKCHO3UI{HM?
Buewataenue or CajioEa Takoe, Kak GyATO OB XyJOKHAKA pac-
CMATPUBAIOT MUD B OMHOKIb, KAK 3PHTENH, CMOTPAIUE HAa TeaTPalb-
uyio cueny. Oau u300paskanT ero (parMeHTapHO, KaM/ABLil mepesKu-

BaeT CBOI0 JKU3HEHHYI0 MH3aHCIEHY.

3pech, cpequ pPasHOOOpPA3HBIX «Meccaykeil» (coobmeHmii), OpLIa
TOJBKO OffHA pa0oTa, rjje MuUp YBHEH B €r0 KOCMHYECKOIl 1IeJOCT-
110CTH, KaK OBl 4epe3 OMHOKIBL, HACTPOEHHKIA Ha yMeHbIeHME. Ero
OIITHKA OKasajlach YyBCTBUTEJbHA W TOHKA, OHAa (PUKCHEDyeT Majoe
B o0meM. «Moit KocMoc — paBHOBecHe, COOTHOIIEHM® BCeX dacreily,

3aMeTuM, 9TO TOYKA B3IJIA[a HA MAD He BEHIHECEHA 3a IPEJeJibl
KapTHHBI, OHA He M3BHE, & BHYTpH Hee. VI HEMOHATHO, TO JH MBI
CMOTPHM Ha MHp, KOTOpHIA m300paskaeT CAMOHA, TO IO 3TOT
MHD CMOTDHT Ha HacC.

«fl Ee X049y [aBaTh (MECCAK», CTPEMIIOCH K IOCTHKOHMUIO, A 110
CTYNEeHsAM IOJHUMAIOCh K uctHHe». B xapakrepe CEMOHEI €CTh
4epTHL €CTECTBOMCIEITaTeNsl, OHA Moria OHTh gu3mkoM. Ho ee Kak
XY[0/MHMKA UMHTEPECyeT He TOJBKO MaTephs, HO WM AyIIa KOCMOCA.

HKoMnosuuuonnast crpykrypa ee paGor e ¢opMalbHOCTD, a CIIO-
€00 MOCTPOMTL HA XOJCTE CBOIO MOAeJb. [l 3TOro OHa OPUAYMBIBA-
eT chMpajieBH/IHOe PACHOJIOMKeHHe YacTeil — 0cO0yI0 rOpPH30HTATb-
HYIO 30HY, I'/Ic pa3Mem[aeT IJIaBHble CUMBOJBI KAPTUHBI — LPHPOJ-
Hble, OBITHI{HBIE M KYJbTYDPHBIE apXeTHOHI: OKHO M CTOJ, AePeBo U
MOPKOBKY, KamuTesp # JectHuly. [amakraka CuMonsr Qaiid ume-
eT U CBOM AKKyMYJATOPHl CHJIOBOH SHEPraH, 0Co0yI0 «aKymyHKTYpY?»,
KOTOpas OTKpbIBAaeT HOBEPXHOCTh KAPTHHEL B CBOGOAHOM, GpPOyHOB-
CKOM JIBH}KEHHUH.

Hacensior 9Ty rajakTAKy MajleHbKUe YeJOBEYKH, HapUCOBANIEIC
110-JIeTCKA BUPTYO3HO. VIX moJeThl, JBUIKeHME MOLIEPKUBAIOT 3)-
dexr kpyrosepru. Hajo ckasaTs, 94T0 CBONCTBEHHasA pafoTaM XY/ 0M-
HUIbl «TPAaBECTHHHOCTHY BOCOPUHUMAETCA He KaK OpOorpaMMHAaA
HaMBHOCTh MJIM HAPOYMTOCTh, & KAK BOJBHBIA CHHTe3 QaHTA3HA I
¢dakra, 3HaeMOro ¥ BooOpasKaeMoro.

MoxeT moxasatbes, 9To Kapruasl CuMonsl Qaiid moxoku Ha
reorpagmueckue Kaprtel. Ho HU ofiHYy M3 ee PafoT HAKAK HEJb3s
CPaBHHUTH C KApTOil, IOTOMY 9YTO CKBO3b KapTy HHYEro Helb3s yBH-
leThb — TOJbKO PAaCKpalleHHOe M pacdepueHHOe mojge Gymarm, a
CKBO3b XYIOKECTBEHHO OPraHH30BaHHYI0O NOBEDXHOCTh KapTHH CHMO-
usl Daiid MOMKHO YBHAETL LPOCTPAHCTBEHHBIE INIYOMHBI MHUDO3JAHMSL.

BKyCBL M OPUBSI3aHHOCTH XYJOKHUIBI ONPENeJIAIOTCA 3afiadaMu
ce TsopuecTBa — bax, a He UaiikoBckmit. O6 9TOM OHA TOBOPUT TaK:
«Ile 100110 CaMOOUEBHIHOEY.

B pycckoit mKOHe HAXO[HUT JKHTUHHOCTL, B THOETCKOIT Maujaie
eil MITepecHO TO, YTO HA3bBIBaeTCA M300Pa3UTENBHOM MOJHUTBOWM.

CuMoHa a00uT Bpeiiresis1 ¢ ero aTOMIYeCKON MHOMKECTBEHHO-
¢Thio u pasHooOpasueM cobbituil. Ee Boamyer mpoGieMa eguAuY-
oro ¥ o0mIero.

Kax e onpemenuts tTBopuectso Cumonnl Daiig? Bepree Bcero,
0110 IpefcTaBisieT 0co0YI0 BeTBL COBPEMEHHOr0 KOHI[ENTYAJIn3Ma,
KOTODEI CymecTByeT Kak mapaypasa, Kax Meraopa MEBIITENHs.

Takoe yTBepsK/eHME BHINIIAUT HEOKUJAHHEIM, IOTOMY YTO B
[HOCJIe[{(HME TOfbl MBI (OJBILIEI JACTBIO MMeeM /IeJ0 ¢ KOHIEITya-
JIM3MOM coluaJbEbIM. Kasaioch, YTo MHOI IOYBEL JJIsI HEr0 He
cymectpyer. Cumona @aiip HaXOAUT OTTEHKH HKOJIOTMIECKOro
kounentyanusMa., Ho mepeji 1aMu He HAyYHOC MCKYCCTBO M HE XY-
JIOIKeCTBEHHAS. HayKa, a Jiupuucckast Metagopa IO3HAHUA M Hepe-
JKUBAHUST HayuyHBIX Mpo3penuii u oTKPoITHiL. CBOEro pofia HKOCHMBO-
auKa. 3pech ocobasi cucTeMa yOejiHTeNLIOCTH, KOTOpas CTPOUTCS
He TOJbKO HA PACKOAMPOBAHHE 3aMBICJA, 110 M HA HEIOCPE/CTBEH-
HOM SMOL(MOHAJHHOM B)KUBAHHM B IErO.

B cmocofax xyposecTsennoro mozmauusi mupa Cumonsr Daiig
ecTh 4TO-TO ofImee ¢ pPyCcKoil ¢umocodueii pybera BeKos, KOTOpas,
TaK JKe KaK M MCKYCCTBO (PPAHIY3CKOil XYMOKIUIIBI, DMOIMOHAIbHA,
METYUTMBHA M 0o0pasna, a He MeTofoJornyna u gopmynbaa. Bor
Kak rosoput Cumona: «He Kax uBer CTaKas, a CTaKaH KaKk CHIHA,
3HAK O JKH3HH, 0 4eM-TO (oJiee CIONKHOM, YCM BUJUMBLIL IIPC/IMETY,

Wrax, Mogedn corBopena, Muposjanue Cumorsl (Daiid mocrpocHo.
Kaou or mero B Ilapumske, B MacCTePCKOW nia yiAme IlaTo mo.

Kak ToJNBKO He HA3BIBAIOT HAlll YXOJAIIMH BEK — M IePOHYECKHM,
I DeBOJIONUOHHBIM, W amoKaJunTudeckuM. OCTajoch HeMHOro:
HOMHBEM — YBHAHM...

Ha mopore XXI Bexa nogu Bce Gosblie 3ayMBIBAIOTCH O TOM,

Kax ycTpoeH mx ofbmuit oM. Cped BHX He TOJIbKO (HU3HKH, HO

I Xy[0KHUKM.
Creasa Basasvany

and everyone goes through his
or her own mise en scene. “Ar-
tists take one detail and look
at it through the microscope.

I think it is more interesting
when there are many elements”,
Simone comments. “My cos-
lation of all elements”.

Simone always starts her
work with a scheme — a pivot
of a composition. There are se-
veral perspectives in a picture,
not one. There is even the com-
position of direct and inverse
perspective, but no stereoscopic
volume. Objects are flat and
spaces are three-dimensional.
That is the secret.

Maruueckunt ksagpat

The composition structure of
her works is not a formality,
but a means of making her
own model in the canvas. For
that Simone designs a spirally
distributed elements — a spe-
cial horizontal zone where she
places the main symbols of the
picture — natural, household
and cultural hypertypes: a
window and table, tree and
carrot, capital and stairs. Si-
mone’s galaxy has its own ac-
cumulators of energy, special
“acupuncture”, which unveils
the plane of the picture in a
free chaotic movement.

The inhabitants of this ga-
laxy are little people drawn
with the kids’ virtuosity.

Simone believes in the sym-
bolic meaning of triangle, circle,
rectangle.

“I don't want to convey the
'message’, I seek for cognition,
I am going upstairs toward
truth”. Simone has several cha-
racteristic features of a natu-
ralist, she could have made a
good physicist.

The point of view does not
exceed the frame of the picture,
it is inside it. And it is not
clear whether we look at the
world created by Simone or it
is the very world that looks at
us.

It may seem that Simone’s
paintings look like geographical
maps. But they can hardly be
compared with maps, because
you can not see anything
through a map except for the
coloured paper. Looking through
artistically ogranized pictures
of Simone Faif one can sce
spacious depths of the universe.

Tastes and affections are de-
termined by the tasks of her
creativity — Bach and not Tchai-
kovsky. She puts it like that:

“I don’t like the self-evident”.

She sees life in Russian icons.
Tibetan mandala attracts her
not as the belief, but as what
is called the picturesque pray.

How can one define Simone
Faif’s art? Her art is a peculiar
branch of modern conceptua-
lism, which exists in the form
of a paraphrase, a metaphor of
thinking and cognition.

This statement may seem
unexpected, because lately we
used to deal with the social
conceptualism. We thought that
there could be no other soil for
it. Simone finds the nuances of
ecological conceptualism. What
we see is neither scientific art
nor artistic science, but a lyrical
metaphor of cognition and of
experience of scientific insights
and discoveries. A kind of eco-
symbolics.

There is a specific system of
persuasiveness which is based
not only on the interpretation
of the intended message, but
on its direct emotional adap-
tation.

So, the model is ready. Si-
mone has created her universe.
The key to it is in her studio
in Paris, in Chateau d’Eau.

The names of our slipping
away century are more than
plenty, they call it heroic, re-
volutionary or apocalyptic. There
is not so much to go. Time
will show...

Stella Bazazyants
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«IloweMy cerogdas, B ABHO Ie-
DPEXOIHBIX, OBICTPO HM3MEHAI-
muxca obCTOATCABCTBAX XY/0-
JKeCTBEeHOH u3uu  MOCKBEI
«Kny6 aBaHrapgmcTOB» YCTPOMI
BeICTaBKY «IlepCrieKTUBBI KOH-
OenTyalmsMa» M CYel BO3MOMK-
HBIM CHOBA BEPHYThCH K 00-
.CYIK[IeIIMI0 CMbICIA KOHIeNTY-
QJIBHOT0 HMCKYCCTBA — TEYelns,
9pe BpeMs, Kasaloch OBI, yiKe
HponLIo?» — 3afaBajl PUTOpHYe-
ckmit pompoc Mocud BLaxmreitn
rof Hasaj, pPemeH3Npys HIOHb-
ckyo 1989 roma BoicraBky Kiy-
Ca.

Wrak, mouemy ceropms, B fB-
110 TepexogHbIX, OBICTPO H3Me-
HAOIUXCA 00CcTOATENBCTBAX
XYy/OoKeCTBeHNOH jxu3EM MOCK-
el «Kuy6 aBamrapgmeroB» ycrt-
poman BbicTaBKy «I[Im3oxkmrait
WIM TQTIONWHATAS Yy BIACTH)
7 cYejl BO3MOKHBIM CHOBa Bep-
HYTBHCA K OOCY;KIOEHHIO CMBICIA
KOHIEOTYAaJbHOr0 HMCKYyCCTBA —
TeYeHHs, 9be BpeMs, Kasaloch
Obl, yKe OPOILIO?

OueBHANO, Yy MOCKOBCKOrO
KONIeNTyaJu3Ma  OTBICKAJHCH
1HOBble, HeBelOMbIe paHee mep-

CIEeKTHBBI, KOTOpble M MOCIY-
JKIJIM II0BOJIOM IBIHEINHero 06b-
CIMHEHNsI XYHAO)KHUKOB B Ia-
BuiboHe Ha CTPOMTENHHOH BEHI-
craBke. Her HHKakoro coMHe-
HUA, YTO MPOHU3OLIeflIee 3Hech
¢ 9 mo 25 oxrabpa 1990 r.
cTajo cOOBLITHEM CTONHMYHON Xy-
HDOKECTBEeHHOH CHTyanud W sBH-
J0 coboif HOBHIZ BHTOK B pas-
BHTHH 9TOr0 HAODABJIGHHAA —
TaK CKas3aTh, KOHIENTYaJbHBIH
(IMAHYya3epH».

HasBamme 3sKcmo3nmum upAeH-
THYIO HasBaHmio pabors B. Ilm-

BoBapoBa, 4 cepua «Imao-
KATail» OTKPHIBAET BBICTABKY,
OfIHAKO 3aTeM BAPUATHBHOCTH

CTAllOBUTCS MeHee OYeBUIHOM:
[0 CyTH fieJla, «KATalCKOH» Te-
Me ocTaloTca BepHBI Juib HoH-
crautunn u Jlapuca 3Be3mode-
ToBBE, Gopuc MaTpocoB fa Tek-

CTOBBIC «BCTaBKHA» MearepMe-
HesTEKn. Ilociegnme  HecyT
¢yukmuio «@IAaKKOBY, PACTA-

IIYTHIX 110 BHEMHEMY Kpamw JKC-
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HO3UIOUOHHOr0 WOJISI — TeM ca-
MBIM KOHJEHCHPYS NPOCTPaH-
CTBO BHYTPH HeEro, 3akiodasg B
CBOU «00BATUA» BCE OCTAIBHOE.
OfHAaKO NIOMHUMO 3TOM eJHHOR
CBA3YIOMmEH, Npyrue eJUHUIBI
9KCHOO3MIHE OTHIOLH He OecImo-
MOIMHO-aMOP(HB — HANPOTHB,
OPOCTPAHCTBO, KOTOpPOE  OHH
HpOAYIUPYIOT, IOpPa3uTeIbHO
CBOGH KECTKOH «KIacCHIecKOn»
OpraHu3amue, OpoAyMaHHOM!
CHMMeTPHe# OCHOBIIBIX «OCEM»:
HgepeBo — 0Oecefika M PAX MeIl-
KOB, BEIBAJIMBAIOMUXCA H3 IBEPI]
«amnupHoro» Oydemrada. Itor
0o0Imui eKOpPaTHBHO-NOMIE3HBIN
¢ou mpupgaer o6BEKTaM CcoBep-
LUIEHHO HEOKMAANNYI0 3pelldi-
HOCTh, (CTAaHKOBOCTLY H 0CO-
Oenno 3a6aBHO KOHTpacTHpyeT
¢ KOHIENTYaJbHBIMA YCTpeMile-
HUAMEA YYACTHUKOB.

OnEMM ®3 MOCTOMHCTB 3aMe-
9aTeJbHO  CPERUCCHPOBAHHOLO
ancambas ABiAeTCA TO, 9TO0 00-
IMUA CTPOH HE «IPOrJaTHIBAET»
OTHeNbHBIe PaboTHl, m «XYyH0MK-

nak» 0. AnsGepra MoMeTr cy-
I[eCTBOBATL PAJOM C HMHCTAJ-

aaommer . Maxkapesmua =@
E. Enarmnoi.
IToMEMO TIOCTOAHHOrO  JJA

BoicTaBok lI. Bakmnreidna Ha-
6opa mmen, B «I[m30KuUTAi» BO-
nuir pa0oThl aBTOPOB, 3afABHB-
muEx o cefe OTHOCHTOABHO He-
maBHo. dto T. Haranosa, B. Ca-
moinoBa, A. Yankmn. IlosBie-
nue HeO(HUTOB CBHAETEIHLCTBYET
0 TOM, YTO KOHOENTYaJH3M Ha-
YHHaeT BTOPOM «IKCTEHCHBHBIN
nyTh pas3sutdaa. I B stoM 3a-
KII09aeTCA OCHOBHOE OTKPHITHE,
Opom3omefniee cedgac. ITo0 HO-
Basgd KOHIENTyaJbHAA LPOAYK-
oUA HAMeeT YAUBHTEIHHBI® 0CO-
OeHHOCTHM, U, IpeKAe BCEro,
Hapa0oTaHHOCT, OpHeMa H OT-
CYTCTBHE OPHIMHAJBLHOIO Ke-
CTa, TO €CThb OTHOCHTEJIHHO
cTa0mIbHEIA yPOBeNnb KavecTsa,
pacopoCTpaHAIIIUIACA MO4TH
1a Bce paboThl (3a POIKAM HCK-
JI0YeHMeM) — OpH OYEBHIHOM
OTCYTCTBHHA COCTOATENBHBIX
nnen. Ecau BaymaThesa, To 00-
ACHeHHe 3TON TOYHOCTH M Oes-

OIII]/I60'IIIOCTP[ «ImomajaHusgy —
B 0TpafoTanmmnpix «MpaBHIAX»
CO3MAHMS KOHLCOTYAJLIBIX pa
Gor. OgMH U3 TaKUX TrOTOBBIX
«pemenToB» cOPMYyJaHPOBAT B
cBoe BpeMs, rosopa o «Ilep-
nax», 0. Jlefinepman,— nmyreM
06CKOHEUHBIX MOBTODEHHH Off-
HOrO W TOrO ke OpUeMa, KOorja
IJIaCTAKA B KOHI[e KOHIOB OT-
MeHAeT «COHIO» M TeM CaMbIM
y0mBaeT aKT IepBOMNOJAraHmA.
Hcxomsa m3 atoro ma cosmanme
KOHIOONTYaJbHOX BCI[A MOJKHO
HOTPATATH YK€ MHHAMYM YCH-
JHA, «Pa3MHOKHBY 9TO YrOHO,
K mpmMmepy — ¢oTorpaduio Mo-
HaCTHIPCKOTrO.

OgmE ®3 TaKEX OpHEMOB
CTAaHOBHTCA JEeBH30M BBHICTABKH.
910 “ameraANUA K mu30PpeHH-
9eCKOMY, PACKOJIOTOMY CO3HA-
HAI0O —TO €CTh 3aMMCTBOBaHHe
TeXIOJOTMM Y CTOHKHX NpH-
3HAKOB 3TOH Oojie3nu, W Ope-
lie BCero, B paspylIeHHH, «pac-
KOJIe» OPHBBIYHBIX JOTHYECKHX
Ieneil ¥ BBICTPAMBAHUE HOBBIX,
HeNPaBHJABHBIX  CBA3e#,— OpH-
eM, NpHHafiIekamuia A. Mona-
CTBIDCKOMY H  HCIIOJNb3yeMbIi
MenrepMeHeBTHKOM efBa JH He
¢ MoMeHTa o0pasoBaHHA.

OpmBaKo JerK0 BUETh, dTO
nocraBjeHHas ceddac oOpaTHas

3aaya — «Habupanme» ciy-
yafiHBIX CBfA3ell mOX ArEmol
mu30PEHAYECKON  KOHIONIIM

HAa CaMoOM Jielle HEKOpPPeKTHa,
3ech IleT eZMHCTBEHHOrO pe-
LIeHUsA, He MOMKeT OBITh H pe-
aJbHOA «OPOBEPKA» pe3yibTa-
T4, YTO HNPHBOAUT K BHIUMOI
OpOCTOTe M OPAaBHJIBHOCTH JIIO-
6oro pemeHus, JIOGHIX Caydaii-
HBIX accommanmit., TakmM 006-

Pa3oM, 3aJaeTCsA UMIYJALC JIO-
Doit CcHOHTANION UMNPOBU3A-
MM, M BOCOCBACMAas TOJf Ha-
3a DBaxkimreilnoM CJI0MKHOCTD,
MUTEIJIEKTYaJIbHOCTh OTHX  Pa-
60T obopaumBaeTcsi M3HAHKOIA.
HocraTouno mnpeogoNeTr mep-
BEIE 0apeep OTUYKIeHHA, a
Jalslle Bce MAET KaK IO Mac-
ay: Oepum TEKCT M COBMemaii
Cr0 C COBEpPIICHHO HC OTIIOCH-
meifica K HeMy ¢ororpaduei,
uzodpakenue — c¢ Ommyrepu-
eif, BaTO#, MOJKIO, HAKOHEI[, IO0-
CafMTh MAJIENbKUX KHUBHIX JIfI-
rymiegek — M 00beKT TOTOB.

Horeuno, 370 mpeyBejimueHne.
Bce He Tak 0uYeBHAHO M He TakK
0e3yciioBHO, HO TIPHCTPACTHE
aBTOpa 3THX CTPOK NPOJAUKTO-
BaHO HCKPEeHHEN 03a009eHHO-
CTHI0O TE€MH CAMBIMH OEPCOEKTH-
BaMH KOHIENTyaju3Ma, C KO-
TOPBIX MBI M IAaYajJd — KOIAa
IporpaMMHas «IOBEPXHOCT-
HOCTB» HEPeXOoAuT B OBITOBYIO
OOBEPXHOCTH, «IYCTOTHOCTHY —
B OYCTOTY, «CEPUAHOCTHY — B
CepHAHOCTh. A BeOb Ha CaMOM
geJe, MOMHEMO 3TAX Oyaymnx,
Irpo3fgmuX KOHIENOTyajlusMy Ie-
HNOCTaTKOB, 3[[eCh YiKE €eCTh
CBOH, ye IOPUCYIIUE — a UMEH-
OO Tpajumus  «pyKoMecJjay,
TAKMHA aTaBU3M BCEBO3MOMKHBIX
«ITy9eK» u «moHTOB» 1970-x.
N xoTa cerogHsa 0YeBHIHO, 4UTO
yTepAaH mx madoc u CMBICH, JIO-
00Bb K MOMyImIeYKaM, IIBETHO-
My CHTYOKY, KpyeBy m Oa-
XpoMe — COCTaBJIAIOIUM (J0-
poroe HCKyCCTBO» — cefdA, Kak
HE CTPaHHO, He H3KABAeT —
OOHTHI JOPOKE J(eHeT.

Eezenus Kukodse

Kunra, xoropas roromiaace 10 aer

Horga Gepems B pykm KHE-
ry O JEeKOPaTUBHOM MCKYCCTBe,
TO JK[ellb OT Hee HE TOJBKO
JHTEPaTYPHOI'0 H3JIOMEHAA 3C-
TeTHYECKAX KOHIENIHH, HO M
OTPaKEeHAsA  XY/OKECTBEHHOTO
CTHJsI ONMCHIBAEMBIX IIPOM3BeE-
nenuil. Hapeemnbcs, d4ro m3ga-
HUE NpeJCTAaHET M IPOH3BeJe-
aueM moaurpadmgeckoro mc-
KycctBa. VIMEHHO TakmMH Ka-
4ecTBaMU 00JIafjaeT BBINIEAIIAS
HelaBEO MoHorpadus o Xxy-
HAOKHAKE CTEKJa, 3aCIyKeHHOM
xypomauke PCOCP Tauamme
AHTOHOBOi. Bmemmuit Bupg 3To-
r0 M3/{aHAA, CIPOEKTHPOBAHHEIM
Uropem Bepesosckum, Giaropa-
P OOMJIMI0 IBETHBIX MILTIOCTPA-
A, O4eHb I[€JbHO, «MAacIITal-
HO» pelleHHOMY MaKeTy, OIIy-
THMO  IiepejaeT  TBOPYECKHI
map TanuEbl ABETOHOBOU. HAM-
ra CJIOBHO IPOHHM3aHA ILIACTH-
KOii W I[BETOBOIl WMIpoii CTeKIa.

UsBectro, kak TpygEHO mOJ-
JlaeTcs BOCIPOHM3BENEHHIO XY-

J0KeCTBeHHOE CTEKJIO, TeM 60-

Jlee IEeHHOIb BHICOKOIpodeccH-
OHAaNBHYI0O DafoTy H3BECTHOrO
¢doromactepa Bmkropa Ilouae-
Ba. MHOrme penpoOfyKUHEA KHU-
I OONJAHHBIE  XYIOMECT-
BeHHbIe ()OTOKOMIO3MI[EHA, TOH-
KO mepefanmme CcBoeobpasue
[eKOPaTHBHOIl NPUPOABI CTEK-
Ja, 3pUMO PaCKpHIBAKOI[Ae II0D-
THYeCKuid 36K I'. AHTOHOBOIL.
C uHTepecoM, «Ha OIHOM JbI-
XaHHH», YHTAETCA HMCKYCCTBO-
Befdeckuil  pacckad  Hommmnl
CremamsH o tBopuectse I. AE-
TOHOBOJi, PaccKa3 KUBOi, coue-
TAalOIUil OMOIMOHAJNBHOCTE B
BOCHPHATHH CTeKIAa C aHAJIATH-
9ECKHM OTHOIUEHHEM K TBOpYe-

CKOMY METOAY XY[OKHHKa, pac-
KpHIBAIOIUM 3HAYEHHE JHMIHO-
CTH AHTOHOBOH KaK Xapakrep-
HOit ¢pUrypsl pas3BuTHA coOBeT-
CKOr0 JIEKOPDATUBHOTO HCKYCCT-
Ba 60—80-x romos, B paGote
KOTOPO# BEBICOKHIl TBOpYECKHUIi
IOTEHLHAN COYETAeTCs C Ypes-
BBIYAUHOU OTBETCTBEHHOCTLIO lie-
Pel NPOMBIILIEHHBIM MPOU3BOJ-
CTBOM, mepef OYAYIMM HAIIero
crexJonennsa. Benr mmorme ro-
ne1 I'. Amtonosa paGotanra Ha
JIATBKOBCKOM XpycTaJbHOM 3a-
BOJe, OT/laBas CBOIl TBOPYECKHUIl
OIBIT 3aBOJICKOMY KOJUIEKTHBY,
u B CrporamoBCKOM yuusmme,
IJle BOCHHTHIBAJA  MOJOHEIKD.
IIpepcraBiasercs ynagnoil MBICIE
aBTOpAa KHUTM IPHUBIEYb BHI-
CKa3BIBAHMS KOJJIET, YYEHUKOB
u Jipy3eit AHTOHOBOI, H3BeCT-
HBIX XYIOMHAKOB JI€KOPaTHBHO-
ro mcxyccrsa — B. A. CMupHOBa,
C. I. Pazanosoit, JI. . Casens-
€BOW, PacKPHIBAIOMIEX HEIOBTO-
pEMyI0 WHIUBHAyalbHOCTL [a-
JUHBL AJIeKCAaHJIPOBHBI, (I0-XY-
JOKHAYECKU», (MBHYTPH» OIle-
HABAIOIAX €e TBOPYECKYI0 Ha-
TYypy. MBI poaro mpmamm oty
KHHTY (OHA TrOTOBHJACH IIOYTH
10 ner!) m pams, uro Hamm
OKMJIaHNA 3aBePIIMIUCH Ta-
KHM IPeKPacHBIM pe3yJabTaToM.
Coacubo BceM CO3/aTedsIM KHU-
I', 0 KOTODHIX MBI pacCKa3aj,
a rawme m3gatedpcTsy  «Xy-
noxnauk PCOCP» (Jlerunrparn)
1 OKCHEePUMEHTAJNBHON THIOI-
papmm  Tocxommagatra CCCP
(MockBa) 3a ee oramuHOE XYy-
noKecTBeHHOe M moaurpaduue-
CKOe HCIIOJHEHHe,

J.T.
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FKOpun XopoBckun

youri horovski

...IToroopum o XoposckoMm, o macsiakax CB. JIykm.

Pa3 nmpeabCcTHBIINCH MOJEPHE3MOM, WJIH IIPOMIA PSAIOM, HIX
caslmaB 00 9TOM co0JasHe, WIM JKHABA B OJHO BpeMf, WJIH SKUBS
IOTOM — YKe He BePHYTHCH K TPAJUIHAZ C OTKPBITHIM CEpJIeM, He
TaAMUM KOHEYHOU mpoHWU. Pa3 mocTaBWB IO COMHEHHE S3BIK —
yiKe He HOCTPOUTH eCTeCTBEHHON W BceoOmeil rpaMMAaTUKH; SI3BIKY
He Hy;KHA I'paMMAaTHKA, KOTOPYI0O MOKHO [aTh, m0O OHA JaHa eMmy.

1 moroMy smoxa MOMIIE3HOH PeaKIWy HUKOIA He IOPOIAT
«Goipioro cTmisiy. TeGs He BHIHECET K HEMY, THI HE BHIHECEIID,

Te0e 0CTAeTCsI 3aHUMATHCA TOIHKO OECKOHEUHBIM W BCe (0Jiee BSJIBIM
OmECaHWMeM Tex Bce Oollee HHOYTOKHBIX MPOCTPAHCTB, KOTOpPBIE
BCKpPBIBaeT TBOS CHUMYJHPOBAHHAA JIMHTBACTAYECKAS SPOCTb.

B uany smoxm BceoOmeir WMIOTEHIWM THI 3aMeYaeIlh aTIeTHdec-
ryio ¢urypy IOpma XopoBCKOro, 4bsi ;KUBOIIUCH 3aHATA BHISCHOHHEM
B3aUMOOTHOIIEHHWI ¢ TPagUIlEell, TO eCTh C TeM CAMBIM €CTeCT-
BeHHBIM f3BIKOM. YBJIEKATEJHHOE JIeJI0 — IIOUCKHU CIOMKeTa, IJac-
THYECKHX B MEMOIOrAIeCKEX WILI03uii Ha paboTsl X0POBCKOTO.
Jdroro He HAMO. ITO caMblil GaHANBHEIA OTBET HA BOIPOC, BOIIPO-
Iag7me H0J0TeH X0POBCKOTO, BTO CO0JA3H IPSIMO BCTABUTH UX B
HEeKYIO TpajuIuio, upsMo coorHecta «Beper comraMOy» ¢ ['ome-
pom mim, craskeM, PaGuie.

Pasymeercs, Taitnas Beueps «TaifHOro sHaKa IpefaTeNLCTBAY,
cembst Jlora B «Uyneiickom mebe», mepexoy depes UepmuOE Mope
B HeJlaBHEeH cepuu HA GyMmare, PyOHCOBCKHE Tejla MJM XPACTHAH-
crag (M OJHOBPeMeHHO (DAJLIO-BArMHAJBHAS) CHMBOJIAKA JIBIPHI
MPeJCTAaBIAIOT BIOJHE 3aHMMATENBHYIO TEMY [ 0ecefbl, s
0GECKOHEYHO J10JIr0r0, GeCKOHEYHO MMIOTEHTHOTO, GECKOHETHO
0eCCMBICIEHHOr0 CAMOONMCAHAA IATOJOrAIECKOr0 CO3SHAHMS
KOHIIA BPEMEH.

W THI He MOKENIb MOHATH, 9TO TaM C HUMH IIPOMCXOJIHT: C DTUMH
TeposIMH, C ATHM SI3BIKOM, CIOKET [BHIKETCS MEMO HAC MapaJlieJbHO
IJIOCKOCTH XO0JICTa, B O0PATHYI0 CTOPOHY, CKBO3h OKHO [[BHKYIEIrO-
CsI mOe3[la MeJbKHYJA CIeHKA Ha KOHEYHOW CTAaHIAHA — OHA IPO-
MEJbKHYJIa MEUMO, MBI ke He HOHsJIN HE4ero. TaM mpomcxommT
HEYTO BayKHOE, HO JKECTHI, POJIH, JeMapKAPOBAHHbIE 0e3IHIHON
HAroTOif,— BCE 0CTAETCSA TOJIHKO BOIPOCOM, BONPOINAHUEM.

HHuBonmch XOpOBCKOro repondHa. JIume B HECKOIBKHUX IIOCJE]-
HOX CePHAX, Ijie 0] HeBO3MYTHMBIM OKOM IIOJIBIXA0I[ero B He(e-
cax 3aKaTa pasBOpavWBAIOTCs DUMYECKHe IHPOMAXUHU, TePOXIHOCTH
sTa obpamena K KoHeuHOMY Oespasnmumio. EBpomeiickuii repoit —
€CTh eCTeCTBeHHBII HOCUTEJb ¥ BOIJIOIIEHNE €CTeCTBEHHOTO SI3BIKA,
cusud TpaIHIAIL,

XOpoBcKmii 00paTHIICH K KUBOIMCH [OCJE TAMKeNI0i 6oXesH™,
KOTJIa 3aHATHS CKYJBITYPOil OBLIM eMy 3ampemieHbl. Ero sRmBonmch—
JRUBOIMCEH CKYJBIITOPA: HOCHTEIEM HHEPIUH, HCTOYHHKOM CIOMKeTa
BBICTYIIaeT Tepoii, 00beM, Macca, HajJleIeHHAS XapaKTepoM, Temiepa-
MEHTOM, CTPACTHIO, IEJBIO.

Tepoit XopoBcKkoro mar, HUKOr[[a He KOMWYEH, OH Gpocaer BHI-
30B, €r0 TEJIO, BEINUPAs 3a COOCTBEHHbIE IPEeJNbl, CTPEMUTCS
BOBHE, MCIBITHIBAET JaBJeHHe MPOCTPAHCTBA. ITOT T'epoi eCcTh KBHHT-
sccennusa EBpOmbI, myma 3eMiHd, coBceM OBLIIO mOrpeOeHHOr0 MOT
MacKaMu apEKAHCKUX OO0KKOB, al[TEKCKAMHI 3MEAMHI U J[36HCKAM
HUYTO.

9TOr0 eBPOINEiCKOro repos He CMOTJIH 00eCCMBICIHTD, IOCTABUTD
yepes 3amsATyI0 J[ajke IPOILIOrOHAE IMONBITKA XOPOBCKOTO KaK-TO
penpeccEpoBaTh mostybora ¢ momompio MawimosHa: «Daphnis and
Chloe», «Hercules and Omphale», «The Oath of the Horatee». T'ep-
KyJiec, EPKOBOI GOper] B MPOTUBOCOJIHEYHBIX OYKAX U C Jeomap-
70M Ha IIedax ObLI YPABHEH C T€POSMH KOMHKCOB — OJHOH U3 IIO-
CJIeHUX pPe3epBaldil Teposi BEJHMKOI HIIOXH eBPOIEHCKOT0 MCKYCCTBA.
Ho HEKaKO#l «HyIbCAIIMA CMBICTA» MEKIY BBHICOKAM W HU3KAM HE
npomsonuio: sror I'epkyiec, sror I'epaki GBI IPEKpPaceH, HECMOTPHA
Ha CBOU CMEXOTBODHBIE IYTHI, JKEHCKOE IJIaThe M HPSIKY.

ITpormmoe crymbnTopa cracaer XOPOBCKOr0 — K HEMY OIyCKa-
ercsi Ha OTHEHHBIX KPBIIBAX BOr ¢ MammHbl, eBPONEHCKIIT Tepoii.
Oum BrBOoeM mabmiofalor meiizam ¢ mMudomormaecKuMa QUrypamm:
mudomornueckne (QUrypsl — BCe B CH3BIX TydaX, W map OecIIOMHBIX
FREPTBONPUHOIICHHIT HE 3aCTABAT WX NPOIUTHCA TOMKIEM, MEK TeM
BHH3Y, HA 3eMJie, MEUYTCA B YAYIIINBOM 4ajy TOJIIOB HAYTOKHBIX
oubamorexapeir. OHE PBYT M PBYT OECYNCIEHHBIE TOMA M IOJOPACHI-
BalOT CTPAaHMIB K HeOecaM, a Te MafaloT, MeIJEeHHO PaCKAYMBasCh,
BHH3, TIEPEMEeINTNBATOTCS W BHOBH TO0PACKIBATOTCS, W HAYETO HE
TIPOMCXOJUT ¥ HE IPOUBOIIeT HUKOT/IA.

«3eMnsT HemBWIKHA; Weba CBOIEI,— TBOpeN, TOjIepsKans To6oM,—
7la He majgyT Ha Cynib W BOJBL— W IIe MOABsAT HAC Co0O0iy,— 3ame-
gaer Ha ojHoM u3 xojictoB Xoposcxoro A. C. ITymkmn. B aror mup

Let us talk about Khorovsky
and St. Lucas’s stepsons.

Once seduced by the Moder-
nism, or just passing by or
having heard something about
the temptation or living at the
same time or after it one will
never come back to the tra-
dition with open heart free of
an ultimate irony. Having once
doubted a language all efforts
to elaborate any natural or ge-
neral grammar would be in
vain. A language does not need
a grammar one can give, for
grammar is indispensable. That’s
why an epoch of pomped re-
action will never give birth to
“high style”. No one will bring
you there, nor will you your-
self. You will be left with an
endless and more and more
nerveless description of increa-
singly miserable interspaces
brought about by your simu-
lated linguistic fury.

But in the smog of universal
impotence you suddenly notice
an athletic figure of Yuri Kho-
rovsky, whose painting is ar-
guing with the tradition i. e.
with the very natural language.
Finding a subject or plastic
and mithological allusions in
Khorovsky’s works is quite a
fascinating job though a need-
less one. It would be a most
trivial answer to Khorovsky’s
quest, as it seduces you to in-
sert his canvases into a certain
tradition and draw a direct
line from his “Somnabulists’
Coast” to Homer or Francois
Rables.

Khorovsky’s vision of the
Last Supper in “The Secret
Sign of Treason” or the Lot’s
family in “The Judaic Sky”, or
Rubens-like bodies or Christian
(incidentally phalli-vaginal)
symbols of fish could be a sub-
ject of a dispute with endless
and extensively impotent and
senseless self-description of pa-
thological consciousness of the
end of times.

To speak about Khorovsky it
is necessary to feel the comp-
ressed and paradoxically moved
multiple symbols over-loaded
with various ties and also have
a feeling of cultural oversatu-
ration. His subjects are not to
be scanned or deciphered. Their
essence is an imitation of icon-
painting collapsed in the course
of analysing an oldish work of
art. And you cannot under-
stand what is happening to
those heroes and that language.
The subject passes by as a pa-
rallel to the canvas, backwards;
there was a glimpse of a small
scene at the window of a going
train and it escaped our eyes
leaving us with no idea of

what had happened. Though
something crucial is taking
place there, everything remains
a question and in a quest —
the gestures, and roles all mar-
ked with impersonified nudity.

Khorovsky’s painting is epic.
But in some recent works this
epics head towards finite in-
difference while the undisturbed
eyes of a burning sunset witness
a spectacular epic hydromachia.
A European hero is a natural
bearer and embodiment of na-
tural language, a sort of tra-
dition’s Sisyphus.

Khorovsky switched over to
painting after a serious illness
which disabled him to be a
sculptor. His painting is a
sculptor’s painting with a main
character as a charge and sub-
ject source, with mass and vo-
lume having a character and
temper of its own, passionate
and target-oriented.

His characters are nude, never
comic but challenging. Their
bodies surpassing their own
limits head outwards under
the pressure of space. They
are quintessence of Europe,
centres of the Universe that
once were too close to be buried
under the masks of African
idols, Aztec snakes and Zen
nonentities.

No one could make these
European characters senseiles
or inferior even when the cha-
racters of Khorovsky’s latest
works attempted to annihilate
a semi-god with the help of
Mackluen. (See “Daphnis and
Chloe”, “Hercules and Om-
phale”, “The Oath of the Ho-
ratee”). Hercules, a circus wrest-
ler in sunglasses with a leo-
pard on his shoulders, was equ-
alled with the comics’ stars,
the last heroes of the great
epoch of European art. But
there wasn’t any ’pulsebeat of
sense’ between elevated and
degraded. Hercules, this He-
raclus was beautiful despite his
funny bonds, lady’s dress and
a distaff.

Khorovsky’s experience in
sculpture gives him a safe hand.
Fire-winged God comes down
to earth from the car, together
with the European hero. Two
of them observe a landscape
full of mithological characters
enveloped by blue-grey clouds,
but the steam of fruitless sa-
crifices will never make them
rain out. This very time down
on the earth mobs of miserable
librarians scramble the suffo-
cating fumes throwing the pa-
ges of torn apart volumes of
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Karg HectepoBa

katya nesterova

Okronvwura MBXIY (6. Crpozanoeckoe) ¢ 1984 zody.
Yuacreosaaa 6 15 evicTaskax.

T'oGenenst Katm Hecreponoit HpaBsiTcst BCeM. TO MPOCTO HPO-
sepenaslii pakr. Obasaume mx o6'bsICHUTL TPynHO. Ja u Hamo am?

I3 uux Her HUYero ocofeHHOro, BUJIMMO, HTO M Xopolio. B Hux Her
IIPeTeH3Uii, BEIIypa, TIIyOOKUX pa3MBILLJICHMIL, SIBHOIl OPMEHTAPOBAII-
1I0CTH 112 MMPOBYIO XY/IOKECTBEHHYIO MOjYy, 0c000r0 MHTCILIEKTya-
JII3Ma W M3bICKA, OHM He MOMYMCHTAJBNLI M ¢ Munu. Beero storo
B COBCTCKOM TEKCTHJIC M TAK B M3OBITKC. A 3PHUTCIN yCTaJH YYBCT-
BOBATH ccOsT riynee Xya0KOnKa.

Y unee Bce HeMYApPEHO: BOT OKOIIKO, 3a HUM NOTHYKH, MECHI]
poratslii, a TYT — TaKca BO Bce MOJOTHO, a 3[iech — OBIK Kpaco-
TLL U3YMMTEIBHON, M PO TO, KAK OH M3YMMTCJBIO KPACHB, HANHCL
BLITKana, Oy To aBTOp OOMTCS, YTO KPACOTHI DTOI IepeiaTh HE
cMor, Ecth B ee robesiemax MacaNbHASI MPOCTOTA TO JIM JETCKOTO
cma, To Ju Meurbl. I aro npmrsararenbino. BooGme wyBcTBEHHO-
IIPATATATC]IbHA SIPKAs NIEPCTh M Bee, 9TO U3 Hee BBITKaHO. U He-
ROTOpast MPOHMUSL B DTHX rofesenax CCcTh, OHa HE MEIIACT PAJOBATHCSI,
1o 1 me jiaet yMuisithest, VI Bur 3a0BIBacTE, 94TO 32 OKHOM I CAMOM

JlcJIic IC TC OTHYKM M MeCsI[ B TyYaX, W Bce BooOmie mc Tak, 6es
it Y gaske KaKeTcesi, UTO JICTH CHOB, BOT TaKHX, B IIBeTe,

e BHJIST.

Cama Katsa rosoput, uto B ec paGoTax eCThb JiBC BCIIM — JIIO-
0OBL K MKHBOTHBIM M YIKac nepej{ »Ku3nbo. Jiobosnr b mux jieiicTnu-
TCIALIIO BHANA, a ysKaca IeT coBceM. BupuMo, on yxoiutT KyAaa-To B
1POICCCE TKAUCCTRA, B HTOM JipeBlieM M HEeTOPOILJIMBOM 3aHSTHMN.

fIpKOCTL Kpacok, 11pocTast KOMITO3UIIMA, cllerKa CTHIX30BAHHBIIL
PHCYNOK, HE3aMBICJIOBATHIIT CIOMCT, IPOCTOAYIITNOE BOCXUIICINC
KPacoTOil MUpa, KOTOPoil yike u meT. Kaxercs, HTo Bce U HYKHO
YCTAJIOMY ueJIoBEKY, uToOBl 09apoBathes. M eciin 3axoTeTh ero
0uApOBATE, TO 11jl0 IIPHAYMATEL uMenno Hro. Kats ne nmpupyMmeiBaia,
V HCC DTO 10JIYYACTCSI OT HPUPOJIBI, €CTCCTBCHIO.

Katya Nesterova graduated
from the Moscow School of
Applied Art (former the Stro-
ganov School) in 1984. She
took part in 15 exhibitions.

It is a proved fact that people
like her gobelins, though their
charm is hard to explain. And
why should one? There is no-
thing special about them and
it scems to be all right. They
are neither pretentious or so-
phisticated. They are not fa-
shion-serving or intellectually
refined. They arc neither maxi
nor mini. The Soviet textile
artists have overfed the viewers
with things like this. The spec-

22

Oavza Kabanosa

tators are tired to be sillier
than the artists.

Katya makes down-to-carth
things. Here is the window
with birds behind it and the
moon in the sky; and here is
a canvas-large dachshund; next
to it is a beautiful bull and
the inscription embroidered at
the bottom of the canvas tell
us about its beauty, as if help-
ing the author not to be afraid
that she had failed to show us
the bull’s real beauty. Her go-
belins have an ideal simplicity
of children’s dreams or of our
day-dreams. This is very attrac-
tive, the same way as the bright

K. Hectepoea. lo6enen «Jluca»

wool and everything weaved
from it. There is also a certain
irony that does not hinder the
joy but prevents you from ex-
cessively tender emotions. And
you forget that there is no bird
in the window, that the moon
is covered with clouds, that
everything goes the other way
round with no illusions. And
it even seems that children
have never seen such richly
coloured dreams.

Katya says that there are two
main things in her works —
love for animals and fear of
dcath. This love is seen all
right. But there is no fear what-

soever. It probably disappears
somewhere in the course of
weaving — this ancient deli-
berate craft. She open-heartedly
admires the perished beauty of
the world, depicting it in bright
colours, inventing simple sub-
jects and slightly stylized pic-
tures. A tired man is very
likely to need all that to get
amazed. And if anartist really
wants to amaze him, he must
invent these very things. But
Katya did not invent anything.
She does it naturally, having
this ability by nature.

Olga Kabanova



Banepun Pynnenb

va

leri ruppel

B. Pynnens
O6vekr M3 cepun «Lllenkossid nyte».
Bo#inok, merann, KaMHH, KOHCKWMH BONOC

B kakoM Bmje u :xaBEpe HCKyccTB paboTaer 3TOT XYNOMKHIK,
OlLIpe/IeJIETh 096HL He mpocTo. B ero paborax HOT TPagAIEOHHOrO
IJIs1 IeKOPAaTHBHOIO HMCKYCCTBA COYETAHHSA IOJE3HOTO M KPaCHBOIO;
u30paHEBI MaTepua] OPAKTHUECKH HE CKa3biBaeTcsa HA obmeM pe-
HICHUM MPOU3BE/IeHHsI; CAMBOJMUKA He CBA3aHA C KOHKDPETHOIl Tpaju-
1{Mel, a MOTHBBL XOTSI ¥ Y3HABAeMBI, HO TaK NOJBHKHEI, YTO BCe
PaBHO yCKOJB3aI0T; opMa M [eKOp NPHIYAIABO MOOMEHAIT PYr

Apyra,

Pynmess OKOHYATENBHO YKPBUICS OT HCKYCCTBOBEJYECKHX CMIKOB
TOI'Jla, KOrja OIpPEeBPATH CBOM HJI€M B CEPAH DPOH3BENACHMI, KaK ObI
HaMepeHHO JUCKPENHMTHDYSI UX YHAKAJIBHBKIA XapaKTep M HaMeKasi

TEM CaMBIM Ha JHM3aifHEPCKYIO NPUPOY OTHX BEIIEil.

ITpe:xpme Bcero, Bce 9TO COeAMHEHHE HECOSHUHHEMOrG MOMKHO GBIJIO
GBI O0BACHATH IPUPOJHO-HAMOHAILABIMA (PAKTOPAMH: UeNIOBEK eB-
poneiickoit CKIagKE — HeMel| — IOrpYKeH B BOCTOYHYIO KYJBTYDY,
muper B Huprmsmm, 3maetT MecTHBIE XY[0KECTBOHHEIE TPAJAIIHM.
CnokHOCe coepmaeHMe, TpyaHas cymbGa. Ho ygaza B TOM, 4TO BCe
9To crano gaKkToM He CTONLKO Omorpadmu XyMOMKHAKA, CKOJIBKO
gakToM ero tBopucctia. Bce mpeTBopmioch, mpeofpa3oBanoch B 0cCo-
OBl ABBIK MCKYCCTBA, Ha KOTOPOM GOJBIIE HAKTO, KDOMe HEro
camoro, ¢ I'OBODHT, HO KOTOPHINl TGM HC McHCEe BCe IOHMMAIOT.

Moxno yragath B ero npomssejicHusIx dpassl @3 MOm-apTa, HO
Pynnean ucnoansyer Bemu Ie w3 jloManigero obMXoga, a aBTOPCKUC
I0BCJIMPHBIC M3JICJINSI CBOCIO IpexsHero apcenaia. MoxEO omyTuThH
OPAHBIA BOCTOYNBIA AKIEHT, YCJBIIIATH BUTAEBATO MOCTPOEHHYIO
$pa3y B ero Xyjl0’KCCTBCHHOM sI3bIKe, HO TOBOPHT-TO HOPH ITOM Xy-
JIOAKHMK He Ha BOCTOYHOM sI3bIKe, a pasMbinuIsier o Bocroke.

MoskHO yragate B XyI0KECTBCHHOU peum Pymmess s3wraeckoc,
nIaMaHCKOe, IePBHIIICKOe, KOJJIOBCKOE 3aKINHAHAE — YHABEPCAJD-
OBl S3BIK KOJAYHOB, Ky3HEL0B U, BO3MOKHO, I0BCIAPOB.

Haseproe, 10, uT0 jestact Pynmean, MoskHo ObLT0 OB Ha3BaTh
CMKHM TePMHEEOM — OOLCKT. XOTs J(Isi 06prunoro oGnexra paboTsl
Pymiesst comepsiar usGpirounocts. st 00beKTa OHM W3JIMIIHE 3a-

pepmengel, CAaMOLOCTATOYHBI M IOBCJIAPHO CpﬂGOT&HbI.

WNMcnosars, ot paboTH HA K 4yeMy He 00sI3bIBAIONIMM CJIOBOM
(KOMITO3MIUsI» OBLIO (bl HEKOPPEKTHO, HEe IMO3BOJISICT MX MHOTOCMBIC-
JeHHOCTb, BeJlb CYTh THX BeIIeil BOBCC HC B Mx Iuactuie. PaGoTst
OTH HeJb3sl ONpeieJnTh fake Mo Marepmaly. Onu cpafoTaHBl U3
ROIJIOKa, MeTajIa, OMaJjH, MeXa, MephbeB, KaMHeil, CTCKIa, KOHCKOTO

BoJIoca...

ITo manpy OHM I¢ MEHCE CJOMKHBI — TYT M BBICOKMIT CTHJb
2110Ca, B WHTOHAIIMM CKA3KH, M MArmvyccKoc 3aKJIMHanue, epHAIECTBO
nryTa ¥3 HAPOJINOro Teatpa, M WcciaejoBaHue sTHOrpada, m NITyau:
TCXMOJIOra, M Ha0JIO/[EHUsT UCTOPHKA...

MosHO TONBKO MOpaKaThesl, KAK BCC HTO MIIoroobpasue IMpHBe-
Jieno B rapmonuio. JIst HToro myKHO OBITH HE TOJLKO I'PAMOTHBIM
XYJI0JKHNKOM, HC TOJLKO 00JIaJiaTh TBOpUCCKOil uirryuimeii. B srom
CCTH IOJUIMATAST MUPOTa W MIyOuua kyunTypel, I coskasicnnmo, 910
KAUCCTRO BCTPEHACTCS CELOJIITsI eme pesse, wem rayanr. M rem
ocTpec OmMYTHWMa HEHIIOCTL TBOpYecTna M Juunoctu Pynmesrs.

Ada Caghaposa

It is not easy to define the
type and genre of the painter’s
works. They have no combi-
nation of useful and nice so
typical of the traditional deco-
rative art. The material he
chooses usually has no influ-
ence on the overall structure
of his works and his symbols
are not traditional. The form
and ornaments are whimsically
interchangeable; his themes
though recognizable, are mobile
and quick and seem to escape
you.

Ruppel has completely escaped
from the art-critics when he
embodied his ideas in the series
of works which he had almost
intentionally discredited and
deprived of their uniqueness
dropping a hint at their 'de-
signerly’ nature.

This combination of incom-
patible things could be first of
all explained by the painter’s
inborn and national qualities.
Being a German he is enve-
loped by the Eastern culture
and lives in Kirghizia and is
well aware of the local art tra-
ditions. He has got a hard
fate. But all that has luckily
became the integral part of the
painter’s creative work and
made up a special language of
his art he speaks alone but
which is understood by every-
one.

One can grasp some pop-art
quotations in his paintings, but
Ruppel does not deal with hou-
sehold stuffs, but uses his neat-
ly done oldies. One can smell
a spicy oriental accent of his
works, hear an ornate phrase
in the language of his art,
though he does not speak an
oriental language. His works
are orient meditations.

Ruppel’s art language is made
of spells of pagans and sha-

mans, dervishes and sorcers,
it is the innate language of
wizards, blacksmiths and je-
wellers.

Everything made by Ruppel
could be capaciously named
object. Though his works are
somewhat excessive, as they are
too finite, self-sufficient and
accurately done to be just an
object.

It wouldn’t be polite to call
these works a good for nothing
word ’composition’, because
they are too polysemantic and
their essence is more than a
simple flexibility. Even the ma-
terial can not be used as a
identification criterion of Rup-
pel’'s works as they are made
of felt, metal, enamel, fur, fea-
thers, rock, glass or horsehair
etc...

Their genre is no less comp-
rehensive as far as it comp-
rises high styled epos and in-
tonations of a pair-tale, a magic
spell and folk-theatre comedi-
ant’s mockery, ethnographic or
historic studies and technologi-
cal research...

One can't help wondering
how this diversity could be
arranged in such a perfect har-
mony. To do that one must not
only be a literate artist but
also have a sense of creative
intuition, i. e. to be aware of
the whole scope of culture. Re-
grettably nowadays such people
are yet rarely met than ta-
lented ones. Therefore, Ruppel’s
individuality and creativity are
of even higher value for us.

Ada Safarova.
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KanudopHurckue XynoxHUKA

california painters

Jim mchugh

[loprpersr us aavboma

JURWILT JGKNKEPIY
AJEKCUC CMUT
MDPH KOC

XEJEH JAHIEBEPT

Ansbom «Kasundopuuiickue xynosxauru» nanan B Can-Oparmue-
ko B 1990 rosy. IlpomubiM JeToM MHE MOAPWJI €ro ONUH M3 aBTO-
pos., Xenpu I'onkunc — aMepUKAHCKAI MCKYCCTBOBEJI, 4eJI0BeK 0eay-
1pCYNoil penyraiyuyu (B AMepHKe DTO He NMYCThle CJIOBA) M HEMKHOM
npepamnoctn nexycersy. On pupekrop ¢omnma @. BaiicManma — kpyi-
Horo OusmecMena, KOJUIEKIIMOHEPa, (OH/IATOPa psjila KYJIbTYPHBIX
IIpOI'paMM.

Ilepejio Mnoii nTO M3ganNC — aMEePUKAHCKOE 10 pa3dMaxy, spKoO-
CTI KPAacoK, JKeJIallMIo N0HpaBuThesl. HHUra cocrosiach Giarojaps
YCHWIMsIM Tpex jieiicTBylomux B Heit juiy — aBropa texcra (X. Tom-
kuic), dororpada (/xum Maxxpio) 1 KaInQOpPUAACKAX XYTOMKHH-
KOB, KOTOpBIE ¢ TOJBKO IIOKA3bIBAIOT, HO M PACCKA3LIBAIOT.

fI He coOupaloch UepecKasbiBaTL TCKCT ajibloMa— O JlobpoTeH,
JKUB M HANKCAN ¢ PEBHUBOM JI000BLI0 aBTOpa K XYAOKHHKAM
3anajiporo nobepeskbsi. Mie NOHsITEH HTOT MUAM-TIATPHOTU3M I
JRCJIANUC BO 4TO OBI TO K CTAJO0 cHopMUPOBATH COOCTBCHHYIO,
KaJmopruiicKyo, Xy/joxecTsennyio ukony. Jlocroiinoe crpemie-
ue!

Tpernit BaKUbIi «ePCOHAKY U3JAHUA — BHICKA3BIBANMA XYHOIK-
mnkon. Ouu pasusie, ectb sipkue u puiocoPuunsie. Iogaac onu
CaMM HYHJIQI0TCST B JIOMOJHUTENBHOM KOMMEHTAPUU.

JIpyroc asropckoe «ruio» annboma — gororpad, ubM MOPTPETHI
HACTOJHKO BHIPASUTCIIBIBL, 9TO 110j{4aC TOBOPSIT (OJIbIIE, 9EM TBOP-
4EeCTBO XYJIO'KHIKOB, BUMMO, coBpeMeHNOil ONTHKE TOABIACTHA 1
Jlyla.

AMepUKAIIBl 1IPEIIOYJIM HalledaTaTh DTy KHUr'Y B flmonun.

TTouri Kax MbI, CHIC HEABHO W3J[aBABINKUC CBOM KWK Ha Gase
I'JIP. Hampupiid mmer, rae ayqme. Anp6om o KanmpopHmicKuX Xy-
JOZRUAKAX BLITJSIAT TAK, WTO JIACT TOBOJ IATSIHYTH HOC HANIei
noJmrpagun,

C. b.
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henry t hopkins

BEWH TBEBAH]
PON JIE ®OPECT
1IAYJIb BOHHEP

The album “California Artists” was published in San Francisco
1990. Last Summer it was presented me by one of its authors Henry
Hopkins, a man of stainless reputation (as in America they are not
mere words) and kind devotion to the arts. He is a director of
F. Whysman’s Fund, who is a great businessman, collector and
sponsor of a series of social programmes.

I look at the album. According its publishing scope, bright co-
lours and desire to be pleased it is a typical American edition.
The efforts made by three “participants’ gave birth to the album.
They are: H. Hopkins, the author of the texts, Jim McHugh and
the California artists, who both show their works and share ideas.

I am not going to retell the text of the album. It is of high
quality, with the vivid texts and full of the author’s jealous love to
the artists of thc Western Sea Cost. I quite understand this mini
patriotism and a desire to form at any prise its own school of the
California artists. It is a merited aspiration!

The third important “character” of this edition is the artists
views. They are different. There are both bright and philosophical
oncs. Some of them are need to be commented.

Otrer authorial “character” of the album is a photographer. His
portraits are so expressive, that in some cases they reveal much
more than the artists’ works. Apparently soul and spirit are sub-
jected to the modern optics.

The Americans prefered to publish this album in Japan. The si-
tuation resembles ours as recently we published our books in GDR.
Every one looks for the best. The album about the California artists
looks so attractive that gives us an occasion to teach a lesson to
our printing industry.

S. B.






roger herman

david hockney
paul wonner

Poaxep XepmaH

MHtepbep ¢ asymsa cobakamu. 1988
Aensua XokHu

Xentas ayautopus. 1987

MNaynb BoxHep

Fonybas komHaTa C UBETAMM M
rony6samu. 1988

Ha c. 27

Puuyapa [wekcon

Pocnuce ¢ geyms wapamu. 1987—88
DHepcoH Bynegep

Jpoc. 1987

Benn TwebaHnp

Monuuenckas mawnna. 1986 —88

POJ’KEP XEPMAH
JIENBUJ] XOKHI
HHAYJIh BOHHEP
PHYAP]] JUKEKCOH
H9HEPCOH BYJLOEP
BENH THEBAH]




richard jackson

enerson woelffer
wayne thieband
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Ilopsur pecraBpaTopoB

Bo Bpems Beamkoit Oreue-
cTBeHHOI BOWHBI 1941—1945 rr,
HeMeUKoil apTuwiiepueii Gplia
paspymena B Hosropoge uep-
koBb Cuaca IlpeoGpajkeHus.
B ece pasBanmpEax ObulM morpe-
OeHBL OCTAaTKH 3aMeYaTeJbHOI
pOCHOHCH, BBHINOJHEHHOU B TrO-
mury KymaukoBckoit Gursbl. Ha-
3aJ0Ch, YTO pOCHMCH mormbia
nascerma. Ho, kak numer B
NpeIuCIOBUI K KHUTE *
. C. JImxageB,— «Uygmo ciaydm-
jgock!». Dpeck:m HANOJOBUHY
co0OpaHBL.

9TAM NOHCTAHE (ETHIIETCKAM
TPYZOM» B TedYeHHWE IIOYTH UeT-
Beptm Beka (¢ 1965 ropma) 3a-
HUMAJUCh XYMOKHUKA-PECTaB-
patopsr  A. II. TpexkoB wu
B. B. I'pexkoBa. Pabora eme
IpOJI0JIKAETCsI, HO 1O TpeA-
BAPUTCJIbLHBIM HTOTaM ee
A. TI. TpexoB Hanmcan 3aMeda-
TEJbHYI0 KHUTY, VBJIEKATEJb-
HYI0 [0 Pa3BEePTHIBAHHUIO COOBI-
THIT W 9YPEe3BBHIYANHO cOJepIKa-
TEeJHHYI0 B CBOeil HAayYHOH
yacT. 9Ta KHATA — IeJasd
mporpaMMa J[eiCTBHMiI IJIsI pec-
TABPATOPOB HACTOAMmMEro m 0y-

Jtymero.
Pocuuch JIPEBHEPYCCKOTO
XpaMa, IIOMHMO CBOero riy6o-

KOTO CojiepKaHusi, IpeICcTaBlsd-
eT CJOKHeWNIIHnil KABOTMCHBIN
ancaMbib, BCe 9aCTH KOTOPOTO
MoAYMIeHsl  ofmeii  cucTeMe.
Kak BoccramoBuTh 0Ty cHCTe-
My, CCJIM OHA IpeBpamieHa B
COTHHM TBICSTY MEJKHX KycOd-
KOB, 3aBAJICHHBHIX MHOIOMETPO-
BeiMu claossmMu mebCHs? Taxoro
OIIbITA B MHDPOBOif pecTaBpann-
onHOil npakruke HeT. IloaTomy
nmepBoit  3ajmaveir  I'peKoBBIX
craja paspaGoTKa METOTUKHA
paz0opa 3aBajioB, W3BJIEYEHHS
n3 HUX ¢@parMeHToB (pecoK,
UX OYHCTKH, COEAWHEHUS JPYT
C JIDYyroM, 3aKpemJeHHsT Ha
ILJIOCKOCTH, TIpEJOXPAHEHUs OT
mocJie[ylomeil mMopun W MHOroe

apyroe.  Oco0yio npobyemMy
COCTABJISLIN BONPOCH! JlaJIbHEMN-
el DKCIO3MIMM  COOPAHHBIX
$parMenToB — B  My3eHHEIX

VCIOBUSIX WJIM B BOCCTAHOBJIEH-
noM xpame. [axke TakKoHi, Ka-
3aJ0ch OBI, INPOCTOIl  BOHpPOC:
Ha KAaKMX IUTaX Jydme BCero
MOHTHMPOBaTh coOpaHHBIe (hpar-
MeHTHl — MOTpefoBajJ BMema-
TEIbCTBA CTPOTONl HAYKH W HH-
menepru. Ceifluac TOUTH Bce
oTm TpygHOCcTH To3agu, VIx o6-
CTOSITIBHOMY  PaCCMOTDPEHHIO
u nocsimena kaura A. II. T'pe-
KOBa.

I'pexossiMu  cobpama  (Ko-
IeYHO, JAJEeKO0 He B OKOHYA-
TCJIBLHOM BHJE) NOYTH HOJOBH-
na Bce#l pocmmcm paspymeHuo-
ro xpama (96 xommosmumii).
Omuospemenro A. II. Tpexo-
BBIM IIPOU3BOJMIOCH KOIMMPOBA-
IMC BOCCTAHOBJICHHBIX KOMIIO-
BMIMA B Pa3JIUYHBIX BapuaH-
Tax — JIOKYMEHTAJBHOM M pe-
KoHcTpyKTMBHOM. IIpm  aroM
PEKOHCTPYKTHBHBI® KOINMM BbI-
HOJISUINCH TAXYKE C BapUANTa-
MH — 063 TOHMDOBAHHS yTpa-
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9YeHHBIX MeCT, ¢ TOHHPOBAHHEM,
a TOHHPOBaHHE [eJIaJIoCh C

pPa3HOH  CTeNEeHBI0 I[BOTOBOW
HaCHIM[EHHOCTH.

Bce 310 uMeer OGoabmoe
OpaKTH9eCKoe 3HAUYeHME, TakK

KaK CpPelE DPecTaBpaTOpoB J0
CHX IOp HeT eJUHOr0 MHEHHUSA O
TOM, KAKyl0 CTEHeHb BOCCTa-
HOBJIEHHS YTPAuYeHHOIO Cleny-
eT JONyCKaTh IPH pecTaBpa-
nun. Hackonpko 3To BugHO M3
tpyna A. II. T'pexoBa, oH He
IpefJIaraeT KaKoro-1m6o oJHO-
ro 00513aTEJbHOrO0  BapHaHTA.
Ho mo pesyabraTaM ero omeiToOB
MOKHO Temepb paccMaTpHBATh
9TOT CJOKHBI BOIPOC yike He
TEOPeTHIECKA, a HPAKTHYECKH.

O6memeTo0I0rAYECKOE  pec-
TaBPalLlMOHHOE 3HAYEHWO TPYAA
I'pexoBrix Gecuesro. Mmae xo-
TEJOCh OHl OTMETHTH 0COOHII
MHTEpec 3TOro TPyAa -IJs Hay-
KI O NPeBHEDPYCCKON JKUBOIIH-
cu. JlaBHO W3BeCTHO, 4YTO B
Hosropone Bo BTOpOif mOJOBH-
He XIV Beka MOHYMeHTAlb-
Has JKUBOOMCH  IEPeKHmBaJa
cBoil pacmnBer. K coxamenmio,
AMeHa  XYJOKHUKOB  (KpoMe
Deogana T'pexa m eme omHO-
ro-fByx) OCTAQJHCh HEH3BECT-
apiMA.  Ha »3ToM  ocHOBaHmM
HCCIe0BaTeNH c ropasjuo
OoXbIIeil JIErKOCTHI0 NPHIHECHI-
BaJId HOBIOPOJCKHE POCIHCH
NIPHe3KAM TIpeKaM WJIHA Cep-
faM (mApe — I0MKHBIM CJABA-
nAaM). IlpomsBemenmeM cepG-
CKAX MacTepoB CY@Tamach o
pocnuce uepkBm Comaca ma Ko-
BaneBe. A. II. T'pekoB He oTpm-
maer paGoTel cepGCKAX MacTe-
POB, HO B TO jKe BpeMS HaXo-
AT, 4TO «o0Imee BIeYaTICHHE
or pocmmceit KoBanesa me coB-
[afaeT C BIEYATICHUAMH, OC-
TaBIAEMEIME  CEepGCKOi KHBO-
IACKI0 B NeJIoM. B HEX HecoM-
HEHHO YYBCTBYETCS TPHCYIIas
PYCCKOIl JKMBOIMCH MSATKOCTH U
SIBHOE BJIHMSHAE BU3AHTHUCKOrO
HCKYCCTBA». Ha6aonenns
A. TI.. TpexoBa 0YeHb IEHHEHI,
760 3T0 HAOGNIONEHAA XYHOM-
HnKa. VIMeHHO TIia3 XYMOKHH-
kKa mo3soiana A. II. Tpexosy
NIPOH3BECTH nogpobHeHmmiA
aHAJNA3  IBETOBOWA MAJATPH
KOBQJIEBCKOX DOCHHCH, OTJIH-
gaBmencs TOPa3ATEeNbHEIM
MHoOronBeTseM. OfIHH # TOT Ke
IBET BApPBUPOBAJICA XYIOKHM-
KaM# B TSTH, 3 TO M B JIECATHA
orrenkax!

Ceifgac pemnraeTcsi CIOMKHBII
BOIIPOC: Pa3MemaTh JH B BOC-
CTAHOBIGHHOM XpaMe WOJJIAH-
HBle (hparMenTHs (HPecoK mIEm ;X
xommu? A. TI. TpexoB CKiIOHEH
K  TOCIeTHEMY. TTockoabKy
konmun wmcmonEsiauch A, TL
T'pekoBrIM ¢ ydeToM mepBOHA-
gaarH0i (1. e. XIV Beka) gme-
TOTH KpacoK, TO BIEYaTICHHUE
OT BOCCO3[AaHHOTO0 aHCaMOJs
JIOJDKHEO OBITH 3aXBaTHIBAIOIAM.

Teopeuti Baenep

* I'vexos A. I. @pecku yepk-
eu Cnaca Ilpeo6paxenus na
Kosanese. M., Hckyccreo, 1987.

M. WunkuH B CBOGH MaCTEPCKOM
Ha ¢upme «Apabusa»

Pyccknii xypomxuuk Ha ¢unckoii ¢pupme

Bo BceM Mupe xopouio u3BecTHa (EHCKas gupMma «Apabusmy,
BBLIIYCKAKOI[asA M3[ejus u3 KepaMukE u papdopa BHICOKOro Kiaacca.
Ho MaJo KTO 3HaeT, 4TO MHOTHe TOJHl Ha «Apabmu» paboral, co3-
HaBaJ KepaMHYECKYI0 CKYJbOTYpy E 0o0pasmbl HOCYABI PYCCKHH Xy-
noxauk M. H. [lnnkus,

Mmxaun Hmkonaesua Ilunkme (1900—1962) pomuics B gepes-
ne TpyGuro Tpepckoil ry0epEAE B ceMbe KpecThaRMHA. IOHOMIEH
oE mpuexal B Ilerepbypr m cran mMarpocoM-peibaxomM. Bo Bpems
mTopMa WIXYHY pas3ouio, m 17-nerAmit Muxausn okasaiucst B Xedih-
cungopce.

B MCKycCTBO OH BOLIEJ CJIY4aifHO M JOCTATOYHO 3PeJbIM uejioBe-
koM. IIpomim mepBHe OpPesHAGHTCKEE BEHIOOPHI, a HAYTPO KATENH
XeNnbCUHKA YBUIEIU Iepe] NPe3UIeHTCKUM [IBOPLOM CHEKHYIO
CKyJAsuTypy mpesmpfenta. Ito momyrtaan M. Ilmakme w ero ApysuA.
Illytka He ocTajlach He3aMEYeHHON, ¥ OH OBLI IPHUHAT CTYAEHTOM
IIKOMEI NPAKJIAAHOr0 HCKyccTBa mpE «ArtemayMe». Tam Imnxum
yaumiics peabGe IO lepeBy U MACTEePCTBY KePaMHKHM.

Ero pganpHeiillag TBOpYECKas JKU3HD CBA3aHA ¢ QUpPMOIl «Apa-
6msa». B Macrepckoit M. IMuaknaa Ha «ApaGuu» OBIIO CO3/JaHO M BbI-
HOJHEHO MHOKECTBO IMPOH3Be[eHMi: 00pasmsl MOCYRE, AHEMAJHC-
THYeCKasd CKYJIBIOTYpa, apXHTeKTypHBIe (apeinbednl. Ilnikue Bassl-
BaJ ce0sl «rOHYapoM», HO FOHYAPHOE PeMecjo OH IPeBPATHUI B IJIAC-
THYeCcKoe MCKycCTBO. VcTOpUE DasBUTMA rOHYAPHON KepaMUKH
CKYJIBITOP MOCBATHJ cepuio OapeiabedoB, KOTOPHIe ykpamaloT dacajt
1 BHYTPEHHIOK JeCTHHIY 3faHAA QEPMBI «Apalmsay».

M. OInakeH OTHOCMTCS K TOIl Miesiie XYA0MHMKOB, KOTOPEIE B
50—60-¢ rofgpl BHIBEJM MCKYCCTBO KePaMUKH Ha YJMIY, B apXHTeK-
Typuyio cpexy. Y cerogast ropoj XeJbCHHKM — 1IPaKTHYECKH MY3eii
cro pabor. JlocraTouno ykasats Ha (pacag Beiciieii KomMMepueckou
MKOJXBI, hacay yie YIOMAHYTOR PupMsr «Apabmsy, oMOIeMEl na
AJleKCaH/[POBCKOIl yJiuile, caMoil TOProBoii yuuue XeabCUHKH,
aMOIemMa Koomepamud «JJIaHTO», Tepbd CyI0CTPOUTENBHOTO 3aBOJA.
Bce 5T0 yHHMKaJbHBIE KepaMUYeCKUe IPOM3BEJICHUSI OrPOMHBIX
pasMepoB, BHIIOJIHEHHbIE B MAcTePCKOil «Apabuu». IIX MOMHO HasBath
cBoeo0pa3HEIMU BU3UTHHIME KapTOuKaMu 3jiaHuii. B macrosmee
BpeMsi B My3ee KepaMEKH Ipu upMe «Apabusi» ecTb pasfiedl,
I0CBSIMeHHEBI TBCpuecTBy llIMiIKMEA, B KOTOPOM XPAHATCS CBHIIE
100 ero mpomsseneHuii. Beero emy mpusapiexut oxoxo 500 pabor,
KOTOpble KpoMe XeJbCHHKH pa3MelleHHl Takke HA 3[[aHAAX B PAe
ropopoB ®umnapguu, lllsenun, Jaauu. Ero paborsl maxomsTes B
my3eax Munana, Konmenrarena, Puo-ne-Haneiipo. Ects 0HN 1 B Ha-
nieit crpane.

B Jlenmarpaje, B Myasee ropopa, rjae co0OpaHsl IOapKA B YeCTh
ero 250-metHero 106mies, crouT Kepammdgeckmit «MamorT». CKyaIbI-
Typa, CBepKalomas 4epHOi rlasypolo, Y/OCTOCHA IPEMUH HA
MesyHapoiHOil BbicTaBKe B Mujiane u IOJapeHA TOPOAY KU-
reasMu Xeabcunku. Ee aBrop — cryupnrop-kepammer M. H. IMwmi-
1un, Kpome Jlennnrpaja ero pa6orsl umeiorcst B TalmkeHTe ¥ B
Pure, a TaiKe B 9aCTHBIX KOJJIEKIMAX MOCKBEL .

OfHO 3 IOCIEeXHEX co3faHmil ckyisnropa — «Hepammaeckuii
KpecT» yCTAHOBJIEH HA 3[aHNU PYCCKOIl MPABOCIABHON 1(€PKBH B
XelLCHHKA. JTOT K€ KpecT BBICCYCH U 114 maprpoGum M. H. Iun-
KHUHA.

B nacrosmec BpeMs HadaThl PabOTHI IO OPrauu3al(Mi BHICTABKY
ckyapnropa-Kepamucra M. II. IIunkmua, 1m0CBsIOIeHIIBI¢ €ro NMaMATH.

Bopuc Bypak

ABTOp BhipakaeT GosblIyi0 6JarofapHoCTh rocnoxe XoJIOHeH u Qupme
«Apabus» 3a oOKasanmoe copeiicTBue B Tonfope MaTepMaNoOB O TBOPYECTBC
IIInakuHa.
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boprc MapkoBHHKOB
boris
markovnikov

Momnoaor xynoxanka 3anucaia Jleounsy Heiaep

OcHOBHOe 4yBCTBO, KaKoe OBIBaeT, KOrja OepelIbCsi 3a KHBOIMCD,
HaYMHAeNIh BOIIOIATH KaKyl-T0 3)HPHYIO HARI0,— TYT e, ¢ mep-
BOr0O MOMEHTa, IOHUMaellb, 4TO «yi;Ke He momaiy». VI 4ro Moenib
TOrfa cka3ath? «B Moeil pyke Hmuero HeT. OCTANCSA TOJIBKO «CIEJ».

fI He moHMMAIO, 9YTO 3HAYMT, HOKA3KIBasA CBOM PabOTEI, CKAa3aThb:
«IlocMoTpHE, 3TO [yXOBHO, HMCTHHHO, 3Ta paGoTa — pendrmosHas...»

fI moHMMAaI0 TOJBKO OJHO — H9TO YHAJ ¢ 0OJBLION BBHICOTHI U B
3TOT MOMEHT, KOT[a TH PaHEeH, KOrga ects 3Ta 00Jb,— TOJBKO M
MOTYT HAJIaKUBAThCA MOCTHI C Te€M, KTO CMOTPHT.

IToatTomy, KOrma MBI JeJIaJd BBICTaBKY, MBI XOT€JH CO3/1aTh
HeKoe «IUC-COCTOSIHMEe»: BBl He MOKeTe IeTKO NPOYATAThL XOJCT —
U IOTOMY, 9TO OH ILIOXO OCBeINeH, M MOTOMY, 9YTO IOCTAaBJIEH K
cTeHe B TAaKOM COYJEHEHHH C [PyruMu. Y 3pATENs HaYMHAETCH
cocTOsIHME HEKOero Beyqo0CcTBa — M HEKOTODPbIE [1a)ke TOBOPWIN:
«Hy, naBait Mb1 TeGe momosxeM moBecuth!» IloueMy HY:KHO muC-cOC-
TosAHAE?

Bear MBI cerofHs TOJNbKO U3 KHWUT 3HaeM, YTO TaKoc fpPy:kOa,
4TO TaKoe Bepa, CTpajaHUe, ILJIad.

Yumras crapsle KEHTH, 1 OOHEMAI0, 9To 3T0 3HawmT. Ho rasasa Ha
TO, KaK I JKUBY, A OHMMAIO, 9TO s IJIOXO JIO0JNI0, 09eHb OTZANECH-
HblIe NOHATHSI HMEI0 O npymGe, OOHMMAHUM KEPTBHL.

W TompKo KOrmia s 4yBCTBYIO, 9TO TePsAI0 0e3BO3BPATHO M HUKTO
He MOJKET MHE 3TO BOCCTAHOBHThH,— 4Uepe3 JUCTaPMOHHI0 HAYMHAETCS
MOOHJIM3AIHA...

Ho TonbKO B 3TOT MOMEHT — depe3 MOHMMaHHe, ITO ceilgac Io-
TepseNb,

Pabora xynosKHEMKA [OJKHA NPOSBIATHCA eme M B TOM, 4TO
aHHYJIADPYETCS, 9TO YXOMUT, 9TO HEe IIOKA3HIBAETCA.

Bce 3aBmcHT OT TOro, Kaxoil THI HAIPAT IOTOB AaTh IPOCTPAHCT-
By. I BOT KaKeTcs — THI FOTOB CHEJATh 3TOT Pa3Bal, BCeM IIO-
JKepPTBOBATh — W BAPYN HAYMHAETCA TaKad MIM30(PeHds: ¢ OfHOM
CTODOHHI, Te0sI TAHET CHENaTh 3T0 6Ge3yMCTBO (M 9TOOBI BCe MCIBITA-
JA TO HaOpsKeHWe, B KOTOPOM THI HAXOQWIIbCA), a C APYroil: Kak
MOKHO §0Jiee KpacHBO MOCTaBATh CBOM COGCTBeHHEIE Pa0oTHI!..

U Bor Ha BHICTaBKe BBHIOLIO, YTO BCE-TAKH KPeH OBLI aH Ha
«KpacmBoe», B 3Ty cropory. He Ha meiicTBHTeNbHOE, IJle HOCOM
9yBCTBYeNIb BEKOBYIO MELIb, 8 BCe-TAKA MBI ¢ KyJbTYpPOil HOJydYH-
ameh corpynaamkm. CioxuO0 310 mpeogoiers. Ho Hajno ObLIO HAYaTh.
ua MeHsA 5TO JMKO WHTEPECHO, IOTOMY YTO MAeT IPHHIAN IOKAa3a
npyroii. He ToT, rjme, Kak B peain3Me, MMeeTCA B BHAY 3aMeHa TOrO,
9TO MBI 3a0HUIH, IO[TACOBKA MO/ 3Ty CHTyammi0. A TaKoid, Korga
YKEBOIHACH FOBOPAT O HEM300PasMMOM.

When starting to paint with
some etherial idea in mind, the
only feeling you have from the
very beginning is that you are
already on the wrong {rack.
“There’s nothing left but a
trace of something in my
hand”,— what more can be said
at the moment?

I can not understand how
one can say demonstrating
his works: “Look, isn‘t it a
gospel truth? Isn't it a religious
stuff?”. I can only understand
that you can stretch a bridge
to the viewer at the moment
when you yourself fell down
from the height, the moment of
pain in the wounded body.

That is why we were trying
to create a certain 'dis-condit-
ion’ of our exhibition when you
can not clearly see the canvas
because of improper lighting
and its inconvenient possition
amidst other paintings. A spec-
tator can not help feeling dis-
comfort, so some people even
wanted to help me to “properly
hang the picture”.

The notions of friendship and
trust, suffering and cry are fa-
miliar to us only from books.
While reading old books I un-
derstand what it means. But
the way I live makes me see
that my love is far from real,
that I am not aware of genuine
friendship and sufferings of a
victim,

Only when I feel that I am
losing something forever and
nobody can help me gain it
back I start mobilising myself.
That is some kind of a moment
of creative disharmony.

I had two hanging pictures
at the exhibition which I
thought should be removed. An
artist must express himself
through some things that are
not seen, that are taken away.
It depends on the intensity you
are able to charge the space
with. And the very moment
you feel ready to ruin it, pre-
pared for every sacrifice — sud-
denly schizophrenia begins. On
the one hand, the feeling is so
strong! (you want everyone ex-
perience the same inner tension
as yours); on the other, you
have to overcome the corrupt-
ing desire to nicely arrange
your works!

The exhibition turned out to
be biased towards beauty, and
not towards age-old truths you
can almost smell with your
nose. But all the same we be-
came associates with culture.
It is not easy to overcome. But
someone should always be the
first. I am crazy about it, as it
introduces quite a new mode
of display, not realistic one
which substantiate and surro-
gates things we have once for-
gotten, but a mode of speaking
about undepictable in the lan-
guage of painting.

I've got no intention of show-
ing people a “window to the
world” were something is hap-
pening, interesting enough to
attract their attention. Though,
frankly speaking, I had a temp-
tation to present a viewer an
evidence having shape and its
place in the space. But I have
conquered it. So I do not pre-
sent a picture or a witcheraft,
though one can easily penetrate
these works as deep as possible
so as to reach microcosm or
fall to the ground. So it is not
a trick they used to make on

you.
No, it's a proof that we have
fallen and crashed, that we

wanted... I wanted... to talk to
you... “The spirit comes from
nowhere in dreams and instructs
us and then goes away to
nowhere like everyone living
by spirit”. In other words some-
thing happened, something ab-
solutely exact and it is a mi-
nute of destruction when we
know everything. And then the
SOTTOW comes.

It is a permanent process of
our sliding down. We can not
take or grasp or leave it.
Otherwise The Annunciation by
Leonardo, this hyper-speculation
would be the end of it. When
I say ‘“hyper-speculation” I
mean that he makes you look
not at the work itself but into
your inner self, into your me-
mory. When a painter really
wants this, he feels a burning
desire not to depict anything.

I do have such a desire. I do
not want to depict, I want to
create a document, a fact.

And if you are a normal
spectator, when looking at such
works, you'll never switch on
your knowledge, but you‘ll scan
your memory. I want to say
that it's MEMORY alone that
is to prevent us from bloodshed,
to protect us from today’s hor-
rors. But the above will inevi-
tably reach us in the long run...

And your glance on its way
reads out this information. But
initially it has nothing in com-
mon with your backround cul-
tural information. You can not
find whom or what it could be
linked with, neither with Picas-
so nor with any structures...
But if you come to remember
one of your nice trips to the
countryside when you suddenly
noticed a paper bag trampled
into the mud with a cow’s
hoof, it may awaken a deeper
memories of yours. I want to
say that it is really a pleasure
when your memory hurts, and
I do mean it. When I see such
a marvellous sunset that I can't
help crying — why am I not a
part of it — then beauty and
marvel hurt me and I want to
join the one who does it all.
May be it sounds like a blasp-
hemy. But all the same, when
you join the one who does it
all you rejoin your memory and
then you can stop crying and
become a perfectly cool creator
who makes nothing known to
be good or ill, but just does it
like the sun shines to the kind
and wicked.

It is the same like the sea
works with neither sentimenta-
lityn or pluses and minuses. But
if I put a stone into it, the see
will perform a full cycle of
sculptural works with it. That
is, when I've got no guts to
work, I know that the see
works at the time, that the
work is in process, so if I-sit
down in front of an empty
canvas and say “O Lord, pleasc
help me!”,— the answer, if any,
will be “Do it!”.

We are considerably lacking
repentance now. It isn’t just to
say “What a bad person I am!”.
I mean the repentance when
we have enough guts to raise
our heads and this very moment
realize that it’s a downfall.

I've seen the pictures gene-
rously emanating energy strong
enough to keep everyone and
everything in order even if
everyone in the hall is drunk.

To stand before the picture
means nothing. There must be
a change of gesture, motion,
mode of existence.
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f1 me X04y HOKasbiBaTh «0KHO B MHD»— HEKOe TaKoe OKHO, IJIsI-
JisL Ia KOTOPOC BBI BHJ(MTE, UTO TAaM UTO-TO IIPOUCXOJIUT — IJ(C-TO

TAM — JIOCTATOMIO HIITCPecHoe, 4To0bLl HAC OCTUIOBUTD... A Obljia
TARQA HOTPCOHOCTL, 1O 31 IPCULIBIBSIO CBUJCTCALETRO SPHTCIIO -~
KOHKPCTHOC CBMJICTCABCTBO B IPOCTpancTBe. JTO He M300pakeiue,
e Kosjoserso. To eerp noatryiicra: Mo3kio yxojatsh 8 i pado-

TBL KaK YI'OJIHO 1Jy00KO, JI0 MUKPOLPOCTPALCTEA, HO IC J(O Ha/iCHsl
06 3emuio. To ecTh 310 He 0OMaHKa — KaK [[@JaJiA PAHbIIE.

Ho 10 — CBWJIETCHBCTBO, YTO MBI YNAJHU, MBI PasOMINCh, MLL
XOTEJH... 51 XOTCJL... FOBOPUTEH ¢ BaMM... [[oMEMTE, Kax HalmMcalo:
«yX HPHXOJIUT HEU3BCCTHO OTKYJ/@ U BO CHAX M B CHOBHJICHHIIX
HACTABILICT HAc, a IHOTOM yXOJMT HEM3BECTHO Ky/a, TaKk OblBaer
CO BCAKHUM, }UBYIIMM OT JlyXan.

To ecTh: 4T0-TO OBLIO, 4TO-TO HEOOBIKHOBEHHO TOUHOE, U TOJBKO
B MOMCHT pa3pylicHHsA MBI 3HAeM Bce, IIOTOM — COKaJIeHHe.

910 — LpOHEcC HAILEero 1OCTOSAHLIOr0 COCKaJbsbisaHusa, MLl He
MOKeM B3sITb, CXBATHTb, OCTaBUTEL. MHaue, Jl0ITyCcTHM, A TaKoil
cyuepreEnanbuoii cuckyusnum Jleomapmo, kax «biarosemenuc», Bee
OBl M 3AQKOHYMJIOCE.

ITowemy s1 roBopio «cyucpcuexysui@ay? fl umeio B Bujy, on
sacrapjset, My Ha pabory, He cMOTpeTh yiKe pafory, a cMot-
PCTH B caMoro cebsi, CBOIO LAMITD.

Ecum Xyj0/KOUK 9TOr0 X0ueT, y Hero LOSBISICTCS HACTOMILAsL
JKaK/la uuyero He u306pamark.. OHA Yy MEHsI eCThL — s5I HE XOuy
uzobpanars. fI X049y OPEXLABUTL JOKYMEHT, UPCbSIBATE (aKT.

W Korja BBI CTOMTC liepeji TAKOro pPojia paGoTaMu, €CIH B
HOPMaJIbHblil 3pUTEIb, BBl HAYHETC UCKATL 1€ B CBOEM 3HAHHH, a
B cBocii maMsTH, $ Xouy cKaszaTh, UTO TOJDKO HAMATL HAC MOMKET
CLIACTH OT KPOBOUPOJMUTHS, OT TOr0, UTO ceiluac rsopurcsi. I B T0
/e BpeMsI MBI K )TOMY HJICM, IIOTOMY YTO DTO HEH30eMKLO.

To ectb TaM, re Baul B3rJsK IPOXOZUT OO HPOU3BEIEHUIO, OII
cuuThiBacT 91y MH@OpManuio. I B mepsuumoil cBsA3M ¢ BamIeit
KyJapTypuoii nagopmalmeit BUPYL 0TO He CBj3BIBACTCH. Bhl me mo-
HEMAacTe, C 9eM 9T0 MOKHO cBSIgaTh. C IlmKacco Ie CBAMOIS, C
KaKHMM-TO HOCTPOCHUAMH He cPs:Kernn. Ho Bjupyr — ecim BB
BCLOMIIMTE, YTO BBl KOI'JIA-TO XOAMJIM 3a Ipu0aMM M BUCIH 1[€JLIO-
aHOBBII LaKeT, BTONTAHNLI KOPOBHAM KONBITOM B IPH3L — I
OTOT MOMEHT LIPOjiepHeT KaKylo-TO JaJbHIOI0 HUTh K Bauleil empc
0oJiee jlaJbHEH MAMITH...

To ecTp mpekpacma vrta GOJb LIAMSITH, S IPOCTO YBEPEH B DTOM.
W ecin s BHIKY LpPCKpPAcHBIi 3aKaT, TAK 4TO X0YETCS ILIAKATL —
LI0YCMY sI HC y9acTBYIO B )TOM,— BOT TOrjJa Kpacota H ImpeKpaciioe
CTAHOBUTCS JUISA Melist 00JIbI0 ¥ MHC XOYCTCS COCHUEHUTECS C TCM,
KTO HTO jlestaeT. Moxer ObiTh, 910 KomyHcTseHHO, fI monumaro. Ho
COCHMUSISICL ¢ TCM, KTO UTO JIeJIaeT, ThL COEJUISICIILCSI CO CBOCIT
1aMSITHI0O — U TOTJIA MOJKCHUIb He INIAKATh, @ ObITL MPCKPACHO-
XOJIOJ(HBIM TBOPIIOM, KOTOPBIil [[eJIaeT He YTO-TO TaM «3aBCLOMO
jlobpoe» MU «3aBejlOMO JIYPHOE», a MPOCTO JieJaeT — KaK COJIHIC
CBCTHT 11 JOOPBIX U 3JBIX. -

Hak B paGore Mopsi HeT HA CEHTUMEHTAJLHOCTH, HUM 3HAKA I1LJIIO-
ca — HO ecJHd s IOJOKY TyfAa KaMedb, TO OH 4epe3 OATDL JIeT
L[POiiJieT MOJNHBIN LMKI CKYJIBOTYPHO# 00pa0OTKH,— TaK M y Hac:
ccad 51 He Mory paborarth, 51 3HAIO, YTO B DTO BpeMs paforaer
Mope, mpoHcXofnT TpyA. M ecam A cAgy mepej HYCTBIM XOJCTOM
n Oyny rosoputh: «locnogm, moMoru Mmne»,— eciim Oyjiier orser, TO:
«Hagumai!»

Ceifuac 1e XBaTacT IIOKAsAHOHsS — e B TOM CMBICJE, «KAKOM s
1JI0X0if 9eJoBCK»,— a IIOKAas#HUsSI B CMbicie — MBI OepeM Ha celst
JICP30CTh IOJ(HSTH I'0JIOBY XU B TOT MOMEHT, KOIJ[a MBI ee IOJHMMa-
CM, MBI OCO3HAEM, 4TO )TO llaj|eHuE,

1 Bujen, KaK meApO HJIET DUCPrAsA OT KApPTHUH — JasKe CCIN
B 3axe OyJIeT NbJHKA, 9Ta YHEPI'UsI OKA3BIBACT CTOJIb OI[YTHUMOE
JieiicTiue, 410 HEKaKoro 6e3o0pa3msi — 9TO ¢ rapamTHeil — B 3a-
se He Oyjer. Oua, vra HHEPIHsl, AACT TaK IEJPO, UTO JEPKHT,
Opramu3yer UPOCTPAHCTBO, PAMKH IOBEJEHHA, CIOCOORI JefACTBHUSI.

He «croro nepepm xapTHOOil» — a MEHSIETCSI JKECT, BHKeHHe,
crnoco( cymecTBOBaHMUSI.

Mzt xoTenn, 9T00bI 3pUTENs OPHIIET HEe Ha 00€CKPOBJICHHYIO
JKCPTBY — € KOTODOif y{¢ CJIHTa KPOBb, CBEUM IIOTALIENBI, 3KPelbl
YyULIM,— a B TOT MOMEHT, KOI'/Id... BOT eme CEeKynja, YT0-TO IPOU-
30i1J[cT. A BCC BLICTaBKH, KOTOPBIE 1 BHJEJ 3a 1I0CIC/IHUC TPH
roj[a, OCTABJISUIA OMIYIIeHHe, 9TO OHH 3aKONYMINCH, CIIc He HauaB-
HIKCD,

Mue xaxercs, Boo6Ie rajeped MOJIKHBL OBI Ceroflsi IOKa3bIBATL
He HPOJIYKIMIO, & KA3Hb POM3BeJIcHAsI — KaK OHO POKJIaeTrcs,
KaK DKCIIOHMPYETCsl, KaK YXOQAT K IIOKYlLATeJI0 HIA B My3eil.

S ne xouy, uT0oOBI MOI0 PAbOTY OLENUBAJIU IO €e J0POrOoBU3IC.
Bsl nupmTe memels, BB BHAUTE NBLIb — X049y sI CKa3aTh 3PHTENIO.

MEI JI0JKHBL J@JIMTHCS JIPYL ¢ JPYIoM, 4T00BI B 9TOIl CTpPANIHOI
cCcpoii cpefie uTo-TO cjienarthb. VI Korjga Mue roBopsT, YTO IAC-TO
BLICTABKA, 5L 'OTOB Bce GPOCHTH W eXaTh, IOTOMY 9TO, MOKET OBIT,
OTO 1I0CJCHNC TOJ[apKH, KOTOPHIC MBI MOYKCM cHeJaTh APYT APYry.

W pebsTa jOJUKHBL MOHSTH, 9TO, YXOJs Ha 3allafl, OHM JHIIAIOTCSI
BO3MOIKHOCTH J€JaTh cpejty. TaM OoHM MOryT fieJlaTh PLIHOK, MMl
cebe — Bee uro yroguo. Ho mmkorja Hedb3st cienaTh, Kak 3jiech —
0e3 mpopma)id, DpOCTO feJdaelmb TO, 4TO MOJKeIIb, KOrja, OPAXOMs
3lcCh Ha BBICTABKY, IOrPY’KaembCs B 3Ty cpedy. dTO TO, 9TO
cymecTByeT noMaMo Te0s, BO 9TO MOKElIb IIOrPY3UThCH, ¢ UeM
COTPY/HAYATH.

Mzl xotenu OBl CKa3aTh HADIAM OTIIAM, TeM, KTO CTapile Hac B
nckycerse: «IlocMorphTe, MBI He anbTcpHaTEBa. Bmamrte, 9TO € Ha-
MM 1IPOMCXOAT?»

"iM OBLIO 110 }KH3HHA KATH CIO}KHEe, HO TCOPETHUECKH Jierye,
1oroMy 4To OblTa anbTepHATHBA, 6611 mpasbiii MOCX, 6BuI0 ¢ Kem
ApathcA. Y mac HET DTHX NPOTHBHHEKOB. ¥ Hac 6opnba mueT
TOJIBKO C COOOI.

fI TONBKO COCKOJB3HYJ C ATOrO MOMEHTa — KoOrfga maesa 3gmp-
Hadg 0CTAJach HA HOOCATaeMOU BEHICOTO.

Ho 510 ynap — H OTBeTHHIA yAap,— TO €CTh X0Y6TCA YTO-TO
JenaTh AaJbIle.
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We didn’t want the specta-
tors to see a bloodless victim
lying in an empty room with
candles blown out and the
priests gone. We wanted them
to be therc at the moment when
something was at the very cdge
of happening, just in a se-
cond... All the exhibitions I have
been to within the last three
years made me feel that they
were over even before they had
started.

I think that art galleries are
to show not a product but the
life of a work of art—its
birth, its being on display, how
it’s being purchased or taken
to the museum.

I don’t want my works to be
valued by their price. It’s ashes
and dust on the canvas, that’s
what I want the viewers to see,
that’s what I want to say. May
be I have failed to do it this
time, but I am not going to let
them stare at my pictures, what-
soever. Though you may hang
them all on the wall, to arrange
lighting and make them ap-
proachable. We have to have
something to share to be
able to do something amidst
this cruel and dreary dull life.
So, when I'm said that there
is an exhibition somewhere I
quit everything I go there be-
cause it may happen to be the
last gift we may present to
each other.

The guys should realize that
going West they deprive them-
selves of the possibility to
create environment. One can
make everything in the West —
the market or name. But there
it is never like here that you
may do what you do, not for
sale, just for the sake of coming

Bopuc MapkosHukos. M3 cepum
«Ocratok». 1988

to the show and dipping into
the atmosphere. All this cxists
autonomously from you, all you
may immerse in and cooperale
with.

We would like to tell our
fathers, those senior in the life
of art: “Listen, we are by no
means an alternative. Don’t
you see what is happening to
us?” They had lived a harder
life practically, but not theore-
tically. They had an alternative,
they had someone to struggle
with for example conservatives
from the Moscow section of
the Artists’ Union. We don’t
have these rivals. We fight with
ourselves.

... 1 have only stepped aside
from the instance when an
ctherial idea remained at an
unattainable height, but was
already a blow and a blow back,
i. e. you look forward for doing
something more.

Leo Nevler




Hauano crarsu o 0. Xoposckom cm. ra c. 21.

crpemurcst Xoposckuir. ToMnKO ynepoBanme AT SI3BIKY eCTECTBCI-
unic ocuosauus. o XO[)()ISCI(()My, KaK M JIPYruM OPEJCTaBHATEI M
cnpouei&cuoi& peaKi(igy, OCTACTCH XOJIUTL TOJBKO B IIACLIHKAX CB.
Jlyka — Bemb TpajiMuMs, pa3 1OCTaBJIEHHAs 10ji COMICHUE, SI3BIK,
pa3 B3ATHIA B KABBIYKMA, NOAPYOIEHBl 9TAM COMHOHHEM.

ITpomnmiioe mpejcTacT B BHje CIHyTaHNOro Kiy0OKa, y3Jbl M mepe-
UIETEHAST KOTOPOTO He MMeIoT GOJIBIIOro 3HAUCHMSI caMu 1o cele,
AMeeT 3HAYeHMe MX BO3MOMKHOCTHL (Oblmas) m mx Beamume. Mumked-
aHJPKCJIO MHCAX B OJNOM U3 MHCEM, YTO eClIH eMy [afgyT Mpamop,
TO OH CJielaeT CaMylo IPEKPACHYI0 CTATyi0 W3 BCeX KOIja-inbo
BAJEHHBIX B HOBOM ® jipeBHeM Mmpe. Kto B XX Beke Mor 6BI Tak
cKasaTh 0 cebe?

Miobosb 6apabaHwmubr.
3 u 2 vactu TpunTtHxa. Xoncr,
macno.

B cosepuaBue )TOI0 BEJIMKOIO LPOILIOTO 1IOIPYKCHBI MYCKY-
Jmctbie uiocodsr XopoBCKOro, Orpy3MBIINE CBOM I'OJIOBBI B Mpa-
MopHBle KyOsl m mmpaMmpsl. O HeM OeceyloT THTAaHHY6CKHe DEIGO-
¢/[bl, PACKHHYBIIME CBOM TeJeca HA BEIKpamenHo# 3aGopHOi
KpacKoil JyKaiike mJisi nukAUKa. TOMATENBHOE, CIOBIO B 0YEPC/(H,
OKEaEde Toro, 4To OyjeT, BOIpPOMAHAE O TOM, 9TO OyHer.

XopoBcKuii, KaK repoil «30J0TOr0 0CJIa», TYBCTBYCT MPUOIMKE-
IIMe HEeMBICIAMOro GYAyIIero, KOTOPoe OTMEHAT BCe KPUTEPUHM U
cllejiaeT HEHY)KHBIMHE CyeTy W HOAUpHruBaH@e OGmOamoTexaped. Hax
B «30JI0TOM OClIe», OH TBITAETCSI IPUMEPHABATL HA CeOsl OJICIKIBL
yToro Oyymero, oH GpeeTcsi Haroyso, OH HajgeBaeT OeJbnlid GalaxoH,
on 3aurpeiBaer ¢ KyapToM Mampbl. (Cl0Bo «3amrpniBaeTy HOIXONAT
1 XoposckoMy He Oompme Gesnoro Gamaxoma.)

JleiicTBUTEIBHOCTh LPEB30HAET HAIUIW CaMBIe CMEJIble OMKHJAHUA.

Por m3obmamsa, 661k m EBpoma, anog)eoa, oap, Tpuymdp —
MeabkalorT Ha Gepery XopoBckoro, Ha Oepery coMramOyi. XopoBCKmil
OKU/laeT Cpegd DYHMH, IIe KaTaloTCs TYRa-Cloa Ha TEJIEKKAX OTIH-
Batomme MaciaoM 3gebsr m GpogAT cOopmuka kKamueit. OH HO CMOT-
PHET Ha JYKOK, Ie OeCYMHCTBYeT BaKXaHakms (ubimoTeKapei.

HAarvs I[enyunep

innumerable books. The pages

fall down slowly, mix with one
another, then they throw them
up again and nothing happens
and never will.

“The land is calm. Our Lord
is holding the ceiling of the
holy sky. Let it not fall to land
or water to crush no souls so
we won't die”. These lines by
Alexander Pushkin can be seen
on one of the canvases by Kho-

rovsky. It is the world Khorov-
sky wants to get into. Only
belief provides enough grounds
for it. But Khorovsky as well
as other European reactionaries,
has nothing else but last as a
St. Lucas’s stepson for a tra-
dition once doubted, a langu-
age once put inside quotation
marks are cut down by this
doubt. The tree won’t grow any
longer. It will be used only as
a material for future hand-
made fakes.

The past appears to be a
tangle whose knots and webs
don’t mean much as they are.
Their grandeur and bygone
potencies are of greater impor-
tance. Michelangelo once wrote
in a letter that if they gave
him enough marble he would
make a most beautiful statue
ever. Who could have said any-
thing like that in the 20th
century?

Khorovsky's muscular phi-

losophers are contemplating
this great past, their heads
covered with marble cubes and
pyramids together with titanic
fish-eaters sprawled on the
picnic lawn painted with fence-
stain. It is as if one is stand-
ing in line in an agonizing
suspense for something to hap-
pen, asking for what is going
to be, questioning the past.
Khorovsky, as a character of

“The Golden Donkey”, is aware
of a fantastic future that will
abandon all the criteria and
make the librarians and their
fuss obsolete. As if in “The
Golden Donkey” he tries to try
on clothes of the coming future,
he cuts his hair close to the
skin, puts on a white lose
overall, flirts with Isidian cult
(though the word ’flirt’ does
not fit Khorovsky as well as

a white overall).

Reality will exceed all our
expectations.

Khorovsky’s coast, the coast
of somnambulists hosts the horn
of plenty, Europe, apotheosis,
the feast, the Triumph. Khorov-
sky is awaiting surrounded by
the ruins where oil-shot ephebs
are riding to and fro in their
little carts and stone collectors
are wandering. He is not look-
ing at the grass where the
librarians are making havoc
and Bacchanalia.

Ilya Tsentsiper
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AHOHC!

Ne 2

Ha o6mnoskke despanbckoro Homepa
«/I» yurarexn npourer nepus: «APT-
BU3HEC: PUCK 11 CBOBOJIA».

ITO0 3HAYMT, YTO HOMEP MO3HAKOMHT
BAC C HOBBIMH COBETCKHMHU rajepesamu,
pacckazker 00 MX cnenMaJN3alum, o
JTIO7AX, KOTOPHIE COOMPAIOT COBPEMEH-
HOE UCKYCCTBO.

Tema nosas. Ho no ouenkam cne-
L{HQJNCTOB, BIUAHNE apTOU3HEca Ha
HAlIy XYJ0KeCTBEHHYI0 CUTYaLHI0 B
CKOpOM BpeMeHH OYy/eT He MEHBIIUM,
yem HA 3amaje.

Ne 3

«CEPEBPAHBIN BEK» — Tax npu-
IHATO HA3BIBATH DIIOXY PaciBeTa MCKYcC-
crsa Ha pyoeske XIX—XX Bexosn.

Orpomustii HHTEpEC K ITOI 3MOXE
11a0/1I0/1aeTCA MMEHHO ceifyac, B KOHIe
BeKa HBIHeIlIHero, KOrga BHOBh BO3HU-
KAalOT NONBITKM CHHTE3a HAayKH, MC-
KYCCTBA U JIPeBHeI{lNNX yJeHHii o de-
aoBeke  Kocmoce. Mtak, 3anomuure:
TPETHII HOMEP «I11» BECH IIO-
CBAIIEH CEPEBPAHOMY BERY.

AHOHC!

Hndexc ISSN 0131—3031. Moxro nodnucarves na 410601 nomep.
Iena scezo 2 pybas.

AHOHC!

Ne 4

«KPACOTA BCEI'JTIA ARTYAJIDL-
HA» — nHanucano na 000KKe YyeTnep-
toro. CJpIImTe MOJIEMHYECKYI0 HHTO-
nanuio? Ty NoJEeMIKY BEYT MacTepa
NPHKJIAHOrO HCKYCCTBA — CTEKJIa, Ke-
PAMMKM, TEKCTHJIA — B CHTyaluu 00-
I[ero KPU3nca 3CTETHYECKMX LEHHOCTE.
/Rypuan nokasker HoBble npoussese-
HHA COBETCKMX M 3apPY0eKHBIX X yH0K-
HHKOB, & TAM — CYJAHMTE CaMHM.
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Epant /lyBangH

erant duvalian

N3 TeneBU3HOHHOr0 WHTEPBHIO

Epaur, 27 ner, pogwics B Mockse, ¢ poAUTEIAMHA 3MUTPHDOBAI
B Iapmwx, okonumn AkageMuio rpaguku — 3HAMEHUTYI0 IIKOXY RH-
saitHepoB, wmkoiy Ilennunren. Yepes rof mo OKOHYAHME IIKOJBHI,
B 1987 romy mMen nepconajJpHYI0 BBICTABKY B rajepee Hapmauree.
#Han KapmanTbe /10 MOCIEIHAX CBOMX HHEl BIIOOJSICA B KapTHHHI,
MOHMMAJI XY/IOMKHMKA M TOJHKO IOTOM yiKe BH/EJ PHIHOYHYIO I[eH-
HOCTD.

B tom ke romy Epanr BeicTaBusiics B My3ee ropoga Memyssl,
sateM B /Hemnese u HefmaBHO B N—V B paMKax MeKAYHApOJHOH sfp-
MapKH COBPEMEHHOI'0 MCKYCCTBA.

Ilovemy mawuner? 4 novemy mauunsl 6 ur onpedesennoil
craduu, yie TPOHYTule pA3pYyuULeHUEM?

A mo6aro Merajul, HO He JI060i, a UMEHHO MeTaJLI, IpeHas3-
HAYeHHBIA K TAMKENOMY TPYARY, K IIpefelJbHEIM Harpyskam, i 9yB-
CTBYIO €ro ycuiaue, HallpsKeNue ¥ BHITEKAIOMUe W3 TPYMOBOIl
JKM3HHM YCTAJOCTh, 00JIe3HB, 3a0POIIEHHOCTD, OUHOYCCTBO U CMEPTH,
KOTJla p’KaBYMHA OpeBpaIaeTcs B Npax.

Houemy xoaseca?

Kpyr, npuck, cepa — TaKMMH MBI BAJUM COJNHIP®, IJIAHETH,
TPAeKTOPMM WX JABM;KeHHsI. Kpyr — oTmpaBHasi To9Ka TeXHAIECKOI'O
nporpecca, roHYapHbIA KpYyT, Kojueco @ T. K. 06 3TOM MOKHO I'OBO-
PHTH JI0JT0 W KPacuBo, B 3aBucHMOCTH OT 3pyaunum. Ho Bompoc
coBceM He B ToM. fl pucyio He KoJjieco, a ero 3aMKHYTOCTh, 3a0-
POIIEeHHOCTH, IIPpeIHA3HAYEHHOCTD, caMoLeabHOCT. Hoseco, MeTana—
9TO TO, YTO CHAPYMKH, OTO JHIIH CPEICTBO, 4TO6 BHIPA3UThH TO, YTO
3a BEPHIO...

Kpuruku obpawaior eHuMaKrue Ha 6awly TeTKUKY, HA3bIEAR
ee eupryosnoli, Orkyda aro ymenue, ot Ko0zo? XydomHuku eauezo
nokoaeHus 06xodarcsa 6e3 TexHuku u 0adxe npe3uparwr ee.

JBa mociegHMX Iofa B aKaAeMMHM S MPHAYMBIBAI M DPas3BUBAJ
cBOI0 TexHUKY. [loMa y popuTeneil OBIBAIA PYCCKEE XYHOMKHUKU, U
OJIHAKJIBI 51 CIIPOCHJI y OJHOTO, KaK paboraTh ¢ Gesoil Kpackoii, oH
MHe orsetmi: «MIre THI, KaKoil MPHITKAN, THL caM Haiigd, pas THI
TaKoit MoJomou!y

HecMoTpst ma MoI0 KpaiiHIOI0 MOJIOJIOCTH (I MMeI0 B BUAY KaK
XYIOJKAMKA), 51 KaK CTaphlil mpodeccop paTym 3a TEXHHKY, 3a
3HaHWe TpajuIlMii, 3a IIKoJy. be3 TeXHWKH HET HHUYEro, XOTA U
LIpA caMoif BUPTYO3II0i TeXHWKe HET UCKYCCTBA, €CIW HET «HYTpay.
HRorga ects HyTpPO M TeXHMYecKas cBoGOma, JopMa CIABAETCA C
coflepsKaHNeM U POK/IaeTCsl HCKYCCTBO.

Jla u T0 He Bcerja, MHOT/IA HEe POKJAETCS, APPAIIMOHAIBHEII
MOMEHT He BO3HMKAeT — HTO yKe W3 00JaCTH HEOO'BACHUMOTrO.

Bui okonuuau wroay Ousalinepos, eudure au 6wl cebs pabo-
rarowum dudatinepon?

Her, ¢ tpymoMm. fl — memosmBajeHTeH, KOHEYHO, I MOl'y IpH-
AyMaTh CTYJ, HAPMCOBATH TY(II0, MOIENb JAMIIBl UM TEJIEBH30DA,
HO s HenaBWKy paborars B rpymnime, ¥ BooOIe KOJJIEKTAB — 3TO
Ta@HBIA MCTOYHUK MOEro CTpajaHbA.

Bawu atobumvie zydomrnurku?

Y Mens ecthb cBoii IlanTeon, 110 cocTaB ero MeHseTCA, IPOMC-
XO[UT MOCTOAHHAsA NepecTaHOBKAa. Ho Bcerga ecTh offMH XYIOKHMK,
KoTOporo s Jo0xaio crpauiso, B gercrse ato 6bur Jlamum, moToM
Iappen, aMepuKaHCcKkue runeppeanuctsl... Kabaubepo.

Ceiivac?

Bot ye HeckosnbKo jer BaKoH.

Kakx 6w ornocurecw & coapemeu,noﬁ aeueonucu, TeueHuaM?
CerogHa HeT NpeBaJUpPYIOLIEro M3Ma, HET BCEYBJIEKAIOMIEro
TeueHHs], Pe[KO MacTepPCTBO, Jja/e MPOCTO YMEHbE, KAK IIOCIeICTBIE

nociieHEX JecATHaeTHil. MEe KaskeTcs, MBI HaKaHYHE HPOOYMKJie-
HuA, VI mpoOyxaenne Oymer o9eHdh GOJE3HEHHBIM [JIA MHOTHX KOJ-
aexnuonepos. fI ce6sa ayBcTBYIO Ha MIOTY MeERyasl, MCHOJIB3YS BHI-
pajKkeHMe 3HAMEHMTOro KpuTHKa JIym ApoHA, KOTODHII IPH3LIBAJ
XYT0/KHAKOB, OTKa3bIBAIOMUXCH NPUIYMBIBATh TPIOKH IOJ PYKOBOJ-
CTBOM TaJIePeAIAKOB, 00BOIMHATECA, ITOOL BEIKHATE.

C esaweli emewHocTbI0 6b1 J0axdHBL 6Bl 6BITH HOGATOPOM,
pPesoAOYUOHCDOM 8 UCKYCCTEE,

f1 u ecth cerogus HOBaTOp u peBoiionuonep. Ecam Ob a1 BaM
rOBOPHJ, YTO MOS NOCIeJHAA KapTEHA — 3TO MOBePHYTH CeHy ue-
pes raiepeio KapnaaThbe mim 3aBepHYTh B TYaJIeTHYIO Oymary
Exmceiickaii gopem, T0 s GbuI 6bl YACTEAmMAM akKageMmEcToM XX Be-
Ka.
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Erant, 27, was born in Mos-
cow. When he was 4, his pa-
rents emigrated to Paris. He
has finished Academy of art, a
well-known school of design,
Penningen school. One year
after, in 1987 he had his perso-
nal exhibition in Carpentier
Gallery. Mr. Carpentier, the
gallery’s finder and owner had
a high prestige and was widely
known for he had discovered
such painters as Tobias and
Shemyakin. The gallery used
to collaborate for about 20
years with Salvador Dali. To
the very last day of his life
Jean Carpentier was first
falling in love with pictures,
trying to understand the painter
and only then realized the mar-
ket price of paintings. That is
why the gallery was never
fashion-serving.

The same year Erant was
showing his pictures in Melouse
and Geneva and recently had
an exhibition in the framework
of the International fair of mo-
dern art. All these exhibitions
were sponsored and organised
by the Carpentier Gallery.

Question:

Why do you have machi-
nes? And why do you show
them on a certain stage, the
stage of destruction?

Answer:

—1I am fond of metal but
the one to undergo a hard
work and maximum loads. I
can feel its efforts and density,
its tiredness and sickliness,
neglect loneliness and death
when the stain turns into ashes.

Q.
XAnd what about the wheels?

— The sun and planets, their
trajectories are associated with
circles, discs or spheres. The
circle is a starting point for
technical progress — potter’s
wheel, or the car’s wheel etc...
One could speak about it as
long his intelligence allows.
But that’s not the point. I do
not draw a wheel itself, its
exclusiveness, neglectedness or
functional features. The wheel
and metal are the cover, a
means of showing what is be-
hirai the door.

Art critics often mention the
virtuosity of your technique.
Where or whom did you per-
ceived it from? Many artists of
a new generation can do
without a technique and even
hate it, don’t they?

A

I spend two last years at the
Academy elaborating and re-
fining my technique. Russian
painters often came to my pa-
rents’ house and once I asked
one of them how to work with
white paint. “Will you look at
this quick fella’l” — he ans-
wered.— “You are young, aren't
you? Then find it out yourselfl”.
Since then I never ask any-
body anything and always try
to find the answer myself. My
parents were driven crazy by
my untidiness and chaos in the
flat. I was looking for self-
expression.

Despite my young years as
a painter, I favour technique,
traditions and school in a man-
ner of an old professor. There
can be nothing outstanding
without a technique as there
is no art if you've got nothing
inside you. When one has got
both he makes the form and con-
tent merge and give birth to art.
But not always. Sometimes
something irrational is needed.

— You have finished a school
of design. Do you regard your-
self as an active designer?

— No, I hardly do. I'm not
a multipurpose person. Though
I can make a mock-up of a
chair or a shoe or a TV set.
But I hate to work in team.

It makes me suffer. I'm always
in opposition and it doesn’t
matter what corporation I am
in. It can be school or armour
unit or a university group. I
am a lonely person of myself,
by nature.

Q.: What do you think of
contemporary fine arts, different
trends?

A.: Now there is no interest-
ing “ism” that could have pre-
vailed. There isn’t much pro-
fessionalism or simply skills
introduced by recent decades.
We seem to be on the eve of
awakening. And it will be pain-
ful for many collectors. Louis
Aron used to call our times
ice-age. To use his expression
I feel myself as if on the raft
of jellyfish. To preserve them-
selves artists should invent
tricks and stick together. Now
some voices are heard in favour
of programme criteria and de-
stroyed traditions.

Q.: Having an appearance of
yours one should have been an
in;tovator, a revolutionary in
art...



l'de eawe mecro? Bawuw rwaprunve yzxodur ¢ Amepury? C ka-
KUMW caaepesmis gur paboraere?

Hacuer Moero Mecra si nmuuero ue Mory cKasatb, s Ja)ke e
3110, ¢CTh JK oo 'y Merst, Oj{Ho MHe sICHO, ITO MCJMATHUCCKAS
ARUBIL MOJIOJIBIX XYJIOMKHUKOB B rajiepesix afCcojlloTio HelpueMieMa
JUISL Melist, 51 CYHMTAIO0, YTO 9TA KM3HL — B ONIIO3UIMHA C CAMUM TBOP-
UECTBOM XYJLOIRHMKA., JHEPIUsI MOJIOJIOCTH JIOJIKIIA OBITH I1OCBSIIEHa
TPYJY, HOMCKY; B DTOT MCPHO/| CTAIOBICITNS XYJIOIKANK 0cO0CHIIO
YH3BUM, XpYMOK, yacto e ysepen B cebe, 1 Todnko pabora yxpen-
JBLET er0, & KOMMCPUCCKA-MC/IHATHUCCKNIT MUD 00sI3BIBACT €TO0
«peainsosath «image publique», yacto npHyManuBIl PEKIAMILIMI
clieIaJIneTaMu; o 00sI3aIl HPOryJIMBATL HTOT 00pa3 na KOKTeiJsix,
00eJIaxX, BECTH CTCPUIILIBIC PA3rOBOPLI, KaK OyiTo o1 axrep Ges
amiya. Ilepenecenne star-cucteMbl Ha XYJIO/KIMKA — TParuvino 1
ofpeigact ero »sodionuo. Kak npasnio, KOHTakT XyjlounKa ¢ ya-
Jiepeeit HaguiacTess ¢ Toro, YTo ralicpeiInuK, 11poCMOTPCB KAPTHIDI
XYJIOIKINKA, 3aKaspisacT emy 20 MTYK TaKUX, KAaK HTa, KOTOPLIC
JOJDKHDBL IIOTITIDY, 110 ero Mieinio. 1Ipu Hroy najio yuursisars, uro
UICPEITIIMKOM  MOJKET cTaTh J000ii npeycieBalomuil GaraIeiu..,

Mlancom 1 ypaueit Moeit skusnm Obuia Berpeua ¢ faxom Iap-
waurne. B Iapmwxe ero HasHIBAJIM 1OCIC/UTIM POMANTHKOM, OIT Jial
MIC BOBMOIKIOCTE passusathest, kak bor sesed, a me kaxg Mmup. Ou
He TOJNLKO HC JIABMJL Na MCIHS caM, IO M 1e Pa3pentiadl ipyruM nu
coBCTOBATH, U 3aKA3LIBATh, 11¢ 'OROPS YIKE 0 BCTPEdax, ofej(ax,
Gecejrax. Terepn, xorjia ero GOJIBTITR TeT, si HOHUMATO, UTO HTO GLUI
CBCPXJIOKC, M HAJEI0Ch YAEPIKATDH 32 cOOOM MPUBMICIMIO HC TPATHTL
BPCMCIIM «Ha JIQJAHBC KAPhEPBIY, M YTENIAI0 cebsl TCM, UTO YMEIhe
JIeJIaTh Kapbepy MmaxojiuTcst B o0PaTHOil 1IPOIOPIHH ¢ YMECHLCM JiC-
JATH KapTARDL

Croavko kKapTun euvt o6s3anve npedocTagurs zaacpee g 2007
Eeto an y gac Konrpart 2KCKA103UGNBLIL?

f nukoMy 1e ofs3all, ¥ y MCNsA 1IeT HUKAKOTO KOUTPaKTa nn
¢ KeM. Y Melst ¢UKelTILMEHCKICY COMIANICHUSI ¢ HEeCKOJILKUMM
rajiepemuKaMy, OcloBalbic 11a jloBepuM, na ciose. fI nukorjya e
Oy)y 10JiTMCHIBATh ANKAKAX KOHTPAKTOB... fl yesao 20—26 xaprun
B I'Ojl, UTO CYMTACTCSI HEMOCTATOUNBIM JUIsi GOJNLIIMIICTBA raliepeii.
fT 6o1 Mor Jiesath 40—45, TIOBTOPSIST CBOM MAXOJ(KA, HO MHC «MOM
OTKPBITHST» RAJIOC/IAIOT Ha TPCTheil KapTume, u 51 Opocaro, IOy CHOBA,
Nmy — naxoky — Gpocaro...

Cuuraere au gawy npodykyulo posrol no kKawecrey?

CioBo mpoaykiums Mena Kopoour. Passe st 3aBoj? O Kakoit
POBIIOCTH MOKET MJITH peyh, KOTjla sSI caM YeJIOBCK NCPOBUBIA..?

Odnako crpozas epaduunocrTsb, GLICTPOCHHOCTL HOPM 6AWUZ
Pa6oT MmoxceT AATH 603MONINOCTH NPEANOAOICUTL, UTO U GbL TAKOU JKe...

Hngero o6mero. Moit oter, KOTOpHIiA GbII M3BECTHLIM IIEBIOM,
roBOPWJ BcCerja, ITo JIOOMMBIX aPTHCTOB FC HAJ[0 3HATH JIAYMHO, HAJI0
uzberath 3MAKOMCTBA ¢ HAMHU. MLl MMCCM TEHJICHTIMIO PUCOBAThH cee
o6pas aptmcra, cMOTpsi Ha ero paGoroi. OmmubKa.

IIpu Beeit «HmKencpHocTH» MOMX PaboT st He YMEIO CJICIUTD
3a BPCMCHEM — OIa3jisIBalo, MAOIJA Ha 24 vaca. 3a0BIBal0 JOKYMeH-
TBI, GWIICTHI, TeMojlanbl, TeJcOHABIC KHMKKA 3aBOMY /(Ba pasa B
I'0JT — He MMCIO 1M OJ[HOH, TEPSIIO IeNbIH...

Bu eowau 6 acugonucv, kak 6T0JAT 6 MOHACTLIPL: Yexasu
ua Ilapuxca na 1wz u xusere odun na 6epezy MopR, 6He CE30Ha,
cokpye ner nu dywu. 3umoii adecv seTpel, WTOpMBL, Cepas nozoda,
u 6ac ne ramer ¢ Hapuoac, & 11001m?

f1 npuesxaio B Ilapmwi pas B MecAl, NPABOKY KapTHHEL, HO
uT06 paborarte, s JOJIKEN OBITH OjMI, a Korjia si @e paforaio, Y Mers
GoJe3IICAHOE OIMYIMENNC MOTePH BPCMENH, 5T CKOpeil X094y BHIPBATHCSI
0T CBETCKAX ofsi3aHnocrteii, 9To0Bl MATPSIRYTL B MOIO JKH3HL, TE
0IMAOMECTBO — Kopoiih. Boofme 3a aptuetom jlomcno OLITL 3anu-
Camo 11paBoO HAa OJIAHOYCCTRO. Befih oM 3a HTO JOPOI0 PacHIauuBaCTCs,

Yem? Kar?

Her mecra goMocTponTesibeTy, CEMLE, JKCITIHIIC,

Baw aw0b6umwviii nucarean?

Mapcens Tipyer.

Jhobumvlii Komnosurop?

Cubennyc.

I{ak 6vl oTnocuTecy K Aenveam?

Kak rumexosor K Jio6su, T. €. 3aBUCHMOCTL HPSMAst, 1O 1I10C-
Koetn — paszuwsie. Ho 51 xoresr 6n1 MeTh MIoro, 4To6sl MMCTEL CROIl
JIOM, 110 )TO TCOPETHUCCKHM, a HAa 1PAKTHKC 5T MaJo fyMaio of HTOAL
Bee seerjia yerpanBajioch B Moeil mus3nmu K myaniemy. Moii anredr-
Xpanurear natpemwponan. Kazamoen Onl, 1OJUBI TYNWEK, 1O B TMO-
CJEAMAIT MOMETT BCC OCBCTILICTCS, TTOOTOMY I 1e oTuansaoch. Pej-
KO, CKAIKCM,

Bac, monodozo xydoacnura, ne worupylor yenuv na nekoTopuie
kapTunu?

Ha ®apTHHBI XYJOKUIKOR — NICKOJILKO, KIBONTICE BCOIA
CTOWITA M JIOJIKITA CTOMTH JIOPOro, OUCHEL jIOPOTO; 1O 1CHTT 1A TPIo-
KauecTno, Ta NPHIYMKH 00OMAIloK, OPKCCTPOBATIHIX TaJepecii,—
BLIBKIBAIOT, KOMCYIO0, HYBCTBO Hecmpaneyuinsocta, oonnt. o 51 me
saoctpstoch ma atoM, 1Tpobyngienme Gyjier ropnkum. W 1ojesiom mm,
rynmy Gypiya. Uro kacaerest rasepeiimuion, onn nepexnaanduin-
pylorcs... Hacrosimee ocractest, mejryxa yxojur,

Buw cuuraere, uro etn — nacrosuee?

Pasymeercs; ccom Ob1 y Mens Onuia XOTDL JIOJST COMITCHMS, 51
GBI Jiesadt Jipyrue Bengn B au3nim. Byay Jm 51 GoARnmM Xyjoicin
KOM, OCTAmyCh JIW s, HAMATTY JiI CBOTO crpammiy — oro Dory
U3BECTIIO OJIOMY, 10 5T KAK XYHAOMIMK abeoynorno uecrer.., Jipyroro
MHYero s JICNATh 1¢ MOy,

Bu eepure ¢ Boea?

Ha Bcex saswpikax romopsir: «Tananr or Boray., Crago Onrn,
Bor ects. Ho s1 ne noayuus HUKAKOrO peaniruosiioro BOCIHNTAINS, H
9TO OIPOMEBLA MTPOOCI, KOTOPLIIT 51 ¢cTapatoch ROCHOJNNATE.

Bawe zo66u?

Myswika, arenue.

Bawa ambuyusn?

CTaTh BEJIMKUM XYJIOMHUKOM.

A.: Today I am both myself.
I would have been a pure aca-
demic painter of the 20th cen-
tury if I had suggested that
the Seine be turned around the
Carpentier Gallery or Palais
d’Elyssees be wrapped in the
toilet paper.

Q.: Where do you belong?
Do your pictures leave for Ame-
rica? What galleries do you
work with?

A.: I can not say where do
I belong. I can only say that .
mediating in galleries brings
young artists to an opposition
to the very creative work of
the painter. The energy of youth
must serve the work and in-
vestigation. The period of ar-
tistic self-assertion is most deli-
cate and fragile. It is work
that can strengthen a young
painter. The world of commerce
obliges him or her to “realise the
image” invented by advertisers,
meanwhile he or she is drinking
and eating it out at numerous
cocktails and dinners, conducting
sterilized talks as if an actor
with no part of his own. The
system, if applied to the artist,
dramatically spoils his evolu-
tion.

It was the chance and suc-
cess of my life when I met
Jaques Carpentier. In Paris they
called him the last of roman-
ticists. He gave me an oppor-
tunity to make myself abiding

A.: He can not afford to
built his house, to have a fa-
mily or just a woman. And it
is not the matter of money. An
artist’s permanent “companions”
]a'¥e uncertainty and unsettled
ife.

Q.: Who is your favourite
writer?

A.: Marseille Prust.

Q.: And composer?

A.: Sibellius.

Q.: Politician?

A.: None.

Q.: What is your attitude to
money?

A.: The same as of a gynae-
cologist’s to love, who deals
with it every day but in a dif-
ferent manner. I'd like to have
much money, theoretically, to
build a house but practically I
don’t think of it too much for
everything has been settling to
the better in my life. My gu-
ardian angel is properly train-
ed. Sometimes everything seems
to get stuck in a deadlock but
the very last moment it sud-
denly goes right so I seldom
give way to despair if ever.

Q.: Aren’t you, a young ar-
tist, being shocked by the cur-
.rent prices for some pictures?

* A.. For the painters’ pic-
tures — never. Painting has
always been and must be ex-
pensive. The prices for tricky
fakes and various deceptions
are the other thing. They are
really disappointing and unfair.
But I never pay much attent-
ion to it. Some day there will
be a bitter awakening, but these
stupid bourgeoises have de-
served it. As for gallery people
they will readjust. Fakes go
away. Genuine art goes on.

Q.: Do you believe that your
art is a genuine one?

A.: Absolutely. If T didn’t
believe it I would have done
something else. God knows
whether I'll make a great ar-
tist and sustain, whether I'll
write a page of my own. The
only thing I know for sure is
that my art is absolutely honest
and I can’t do anything else.

Q.: Do you believe in God?

A.: They say that talent is
God'’s gift. Therefore there must
be God. But I didn't have any
religious education what I dar-
essay is a big mistake. I try
to correct it by myself.

Q.: What are your hobbies?

A.: I'm fond of music and
reading books.

Q.: Your ambition, if any?

A.: To become a great painler.
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EBrenuu lllutos

eugeny chitov

E. Wuros

Bniogo «eprtsonpuHoweHuen.,
®Mapdop, HaArna3ypHas pocnuce.
30X45. 1989

HauHeM ¢ runoresst 0 TOM, UTO 11094TH BCAKHHA paborarmommit B
Pure croeit paGoToit cBsi3aH ¢ r'OPOJ(OM HACTOJBKO, UTO ONHCAHUE
Cro J(esITeJbHOCTH 11PAaBOMCPHO HA4aTh ¢ ONMCAHHS ropoga. Moxer
ObITh, W He Kagplii, Ho Juist IllutoBa 510, BUmEMO, Tax. OCHOBHOE
JKe cBOMCTBO Purm cocrour B ee pasHodaKTypHOCTH: COBEpIIEHHO
Pa3IMIHBIX FOPOJCKUX dacreil yiKe M NMyTenIeCTBeHHAK O0HAPYKHT
¢ MeHee CeMH-BOCLMH, JJIsI PMIKaHMHA-OPO(ECCHOHANa YUCI0 UX
Jlocruraer corHn. Pasnuia Meskny paiioEaMuy, 30HaMM HE CBOJHUTCSI
K Pasnoo0pas3mio HACTPOEHMIl YCJIOBEKA B KaM[OM M3 HHX, Karmas
TAKAs YacTh CJIOBHO TOCTPOEHA M3 PA3HOI'0 KUPNAYA, BEHYTPH
KKJ0i pealu3yeTcsi HECKOJBKO OTAedbHAs Ku3Hb. IIpsMoe omu-
CAIMe ropojia M0ITOMY BO3MOMKHO OCYIIECTBHTH JIMIIb CIIOCOOOM
accaMOJIsKa — Pe3yJhTaT, KOHEUHO, OKAYKETCSI MIPYMIKONA. CMEICIT
ropojsia MoKeT OBITh M3BJIEUCH, PeaJIN30BaN JHUIOE Gosiee abeTpakxt-
HBIMH MeTOjlaMu (HeoOX0J{MMOCTh e yMeHns: paboTaTh C KOJIOM
oueBujiHa — MIade OBI 37[eCh HUUEro ObuIO OB He caenarts). UTo ji0
:aMOil pa3HoaKTYypPHOCTH, TO OHA CKA3BIBAETCSI B TEXHOJOTHSIX,
HCHOJBb3YeMbIX PUIKaHaMH,— B YaCTH MCIOOJH30BAHUS CMEIIAHHbBIX
TEeXHHMK, B TIOCTOSIIIBIX W SIBUBIX HeJNajax C ’KAHPOBBIMH CTPYKTypa-
MU Jla ¥ npocTo B OBITY: B rOPOJICKON MNTONATIAN — XOJIOJTHON,
¢J(KOI, JIOOPOIKEIATEIBHOM,

Tosopst o IllnTose, ecTecTBeHO BCHOMHUTB, 9T0 Pura ocosHasa
cefs1 BU3yaJbHO AMEHHO depes rpadUKy — depes KapThl, IJIAHBI
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To begin with let’s assume
that almost everyone working
in Riga is so closely connected
with the city that his work
could be described only with
prior description of the city.
Chitov is one of such people.

The main characteristic fea-
{ure of Riga is the diversity of
ils constituent parts. A stranger
will find at least seven of them,
while Riga dwellers easily
find hundreds of them. The
difference does not condescend
just to diversity of one’s mood
when in one of them. All of
them seem to be built of dif-
ferent bricks and have different
ways of life inside. Therefore
a direct description of the city
could be managed only by
means of “assemblage”, though
the result will be a toy. One

’Uu.
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could derive the sensc of the
city only by more abstract
means, hence the necessity of
decoding. As for “multi-parted-
ness” itself, it is explicitly seen
in technologies used by Riga
people — such as mixed techni-
ques, permanent challenging the
genre structures, or simply in
everyday life — in the city’s in-
tonation — cool, biting and
well-wishing.

When speaking of Chitov it
would be worth mentioning
that Riga has visually self-as-
serted through graphics. There
is no other way of presenting
the city but maps, yellow and
light-green leaves with separate
buildings in them. Any other
picture depicting the city is
running the risk to become a
high-society claim.



ropojia ¢ IPOPOCIIUMHA HA HHUX OT/EJIbHBIMU CTPOCHHAMH, 14 M OJNH
U3 [ePBHIX ABHBIX apreaxros, Pury sagukcumpoBaBIInX,— IpaBiopa
(m3 «Hocmoromun» C. Mioncrepa). Iloenresine, Gypsie, cier-

Ka 3eJeHOBaTHIe JHUCTHL JIpyruM crnoco0oM ropoj He m300pasHTh—
pefikas KapTHHA, 9TO OCYIIECTBJISAIOMAs, cyMeeT M30eKaTh CaJOH-
HOCTH.

AGcTpaKTHBIA KOJ 3/[€Ch, BIIPOUYEM, He B COCTOSHHE OO0XOTUTHCS
0e3 OTYETIMBO KOHKDETHBIX JIeTalleil — BCe W3-3a TOM ke PasHo-
d)aKTypHS)cTn: He Oynb ee, mocTaTouHO GBLIO GBI 00MIElt HPUHIE-
NHAaJbHON CXeMBI MHPO3JAHWUS B JIAHHON TOYKE, €ro ILIAH BIOJHEe
MOXoAMy OBl HA CXeMY JJIEKTPOIPOBOJKM: BOT TaK M300paskaeTcs
JIaMIIOYKa, BOT TYT BHIKIIOYATENh: BHYTPU CXEM JKHBYT JIONH, BHYT-
PH 9THX YCJOBHBIX 3HAKOB (MarasuH, modra, tejerpad) mpoGeraer
UX JRUBHD, Ky/ia, pazyMeercs, 0ojiee CIOKHAs], 4eM CXeMa U ee
usobpaskenne. B Pure tTaxk He mosryuaercs.

3/iech MecTO CyIIeCTBeHHEI, 4eM BpeMsi: COOBITHS W PasrOBOPHI
JIJIyT pasHble Pe3yJabTAThl B PA3HBIX 30HAX ropoja: apredaxrt, ocy-
IEeCTBJIEHHBI B 3aj(BUHLE, OYIET OTIMYATHCS OT clejlaHHOro B Moc-
KoBCcKoM (popriranTe, a Ha IOrie, BO3MOMKHO, OH GBI GBI BOBCE
HEMBICJIUM.

TunoreTnueckasr cxema ropojia BBHIHYKJ€HA IOABABATH K a0CcTpak-
IUA JeTaln PeNINTEeJIHHO HATYPaJIbHbIE — BPOME MOPHUCOBBIBAHUSI
Ha IIaHE COOTBETCTBYIONIETO TOPOJICKOTO YIVIa BIOJHE eAHCTBEH-
HEIX YYTYHHBIX 3aBUTYIIEK HA BOpOTax. VIMEHHO B MOYTH TOJK-
JIeCTBEHHBIX CTPYKTYpPaX TpPe0YIOTCsI M30IMIPEHHEIe CIOCOGHOCTH
pasimueHus, 9TO0BI PACIIO3HABATH OTIMYNE CXEMEI OT CXEeMBI:

TOK B HTOM paiiome, CKajKeM, TedeT IyTh Me[IeHHee WJIW HIEeKTPOHBL
TaM He roxyGoro, a ceporo I{Bera.

Pazymeercsr, Pura BoBce He CKIaJ HeHTPAIBHEIX APYT APYTY
OT/J[eJIHHBIX BEI[eCTB U (JAKTYP — CBsI3h MX OCYIIECTBISETCS,
HaIpuMep, JIO0BIM IeIIeX0o[0M, CKIeHBAIOIUM C060i BCTpeTHBIITE-
cs1 110 J{OPOTe DIEMEHTHl — U HTO €MHCTBEHHOE, YTO HaMeKaeT Ha
cylmecTBOBaHME TOPOfIa BO BPEMEHH: BPEMs B €r0 PA3HHIX paiioHAX
uMeeT PasHyl0 CKOPOCTH PACIHpPOCTPaHEeHHs, cOMBAaMH HA IPAHHUIAX
cO3/1aBasl OIIYIIeHNe CBOEIO OTCYTCTBHUS.

Tloxa 65110 GoJsibIie O ropose, ueM o camoMm IlmToBe, 9TO OTBE-
qaeT MOJIOMKEHUIO BEImeil: JyMalo, 94TO BOCHIPHHMMAIOMWI €ro paGoTHI
npeskje o0HAPYIRUT PEAIM30BAHHOE IOPOIOM, & HE XYIOKHUKOM:
Kox Purm — He coumHeHHBIN aBTOPOM, HO — 0€3 0co0oil Ha TO ero
BOJIM — IepemniefIinii B caejannoe. Kak Hu cTpaEHO, HO B paforax
PYCCKUX PHKaH DTOT KOJ| IPOSIBJIsIeTCs 60Jiee 4eTKO, HeKeIn Y
JIATHIIIEH, OHHU, BIPOYEM, }KUBYT B HEIPEePHIBHOCTH TPAJUIUH, PyC-
cKmil ke B Pure cymecTByeT NUCKPETHO, M eWHCTBEHHAA ITOBCE[-
HEBHAs HEINPEPHLIBHOCTH JIJIS HErO0 CBSI3aHA MMEHHO C TOPOIOM.

Ot ropoja aBTOpy He OTCTPAHUTHCA — BCE, UTO OH JejaeT, He
MOKeT GBITH PO TOTO, a ecau HeT, TO apredarT Gymer
HEKUBBIM — BeJlb OH YCTYIAeT yKe W TOPOAY — KaK BIIOJHE
9qacTHOMY KycKy Mmpa, Ho Mup — 9710 Tak, BooOme, a TOPOX —
mepej IiIa3aMu.

Eme nBa Momenta. IIepBHIil CBsA3aH ¢ PHIKCKHEM, (IPHOAITHIA-
CKYM» MaHEDOM KM3HH, CBSA3aH C MHTEPHEPOM M OPHHATHIMZ (oOp-
MaMu OOIIeHHsA, ¢ caMoi paboToil (YUCTHIA CTON, YTPeHHUI CBeT,
Ko(e, 6emas Gymara, mepbsi — IOJHASA, cloBoM, SmoEmA — cHer,
vepHAs IMOMKAPHAS JECTHUIA, IIATH, IPOKUTAOMIe CHEr JI0 ac-
danpTa), TO €CTH TO, UTO MCKIIYAeT BOBMOKHOCTH GBHITOBOTO NOJ-
TeKcTa — MPHAJAIOINero, HAIPAMED, YIOT BedepHeld MOCKOBCKOM
YKUBHU.

To ke U B OTHOIIEHHE K pabore. OmBIT pacIO3HABaHMA MeCTa,
ero aKTypHl TIepeHocuTcsI W HA 00y caryanuio (B Pmre sror
OTIBIT, BIIPOUEM, HEOGXOIHM U B YeJO0BEYeCKOM OOIeRm:m —

o cpaBHenmio ¢ Poccmeit 3mech GoibIme pasiIMIHBIX CI0eB, GolbInee
pasEoo6pasme CTHJEil JKUBHM); ITOT OIBIT CO BPEMEHEM HMCKIIO-
TUT KaKde-1u00 IepeKuBaHus IO MOBOALY CaMOW CHTyaIud.

Bpemsi BO3HHKAeT MMEHHO TYT: B MOMEHTE ONO3HAHWs CATYaIlnu
OTO3HACTCS UMEHHO caMo BpeMsA. M omozmammeM peanmsyercs. Cob-
CTBEHHO, BOT TYT W IIOHSTHO, YTO WX — BPEeMeH — JiBa: 0Y€Hb
GHICTPOE M OYEHH MeJJeHHOe: PHCYHOK IIePOM — O4eHB OBICTDHIL
PUCYHOK TepOM M WHEPIMOHHBII MaTepHal MO[JI0KKA: IPOYHOCTD
€ro 3aBEJOMO IPeBOCXOUT 3[[PABLIl CMBICI IO YACTH 00eCIeTeHM s
PHUCYHKA JI0JITOBETHOCTHIO.

BElcTpoe BpeMs — cHTyanmu; MeJUIeHHOe — oOmiee, CpeiHee Io-
poJicKOe BpeMsl, TI03BOJISIIONIee TOPONY CYIIeCTBOBATH B KaJleH/ap-
noM koHTekcTe. OHO BIIOJIHE HEHWTpAJBHO, [ BHYTPH ropopa He
CYIeCTBeHHO: oOmuii 3HAMeHATEeNh BCEX ero JOKAJILHBIX BpeMeH,
HO Te He KPAaTHHI, X HAJ0 [ePeMHOKHUTH, W O0IIee BPeMs OKa3bl-
BaeTCs GONBIINM 7 TSAKEeJBIM. JTa MOJJIOMKKA HeHdTpallbHa, I0 CBOUM
CBOMCTBAM BOBCE, KajsKeTCsI, He CBA3aHA C PHCYHKOM, COJepKa
ero Ha CBOEH MOBEPXHOCTH, KaK IIePeBOJHYI0 KAPTHHKY C TATyHPOB-
koit. ETo MOKHO CKPYTHTH B TPYOKY, IPeBPATHTh B TapeJKy, Yai-
HUK, PYCAJOUKY. .

W ofmajas B TOM PearMpoOBaHUE ellle ¥ ITKOJOil dukcanmii (Tex
ske Heiimama, Mioncrepa miau JIuTrena), aBTOp HCHONHAET MJIAH
e IUIaH, PUCYHOK He PHCYHOK, HO KaprorpadmpoBaHWe COCTOSHMI
u npeo6pasyeMoro B apreakT KOJJIGKTHBA CMBICIOB: BCE DTO,
KasKeTcs, BOBCE He O TOPOJie, HO BHe HEr0 M He BOBHHKIO OBHL

Kayxmas paGora 9T0O HPOCTO IPOTYIKA; JUHAS TYIMH IepeMerma-
eTCsA 110 cpeflaM C PA3IMYHBIMI (PU3MIECKAMU 3aKOHAMU ¥ CBOM-
CTBAMHU; TTPSIMOYTOJIBHHEK [HEBHOTO BPEMEHU 3AMONHAETCS MeTIAHA-
eM, CMBICJIBI I OKPY/Kaiomme meii3aku n3MeHAIOTCS xgnbﬁon —
mecTBys1 M0 (POPIITAATY B CTOPOHY KEJIE3HOLOPOKHON HACHIIK B
topme yammel JlayraBomic W Belsd Ha I[OBOJKe KPBICY, MOMKHO —
IIPOiiisT oy peabcaMu Ha ['epTpyAuHCKYI0 — OGHAPYKATH B DYKe
BEPeBKY, K KOTOPO# IPMBA3AH I'yCh.

ABTOD OKaBHIBAETCS MAIOBAJKEH [ €r0 PaGOTH — ero felo
XO[ITh M CMOTPETH [0 CTOPOHAM, & BCe OCTAJIBHOE I'0POJ| CHeNaeT
caM; BO BCSKOM Ciydae, OH B3BaJHT Ha ce0sa Maccy paboTsl — mycTh
[aJKe UMCTO TeXHHYECKOIl, CeKPeTapcKoii: 3aMedaresbHas JKASHD —
4TO-TO0 IPHELYMAJ, & OH c(DOPMYJIHUPYeET, BAMUNIeT I JT0BEJET /(0
CBE[[eHUA OKPYSKAIOIMUX.

Andpeti Jesrun

Due to this multiple structure
an abstract code can not do
without concrete details. If not
for it, it would be enough to
have a general, principal scheme
of the universe in a particular
point of it. Such a plan would
have resembled the scheme of
electric installation — this sign
goes for a lamp, that one for
a switch; people live inside this
scheme, their life goes . on
among these symbols (shops,
post-offices) but it is much
more complex than the scheme.
It can not be done like that in
Riga.

There a place is of greater
importance than the time. Talks
and events in different parts
of the city cause different re-
sults. An event of art possible
in one district might be impos-
sible in another.

The hypothetical scheme of
the city has to adjust some na-
tural details to its abstract
components. These are identical
structures that demand the keen-
est abilities of telling them apart
in order to distinguish the way
one scheme is different from
another. Say, the current in
this region is slower than in
that one, or the electrons are
of different colours.

To be sure, Riga is in no
way a warehouse of separate
matters or shapes neutral to
each other. They are connected
by, say, a pedestrian sticking
together different elements he
passed by on his way. And
this is the only hint making us
believe that the city does exist
in time, otherwise one couldn’t
have helped thinking that the
time does not exist at all, for
its pace is different in different
districts and it almost stops
on the border-lines.

So far we spoke more of the
city than of Chitov himself,
that was reasonable enough,
for the spectator who under-
stands his works will first see
things created by the city, not
by the painter, because the Ri-
ga’s code, being not the aut-
hor’s invention, has indepen-
dently penetrated his canvases.
It may seem strange but the
works of Riga painters of the
Russian origin have this code
more clearly seen than in the
pictures of Lettish artists. Pro-
bably its due to the fact that
the city is the only matter that
links the former with every-
dav’s life.

The author can not separate
himself from the city his works
can not be any simpler, other-
wise an “artefact” (a fact
of art) won’t be animated; it
would be a surrender in front
of the city that is a part of
the world. But the world is
somewhat abstract, while the
citv is before your eyes.

And now, two more points.
One is connected with the Ri-
oa’s “Baltic” way of life, with
the interior and accepted forms
of contacts between people.
with the work itself. Chitov
apnlies to anv situation his ex-
perience of finding nlaces. This
experience is vitally important
in Riga as there are much more
layers and more styles of life
than in Russia. This experience
will some day exclude all the
worries in connection with a
situation, everything will be
treated as it is, with no ref-
lection.

That is the very place where
time appears, the moment you
recognize the situation, the time

recognizes itself and realizes
itself by means of this recog-
nition. This very moment one
realizes that there are actually
two times, the rapid and the
slow one. A drawing in Indian
ink is too quick for the frozen
material it was drawn on. This
material is beyond a common
sense in terms of its strength
and its ability to secure the
drawing’s longevity.

The rapid time serves to the
situation, the slow one enables
the city to live its life in the
framework set by the calendar.
It is rather neutral and it is
of minor importance inside the
city, it’s a kind of division
sign for all the city’s local
times-divisibles, but these last
should be multiplied and the
product will be big and heavy.
The material is neutral too and
seems to have nothing in com-
mon with the drawing though
having it on its surface like a
tatoo-transfer picture. It is
possible to fold it, to turn it
into a plate, a kettle, a mer-
maid...

The author, having mastered
the art of fixations (that of
Neumann, Munster and Litten),
makes a map of states and
senses turned into artefacts. It
seems to be independent from
the city but it would have never
appeared beyond it.

His every work is just a
walk; the line of Indian ink
travels through areas having
different physical laws and
features; rectangle of the day-
time is being filled with loop-
ing; the senses and surround-
ing landscapes being altered
step by step and while march-
ing along the forshadt (out-
skirts) towards a railroad em-
bankment down in the end of
Daugavpils street with a rat
on leash one may suddenly —
after having crossed the rail-
way to the Gertrude street —
find a robe in his hand with
a goose tied down to it.

The author appears to be of
little importance for his paint-
ings. The only thing he has to
do is to walk and look around
and the city will do the job
itself, at least the major part
of it — technical and secreta-
rian duties. You just have an
idea and the city will give it
shape, record it and bring it
home to those around you.
A wonderful life isn’t it?

Andrei Levkin
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Muxaun
Axunesuu

michkael
yahilevich

Espeuckne motusbl. Xusonucs

Jeaist, 1eho, MMUBOTULIC, JIOJM, TTOCTPOHKN —- 3SUBOIINCI
Muxanna fIxuaesnya. M Bee HT0 CTAHYTO HEBMAMMBIME DHCPIMIMU,
e JIQAIOMUMH LUPOCTPANCTBY HU BBILICCHYTHCS Ma 3PUTEIs, HU
BATHAHYTD B3Nl ITO BCEJA MEil3aM, MBI TO INIYTACM BMCCTE C
IepeonaxtaMu 10 msrubam opor, a TO paccMaTpUBAacM 3eMHON Mup
¢ BBICOTHI LITHYBEIO 1OJICTA,

Bpemst reiicTsust HE3HAYMMO — HTO CCICHHC, MECTO, MCCTCUKO,
KOTOpOE y3ie MHOI'O BEKOB He MeHseT cBoero obiauka. Beerjia uac-
JNICH KOPORBI, MM Gpojisiyie aKTephl OBLILION jloporoii, Gesxaiu
JICTH, KIyORANCHL B 1IOTORAX BETPAa KPOMBL

Tar ObLIO, W KOIJIa 110 MCTOIITAHHOMY BOIHOIl KPYry 3CMJIM 1A
Opexrosexkast Mamanita Kypax. Ee ¢dypron, oxyranusii cympakom
TCATPAJABIOIO «rOPH3OHTAY (KOTOPBII NMPU3BAH 3aMCHUTL Ha CIICHC
iefecuyio cepy u 3eMHbIe Jlalin), OCTAHABIMBACTCSI,

Crena rpaucdopMupyer )KUBONMUCHOC TPOCTPAHCTBO 110 CBOMM
BARONAM: Ha CMCIY MHOMECTBCIHOCTH TOUCK 3PCIHUSI IPUXOJ(UT Pai
toMacuTadilocTh UPCAMETOB U JIAKe LepcouaKkei, Geckoicuioe
JBIDKCHUC BjlUlh CMCISIETCSI BPAIEHHCEM BOKDYT CBOEIl OCM.

Dypron ma MAJICHLKOM 3AKJIJUIOM KPYTy NDPUHAIJIEKUT JIIOJ[IM,
arepad. hBapabausl ¢ xosecamu 60Jee UCIOBETCCKOrO pocTa —
MANTHHEPUSI EJMI0J[CKAsT, BO3MOIKIIO, HcTOpUM mian cynpont. Ha 6a-
pafanpr maMaThiBATOTC HAHOPAMBL 3CMI, TEiT3aK, copasMepnblii
TEM KYROJILUBIM JIOUIHKAM, UTO BHJINLL Y CAMOIO I'OPH30ITa, CCIM
CeMOTpeTDL csepxy. Taxoil B3JIsI COOTBCTCTBYCT NMO3MITHN aKTEpa 110
OTHONICHUIO K HCPCOHAMKY B TeaTpe bpexra.

BoJunimast KpbITast 110B03Ka BBIE3}KACT 1A CIIEHY B DCKM3C K
moanepoeknM «lliryTisim Cramenay.

(0 MACKaMIT 1 TICCTaMIn, KYKIAMI 7 @Ia)KkaMn IpoesskaeTt ona
MEILY PSJIAMI CTOID 2K TCATPAILUBIX (DOHAPCit B TYMAIIIOM
Mapese Kyjla-To BAM3 110 Kpyromy ciiony. ComponosijiacMast
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The carth, the sky, animals
and houses all that makes up
lhe painting of Mikhail Yakhi-
levitch. All that is pulled to-
gether by invisible energies
that neither let the space to
splach out on the viewers nor
the view to be drowned. His
works are always landscapes
that we are roaming together
with his characters or looking
at from a bird’s eye-view en-
joying earthly myths.

A place of action is of no
importance. It can be a settle-
ment, a village or a borough
that has been the same for
ages. Cows have been grazing
{there since the times immemo-
rial while vagrant musicians
have been going along a dusty
road followed by children run-
ning under the cloudy crowns
of trees waved by the wind.

Everything has been the same
since the time when Bertoldt
Brecht’s Mother Courage was
going along the earth’s circle
trampled by war. She stops her
van enveloped by the haze of

theatrical “horizon” (invented
to substantiate the sky and
distances of the land).

The stage is transforming
these picturesque spaces accord-
ing to its rules. The diversity
of viewpoints is changed by
multiple scales of objects and
even characters; the rotation
around the axis starts to replace
an endless movement forward.
The van on a little application-
circle belongs to the people,
the actors. Drums on the wheels
over a men’s height — brutal
machinery — they are probably
the histories or some people’s
fates. The drums are being
rolled up with panoramas and
landscapes of a size of a petty
folk seen from above on the
line of the horizon. Such a view
coincides with the actor’s ap-
praisal of the Brecht theatre’s
personage.

A big covered van drives
into the stage surrounded by
the sketches to “The Scopain’s
Pranks” by de Molliere. Let us
have a closer look at this ’'play-



flapaGarmuKoM N coGaKoil, mabuTast CKOMOPOXAMH C JLy/(KaMH 1
salpsKennas TPouIed o0opBauICs, OHA 3aCTABISICT BCIIOMITUTT
SIAKOMBIA M BCUNBIA Opojisaumit Tearp.

A ccan Bepuyrnest reneph K neiisaokam Muxanaa fIxmiaesnaa,

IJI¢ IIOTHDIC MACCBL TCMITOTT 3CJHCHE, TSREN0ro Heha 1t KPaicininix
CYPIKOM KPBINT KaKk ObL CIIONTL HPUCBIIAIDLL HBLILIO 3CMJI, MCJI0ROI,
PIMHACTON, HEMCHTHOT, TO CHIC OTUCTIMBCC ODILUKITES Jipama

TUSM,

Berep cOusaer obsaunsie KiIyOsr 1 GPocacT UX TO BBEPX 110
xouMaM k HeOy, To BuuM3, B Ocanny, no cwionaM. ITaGerator jipyr
1a Jipyra JoMa 10 KPYTM3HE YJIHI[, MEISITOTCs JlajibuMe IIIaTb,
HAKOHEI[ TOPU3OHT BeTpeyaetcsi ¢ nefoM,— a B mefe MaleHbKUIl
JIeNbTAINIaH, @ KPBUIRA W3 mephed u Bocka — Wwap. U qymaems
HCBOJNBHO O UaJ|€HUH,

Ho BoT vmuyecKuii KpyroBOPOT CTUXMIl LHCOMKN)LAIIIO B3PBIBACTCS

M OKa3bIBAETCsI HAYUHCHIBIM HC Tpﬂl‘O}lVlCl."l, a QajlaraHiipiM CIO}KCTOM.

CnuBaeTcst JIIMHHAS 9CPEAA KYKOJIOK-4€JI0BCYKOB, YCTPCMIIEHHAS

K HEKOeMY LIpOEeMY — TO JIM OKOHIKY JUIsI JIEMOHCTpAI[MU UyJiec, TO
JM Mara3wHHOM J{BCPU. A HaJ{ HUMU ¥ HAJ{ BCEM I'OPOJIMIIKOM —
IIAMSITHUK, THrANTCKAs KYKIa-ujodL.

Ileii3ax cepbe3eH U CypoB, a B HEM, He 3aMC4asl Yrpo3Ll TCM-
HBIX He(ec ¥ MOIU BO3J{YIIHBIX 1I0TOKOB, CTYNAIOT IO YJIOYKaM
U JyraM KpoOIIed4HBIe CYI[eCTBa: MaTh, OTEll, IUTHA, co0aKa, Ko3a...
Beclieaaple MaJieHbKHE 4eJIOBEYKH, HE BeJAIOLUe O CHIIE CTUXHII
U TATOCTHOH KPYrOBEPTH J[OPOI, UIPAIOT B MsIY, CBENMIMBAIOTCH C
0AJIKOHYIMKOB M MallyT PYKaMu, M3J(aJId KOI'0-TO NMPHBETCTRYSI.

W MBI yragsiBacm 3cCh He JAHUE CIO}KCTHOrO IIOJIOTHA, MO BCC-
KK DHCPrUIO TCATPA M TeaTpaJILHOro JieiicTna.

Cynpba Xyjlo3cIMKa B peasbHOM Teatpe menpocta. Muoro paGo
TAIOT, yamie — la lepudepuu, 1 MoYTH me HAXOJATCH TCaTp, pe-
JRUCCeP, CLOCOOHBIC BOMTH B IIpeJIJIaraeMblii MHD. A IPyroro Kaj-
J\BIIL M3 HUX TPEJUIOKUTL He MoKeT. OHM He CKJIOHHBI 110){4MISIThCS,
WATH 1[I0 4YIKOMY IIYTH, KAK M HC CIJIOHHLI JIMKTOBaTh. «CiabocTh
¢BOOOJHOrO MBICJHMTEJSI COCTOMT B TOM, UTO O CBOOOJ(HO MBICJIHT.
OH He MO)KET Cpa)caThCs sPOCTHO, KaKk paRaTHKy (AKyTarasa
PioHocke).

Bukropus Jlazuroega

Anexcangpa Kpusopyuko

alexandra
krivoruchko

Danepku
Anexcanopol Kpusopyuko

Ilpoaeraen, kax Panepa nad Ilapuscen.
(Ycrotivuewiii caogecnuiis 060por)

O6pa3 ¢adeps! naj ITapuKeM — )TO KIIOUCBOH CHMBOJ HAIIMX
IyTei B HCKyccTBe cerojiis. Mopgosorudaecku 9To BHITNIAJUT TakK:
mama ¢arepa — uxmmit [Tapmx. Yro ects ora camasn damepa?
CMenxnle fep3aHUsl 4 HeyMeuocTh B paGore. CirabocTh, HO M CHIIQ,
cmoco6Han TBOPHTHL M3 Boubl BuHO, Hama daHepa Bcerga jymaer o
Mapmxe. 310 ee CTYAHYM, KyJbTYPHEI 60K, QyBAaMCOT M TEXHH-
Ka Ge3omacHOCTH. JTO, HAKOHEL, OPMCHTUD JJIsI IOJeTa — CBODOJI-
HEIiA OT IPEPAaCcCyIKOB JIJIsI BOCHPUsITHSI HOBOIT JaHepHI I[eHTP
MEpOBOil KyabTypsl. Cama damepa — 3TO MYBKTYM (mOmsTHE, BBC-
neHnOe paHIy3cKuM e KputakoM P. Baprom). He Tonbko oT-
CYTCTBH® LOJ(XO/IAIIero MaTepmaia, HO M (eccos3HaTeJpHAs HOBa-
I{As, TEBO, CYyTh KOTOPOro MO-HACTOSIMEMY, B CAMOM JleJIe MOIKET
OBITH OllEHEHA TOJNBKO IJe-HAOYAb «TaM»y.

IoaToMy ¢ IBYX CTOPOH 3alACAaHHBIE KJIOYKA hamepsr miam 00-
JoMKE MeOenn, mocouk: Adexcanapsl KpmBopydko — 2T0 B [eii-
CTBATEJBLHOCTH OUYCHBb Hajieskuoe nocihanne B Oyjymee. M ojimon-
PEeMeHHO — TIONIHBI CAMOTO CBSIIEHHOrO CMBICTa 0ODAN 3aXOpoHe-
HAS OCTAHKOB CTAPOil KyJLTYpLl. B00OpasuM CHUCOK DKCUOLATOR
BBICTABKE: jBepla oT mKada, CANeEbe OT CTYJIa, AOO OT OOWKM.
CyTh DTOr0 B TOM, 9TO «HOBBI MAD POMAAETCs Ma 00JOMKax
craporo». Ouenb CHJIBLHEIA B JKIYTHd MED, IaDOR06Me KpamuBHI,
1ocJie KOTOPOil HA GBHIBIIEM IYCTHIPC YKe MOTYT PacTH J(pyrue
KyJbTYpHl (HapopgHOe HabJIo/leHNe).

Ho y atoro MaTepmaia e€CTh CBOM KODPHH, yXOMAMMC B MCCTHYIO
mogsy. Illypa mop0mpaer 8TH JAOMEYKH B PaspymIEHHBIX XaTax ma
KiogkoBcKoit m pacnmcrBaeT ux. IIoTOM OHH JiesKaT y Hee TPyJloi
8 ceaax. IIoTOM NpAXOAAT 3HAKOMBIe — TOJHEMAIOT C MOJA,

ing ground’ of strolling actors
that has always belonged to
their allegoric triumphs and
unprelencious shows. We see it
passing by, Tull of masks and
poles, dolls and little banners,
along the rows of streel lamps
of the same theatrical appea-
rance. The van goes somewhere
down the steep slope enve-
loped by a foggy haze. Harn-
essed with a dozen of raga-
muffins and followed by a
drummer and his dog, full of
vagrant singers with horns the
van makes you remember a
well known and eternal cha-
piteau. But look at it more at-
tentively and you will see that
there is more of the road dust
and brownish mud than of the
feast and theatre.

And if now one goes imme-
diately back to the landscapes
by Mikhail Yakhilevitch with
the tense masses of dark ver-
dure, heavy skies and red-leaded
roofs covered with an earthy,
chalky, clay-like, cement dust,
he will sce even more naked
drama. The wind blows away
the clouds throwing them up
and down the slopes to the
abyss. The houses rush one over
another along the steep streets;
backgrounds are changing and,
finally, the horizon meets the
sky where a little deltaplane
is flying with the wings made
of fcathers and wax.

But the epic rotation of the
clements explodes and appears
to be stuffed not with tragedy
but with a farce plot. A queue
of doll-people is heading to-
wards some opening — a win-

dow for miracle shows, or a
door of the shop. And the whole
town is crowned by a huge
monument, an idol.

The landscape is somewhat
scerious and rather severe, but
the little creatures do not notice
the threat coming from the sky
and wind; they keep on going
along the streets and across
the meadows — mother, father,
child, dog, and goat. They know
nothing about the powers of
elements and tiresome hurricane
of the road; they are playing,
overhanging from the balco-
nies waving their hands greet-
ing someone in the distance.

But we are still able to feel
the energy of the theatrical
action and of the theatre itself
though on the edge of the plot.

A painter’s fate in a real
theatre is by no means easy.
Working a lot, and more often
in the outlying areas where
one can hardly find a theatre
or a director that feel like
entering the offered world, pain-
ters can not offer anything
different. They do not want to
subordinate to anyone or to go
along someone else’s way and
they have no inclination to
dictate to anyone. “The weak-
ness of a free thinker lies in
the fact that he thinks freely.
He can not fight outrageously,
like a fanatic”. (Akutagawa
Rhunoske).

Victoria Lasikova



paccMaTpUBAIOT, YUTAIOT. ITH JPArOI[CHHLIC HAXOJKA HANOMUHAIOT
J100b1uy Myseiinbix paGoTHuKOB, IToor Crenan Camledsk yTOYHM,
uro Illypunsr dhaHeps! cKoOpee «HapCyHbIY, 9eM (HKOHBIN.

B MupoBoii crenmanusanun Xyj03KeCTBEHHOTO TPYHa CErofH;I
¢¢ KapTHHKHM MOK{HO CKOpee BCero OTHECTH K pasjely JHPAIECKOM
afcTpaKuuu (XOTSA B IUVIOTH OTHX XYIOKECTBEHHBIX TBODEHHMIl CKBO-
35T OTTOJIOCKE JIOOBM M GJAarofapHOCTH K MOCTHMIPECCHOHU3MY M
cioppeanusmy, Monuabsaau, Op. Bakony, apre moBepa, MAHMMAJIHA3-
My ¥ MHOTMM JPYTAM ABJEHUSIM, UMEHYeMbIM CIOBaMH «COBpE-
MeHHOe HCKyccTBO»). I B TO jKe BpeMs — pacIHECaHHEIE [BepIbl
ot wKada ¢ MepBOOBITHON CUJION BOCKPEIAIOT APEBHHE TPajuI{uM
POCIHMCH AOMallHEe#l yTBapU — HX YHEPrUYHYIO CHIY, TeXHUKY,
ramMmy.

WEBTepecHO, ecTeCTBEHHO M HEOOBIYHO BBEJEHHE B HTOT MHPOBOIL
JUpU3M yKpamHCKOi moatuku. OpHa kommosuius — «Karepumay,
Jpyrasg — cTpoka m3 necHE «CTODOHOIO JOIMMK Ine», TpeThst —

nepeBofuauk Jlykam. OcHOBa 06pa3HOrO SI3BIKA YKPAUHCKOrO (DOJILK-

JIOpa — mapaJiieJin3M — CBATAsA CBSTBIX II0I3AN A KNBOIIHACH HIy—
psl. OHa HaHM3BIBaeT CTPOPHI, CTPOKH, CIOBA-NIAPAJIIENH B CTHXAX
(«magBecEsiHA oclmp ma aBI moxl mapll mwoGosml...», «a Bama my-
ma-npasfa papglers mam’sTl moBa cMepth MTepl...»), Tak e Kak
1IPOCTPAHCTBEHHBIE MJAHBI B JKUBOINMCA. 3HAKOBBIHA CJIOIl ee Kap-
THHOK, HAIIOMAHAIOMEA Ky(uyeckoe MUChMO WIM KAKOW-TO YHH-
BepCaJbHbIA NpassblK, W Ta OBETOBaA Cpefa, B KOTOPOH OHA JKUBYT,
COOTHOCHITCST KAX CTPYKTYpPa W CMBICJI OJ(HOTO M TOr0 jKC.

Tarvana INMaeaosa

Caiua JlazapeBuu

sasha lazarevitch

«Y eopor emecro kapervl ipelizelin crosra
sanpaxernas eduroOpoO2aMlU ZPYCTALLHAS
paxosuna 0okTopa, Ha 3aNATKAT nomec-
TUACA 3040TOU HYK, PACKpPLLE baecTaWuUe
kpviavs. Ha Kosaax eoccedan cepebpuc-
Toli fasan u, depiaca 6 Kar8e 3040TbLE
80dcAHU, noeasdbléar Ha fipeliaelin Yymnvl-
MU 2aa3aMUY.

Yurateap 6e¢3 TpyJga y3HaeT B THX cioBaX mpmayanl 'ofmama,
a y MeHs HeT MHOIl BO3MOJKHOCTH CKasarh upo apdop Jlasapesu-
ga. B caMoM jiere, 9TO jKe OPHKasKeTe aHAIH3WPOBATH QOPMY Be-
meif, onucrBaTh aKTypy, cofepikaHme cioketoB Jlasapesmua?
Jla Bosxe ymacm. dta dapdopoBas JaBKa He BEIHECET MCKYCCT-
BOBEJTYECKOr0 CIOHA, TYT HYeH, TyT HeoOxonmM I'ofMar M TONMBKO
oH — Jprect Teomop Amapei.
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There is a common saying in
the Russian language that is
used when they mean thal
sonieone has lolally failed to
achieve a desired result. This
saying is like that: “You fly
like a plywood over Paris”.

The image of a piece of ply-
wood flying over Paris has be-
come a basic symbol of our
ways in today’s art. Morpholo-
gically it could be put like this:
plywood of ours and Paris of
theirs. So what is the plywood
itself? It personifies our brave
ideas and unskiliul work, it
embodies our weakness along
with a power of making wine
out of water. Our plywood al-
ways thinks about Paris as of
an object of cognition, the saf-
est cultural foundation. Our ply-
wood has Paris for a reference
point in its flight, a centre of
world culture, free of prejudice.
The real value of plywood paint-
ing can be appreciated only
“over there” (read “abroad”)
but not in this country provid-
ing no proper material though
giving way to innovation.

That is why Alexandra Kri-
voruchko’s pieces of plywood
or fragments of furniture paint-
ed all over are actually safe
messages to the future as well
as a sacramental ceremony of
burying of the remains of old
culture. Let us imagine the list
of the exhibits: a door of a
wardrobe, a chair’s seat, a bot-
tom of a barrel... A new world
is emerging on the ruins of the
old one. That is the essence.
And that old world is very
strong and stinging like a
nettle. But as observation goes,
nettle always makes way for
new herbs to grow in the for-
mer waste.

But this material has its own
roots in the local soil. Alex-
andra picks these picces of

Xy0o0orcHUK,

wood in the ruined houses in
Klochkovskaya and paints on
them. Then she keeps  them
lying idle in her house until
her friends come, pick them up
from the floor to look on them
and read. These finds are si-
milar to a boon of ancient
icons discovered by museum
workers. But her works are
rather parsuny than icons.

In terms of artistic trends
Alexandra’s works could be
classified as lyrical abstraction,
though their 'flesh’ echoes a
professional love for and gra-
titude to the post-Impressionism
and Surrealism, Modigliani and
Fr. Bacon, arte povera and the
Minimalism. But at the same
time, a wardrobe’s decorated
doors revive with the pristine
force the ancient traditions of
house-hold utensils decoration
along with their innate energy,
technique and the entire gamut
of colours.

The Ukrainian verse natu-
rally though unusually enter
this universal lyricism of
Alexandra Krivoruchko. It is
explicitly seen in her works,
such as “Katerina”, “It is rain-
ing somewhere” (which is ac-
tually the illustration to a folk
song of the same name), “The
Interpreter Lucas”. The inner
sanctum of Alexandra’s poetry
and painting — the paralle-
lism — is the basis of the figu-
rative language of Ukrainian
folklore. She strings on the
lines and words in her poems
the same way as spacious
planes in her paintings. The
sign layer of her pictures re-
minding of a Kufic letter or a
universal parent language is in
a perfect harmony with the mi-
lieau of her colours.

Tatiana Pavlova

Yol pabOMbvl HEBO3MOINC HO
chomozpaguposams,
noKazams U ONUCAMb .

Looking at Lazarevitch’s por-
celain works on can’t help re-
calling fairy tales by Hofman.
And there is no other way of
describing Lazarevitch’s art but
in the words of these fairy tales.
His images are very small
creatures be it a cupboard, mo-
tionless little people or a ship
reminding of the goldfish or a
whale who swallowed Jonas,
or an oriental temple where a
lonely grasshopper could have
prayed his green gods. They
are the marvellous plenty.

All of a sudden we may
notice a tiny secretaire open
omniously and with glamour.
Then it unfolds its shells were

porcelain snuff-boxes, powder-
boxes, flee-catchers are fast
asleep.

It was the brilliant 18th cen-
tury that made rude people be
fond of amazing little stuffs.
This century taught people to
love and be gallant as well
as to value these little things
and their elevated importance.

Lazarevitch tries to do the
same. So do open the porcelain
covers of these tiny boxes that
are of the size smaller that
your palm. And you will find
there a beautiful nymph, a baby
Cupido not bigger th n a nail,
a Satyr both crafty and kind.
You will see there a swan with
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Ha u K10 Ke MHOI cyMel GBI moBegaTh 0 OCJOM, ITOYTH I'UIICO-
BOM IOj(BaJIe, Iie OOMTAIOT VTH MUHMATIOpHEE dapdoposrie MeTa-
Mmopgoabl. CrpaHHble, (ECKOHEUYIIO CTPAHHBIE MEJIKUE CO3TAHUSL.
Opyiiesiienabie NIKAPUMKA, OKAMEHEJbIEe YeJIOBEUKH, KOPalib,
11000HBIN 30J10TOJI PHIOKC WIH JKe KATY, moruorusmeMmy Womy, u
BOCTOYHBII XPAMHUK, 17IC OJUHOKIIl Ky3HEYHMK CMOI' ObI MOJHTHCSI
3eJieEpIM OoraM. OHUM MBYMUTEJIDLHBEL B CBOEM MHOM<eCTBEe ¥ B Oec-
KOHEYHOCTH Pasiio00pasuii, OHM IIPHMBOPAIKUBAIOT eme {0 TOI0, KaK
PasgaeTcs TUXHA MBIIIAHBIA 3BOH — U BIPYT...

Bxpaguuso u Oecrmedno, 3JoBemie U Jy4e3apHO BAPYI PACKDHI-
BaeTcsa Kpouiegnoe gapgoposoe 00po, pacKIagbIBasCh 1a PAKOBU-
HBl M CKOPJYIIKH, a TaM, B PaKOBUHAX M CKODJIYOKAX, CJALKO MU
4yTKO cusiT Papgoposble TabaKCPKU, HYAPEHHMIIbI, MYLICUHUILLEL,
0I0X0JIOBKH, 3TU II0Je3lbie U 3a0aBHble KOPOOOYKU Cephesloro u

UTPHBOIO BeKa IY/PLI.

O, ZMBHBIA BOCEMHAMUATLHIA BEK, NPUYYUBIIMA I'PYOBIX JIOHEi
K ouapoBaHuio Mejoucid. On o0yuai J00BY, raJAHTHOCTH M MHDaM,
upuoyapusas mieyn AQpojauTsl; HO TaKmke: 0€3YCIOBIOI BAIKIIOCTIH,
a (ecam BaM YIOJ\HO) M BBICOKOIT meo0XojumMocTH Oesjieliull.

Ax, rocuoja, sejp u Jlazapesuy Tyma jxe...

Tak orxpsisaiite ke gapdopoBsie KpPbILKH KOPOOOUEK, HO OC-
TOPOKHO, MPOIOY BAaC, 0CTOPOKii0. OTKpbIBaliTe 3TU KOPOOOIKH, TEM
0oJiee, 4TO BCe OHM BMENI[AIOTCH B BALILY JaA0Hb, TaM CIpsTAHBL:
pesecTHeiiniast HuMda, miagenel; Kymmon neMaorum Godblie
HOI'TSI M caTUp, KoBapHbLi, 110 u jo0pojymnstis. He Begas croija,
aebeinb 3aHAT JOGOBBLIO CO ¢Boelo Jlejoil BO THME KOPOOOYKM M 1ia
CBETY LOJ HAllLUM yMWJIEIUBLIM B3risijioM. B kopoboukax paciopsi-
JKaeTcss Ipoc, GOHLOK JIYKABBIL U KypPTyasiblil.

Hemnpesickasyemo packpbitie GopM, HCOMUCYCMBI M caMu QOPMBL.

Bor T'osnem amiiermueckoro ciomcenusi. Oir,

HOMKAIYH, M I'PO3CH,

XOTh BEJIMYMHOIO ¢ MAJEHLKYI0 KyKiy. OH TO}Ke PACKpPLIBAETCs, KAk
CEKpeTep, M UTO-TO JIEMKUT B CIO OTKUIYTOH OpIOLIMIe: MHEPIO
cnut (ap@OopoBBIM YCIOBEK, CBEPHYBUIMACS YIMTKOM dMOpuoi,
3QJI0I' TAMHCTBCHIIBIX M 9y/(BIX lipespaimenuit. Teueps yuse Iosem
HAMOMUIIAET 3aMOK, 0TOPOCHBIIUI 110/{LEMIBIA MOCTHK B IUKYHA.
liro TpanHcopManuyu HmoKa 4TO HeOIACHBI, XOTs KAK 3HATD, KAK

3HaTh!

3pmech, B DTOIl I'UIICOBOII T0j13¢MII0IT MACTCPCKOIi, BCE IOTOBO
PACKPHITLCH, KAK YIIOUTEJNLIBIA 1BETOK, MPAYYIIMA B HEKIOCTH CBO-
X TOHYAIIINX JcliecTKOB J[10iiMOBOYKY, MAJIEHLKOE KCIICTBCIIIIOC
fomectBo, ¥ DTO eMy OYJ(YT LOKIOHSITHCS YK U Db

N Bce sxe: e Maiipunk u ne Aupepcern, 1o I'opMan u ToanKo
OH, TAMHCTBCHHBIH X03s1MH DTUX (apdopossix GOPM, HTO €ro YHKUM-
KM ¥ IIPBDKKH, €ro IpotecKu u rpumachl. W mackopas yanioka ca6-

ae3yGoro Morcrpa 110 umenu I{ejkynuunxk.

Ho ckoxp HemocTmxunMa gantasust JIaaapennqa. TailHbIe MPY3RI-
HBI IPUBOSIT B MOABMIKHOCTDH BCe, pemuTedsno Bee. Cion dapdo-
Pa CHUMAIOTCS 30JI0TUCTOM .nylcouoﬁ LIEJYXOif, CION KYJHTYPBL
OIIa{al0T B 00PATHOI IEePCHEKTHBE CEPCOPUCTHIMU CJOSIMU DIIOX;
MEJDBKHYT JIOCIIEXH PBILAPs, CKPHITLIE 1IPUXOTIMBOCTHI0 DAPOKKO.
A ram, BuyTpu ¥ B ruyouBe, y:K 0e3MsITEIKHASI AHTHYIIOCTH CUACT
BEYHOIO KpacoToii, M1000BHOE TOMJIEHUE HEKHO Tep3aeT PUMCKYIO
IpUHALECCY Ha TOPOLIMHE, ]a U caMa OHA C IOPOIIMHY, He OOJbIIe.

W 3BoH, DOX0KUil Ha JIPeBHUI CKPMII, OTKPLIBACT JAPYroil 3a-
BETHBIN IMKauUK, TaM [OCEJHIACH jiylra OyU(AICKOro Momaxa.
Eit cEATCSA Harue jesH, obopotHM M caM Mepouum Bocx.

I'posnasie Madsl [peBHEX MUpPOB, o0pameHHble B Mesouh dapdo-
POBBIX (e3/eluIl, 03aPSIOT CHOBUIYECKYIO HmpetecThb Papdoponbix
meramop@o3, Borm, rpoGHMIEI, YYEHbIC — BOT TAITHBIE COBCTHIKM
yjpuBaTeabHoro xypoxuauka Cammm Jlazapenuua.

JIloragpiBaloch 0 TOM, 4TO TIJIa3 €I'0 MMEET YCTPOIICTBO MUKPO-
CKOIla M OH BHJHT HE TOJHKO MEJbYaillylo YacTHUIy 3aBOPOKCHHO-
ro ObITHsI, HO B 00JIajaeT CBOICTBOM MPOHMUKATL BHYTDPL BeImel,
I7ie OH, 09aPOBAHHBIA CTPAHHUK, BHJIUT C I[POH3UTCJIBHOI OTYETIH-
BOCTHI0 TAMHCTBEHHBIA TPYJ{ BEYHBIX IIPCBPAIICIMIi.

Pemrycy am HaspaTh ero mopeautcieM gapgoposrix 6a0x?

CesaM, cezam! OtkpsuIMCh cTBOpKA (hapdopoBsoit yerpuinst. Me-
TaMop(o3bl B HEKHOH MaHepe MPOHMYHBIX POMAHTHKOB paoTaioT

KaK BepHbIe IPO3PavYHbIe JacCHl.

Hpuna Ysaposa

shamelesly making love to his
l.eda. You will also discover

Liros, bolh cunning and polite,
who reigns there in the hoxes.

The forms as well as their
manifestations are unpredic-
table. Here is a muscled Golem
who is rather terrible though
he is no bigger than a little
doll. He also unfolds like a
secretaire and there is some-
thing inside his belly. This
something appears to be a tiny
porcelain man rolled up as a
snail — a pledge of miraculous
and mysterious metamorphoses.
Now Golem is reminding of a
castle with an underground
bridge to nowhere. His trans-
formations are not dangerous,
so far. But one can never say
for sure what is going to
happen.

In this plaster underground
studio everything is ever-ready
to open up like a ravishing
flower that gave shelter to
Thumbelina, a little womanly
goddess who will be worshipped
by all the bugs and elfs.

So it is Hofmann who reigns
these porcelain forms that imi-
tate his grimaces and funny
leaps and his grotesque. The
Nutcracker, a monster with
sabre-sharp lecth is on of these
forms.

But Lazarevitch’s fantasies
are much more mysterious. Hid-
den springs of his talent give
molion to everything. Laycrs
of porcelain fall down turning
into the onion-gold peels; layers
of culture fall down in the in-
verted perspective appearing to
be silver layers of epochs. A
knight may appear for a second
in his shining armour covered
with capricious barroco. A Ro-
man Princess on the Pea is
parched with tender passion of

love amidst the shining of tran-
quil antiquity. This very moment
a jingling sound opens another
hidden cupboard where  the
soul of a Buddhist monk lives
in drecams full of nude virgins,
werewolves, going together
with Jeronimas Bosch himself.

The threatening myths of the
ancient worlds turned into tiny
porcelain triflets enlight a
drcamy charm of porcelain me-
tamorphoses. Gods, tombs,
scientisls — these are the secret
advisors of a wonderful artist,
Sasha Lazarevitch,

His cyes must be of micro-
scopic sensitivity for he is able
not only to see the tiniest par-
ticle of the charmed being but
also to penetrate inside the
things where he can very di-
stinctly observe a mysterious
labour of everlasting transfor-
mations.

Will 1 ever daresay to call
him the porcelain god-flee?

Open, sesame! And the shells
of a porcelain oyster open. Me-
tamorphoses with tender man-
ners of ironical romaticists work
like checked and transparent
clockwork!!

Irina Uvarova
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Hukonan Mauiykos

nikolay
mashukov

Huxkonait Mamyxko — cubupsik. On posmiicst B cesie DRIk na
Anrape. Yumics B I{paciiosipckoM Xyji0/KeCTBEHHOM WICTUTYTC.

VY Hero ymnopusiit cmOEpCKA# XapaKTep, BAYMYHBas HATypa, HCMHOrO
TSDKCJNOBecHBIH yM. On aficKd TPyRoao6up W yrayGien TOJLKO B CBOC
neio. HepapoM kamMem m psIGB — cro ao0mMBle CymecTBa, riaBlible
r¢por ero KepaMHM4YecKUX Npou3Be[cHUIl, OHU OJU3KA €My HE TOJNb-

0 csoeil opMoit, cBoeil Maccoi, MeJIEHHBIM J{BIKEHAEM, OITH
CPOJIHM ero Jyxy.

«fl saceialo Ha Ocpery XoJioj{HOTO o3epa, TJIC JKMUBYT THXWE PLI-
OBI: OHM M3PEIKA HPOXOMSIT MUMO O 3AMHJICBEJILIM KaMIIM M MCUC-
3QI0T B BOJE»— e[iBa JIA MOYKHO JIydlle IepejlaTh AYIICBIIOC COCTOS-
1IMC XYJHO0KHAKA, 9eM 3BYYAT €ro Bepiaubp.

O0pameHne K IEPBOOCHOBAM MCKYCCTBAa APCBHMX HAPOJIOB, IPO-
HMKHOBEHAE B FIYOMHBI X TBOPYECKOIO CO3MAHMUST YAMBUTCIBILIM
obpasoM coepmasieTca B MamrykoBe ¢ COBDEMEHHBIM KOHI[ENTYAJBILIN
XYIOKeCTBeHHBIM MBIIIJICHAEM, C OTTOYEHHOCTHI0 POPMATBHOTO
Macrepctsa. W ¢ yruy6iaeHHHIM CaMOaHAJIM30M W HHTEJIEKTYaJLHOI
arpoit. BupoueM, uGo 060 BceM 9TOM YATATENb CMOMKOT COCTABHTH CO0-
CTBEHIOC NpCACTaBJIeHAE, BHUKHYB B aBTOMOHOJIOT Xy/{OKHAKA

U BCMOTPEBINACH B €r0 CO3[anuds.
Jhodmuaa Kpamapenro

Monoaor xyjosknunka.

Ifak osepa mepyanue

B okne uepnorur

Yewys na moeii cnune

H s wyecreyro éce odunouecrso
Haavnuzx noxodos.

Uesrosex — cMmbica 3eMid. 3eMIsi ke, B CBOIO O04Yepejib, M €CTh
yeyoBeK. He moToMy Jiu BBICOTa M YMHPOTBOPCHHOCTDH OIMYIICHUII
POJK/[AaeTCs M3 ecTecTBa CaMOil IPHPOASBI, U YeM 0oJec IPOCTHI
upejiMeTsl, TeM 00Jiee OHM HANOJHEHBI cMbICJHOM? OcoGeHHo HTO
0CTPO YYBCTBYETCA B MOEM CYpPOBOM H IPeKpacHOM Kpae, I'jie
KAMHH ¥ [[€PeBbs, DEKA W HeDeca CIMBAIOTCH B €JUHOM KOCMHUYC-
CKOM BHjIeHUMH Xoja BcexeHHOI.

Craabl gHu3 yaeraror kyda-to Tyda,
I'de ayna epocaa 6 eeaukylo pexy
Moeii ato6su.

3anax norpesoixenHol cmopodunue
Ilewarur uweprozo daraa

Tok... Toxk... Tok... Toxk...

Mepho Teuer epema.

IIsITasiCh OCMBICIATH ITPOCTPAHCTBO M BPEMs B HCKYCCTBC, B
JTOM 3CPKAJbHOM 03epPe TYBCTB M J(YIIIH, BIXKY OCOOBI CMBICH B
BO3BPAIEHMH K MCTOKAM CO3HAHHUS, K OePBOOCHOBAM 3aPOKICHMUSI
HCKYyCCTBa, Ifie 0cO0YI0 POJIh MIPAJHM CaMH MATEPHAJbI; KaMEHb,
Jiepeso, raunga, MckyccTso mpomuioro moJe3no He KaK YPOK JAJIs
1OJ[paXsadus, B HEM INIaBHOe — MBIULIEHNe IePBOTBOPIA, KOTOPHIii
OblI He yacThlo, a camoil npupoyoit. He camomoGoBarue B Urpe
COBPEMEHHBIX MHTEJJIEKTYAJIbHBIX HAI'DOMOMKJICHUI, Tie CYTh CaMBIX
HPOCTHIX DOHSITUIM MCKayKaeTCA MOAYac HACTOJBKO, YTO TPYHHO
VIOBATD [[aKe KOOTYPEL T€X OCHOB, KOTOPHIE M COCTABISIOT OBI-
THe ueJOBeKa, a ofpamenne K camoil 3emic, ubo 3emist — u
eCTh UeJIOBCK, M HeJb3A 3a0EIBATH 06 9TOM: 3a0HIB, MK HpefajfAM.

Cuee sacvnaer moto 3er:.:io

H s npuavry K nell ecem z04000M Teal
Kax 6eckoneunocrvio

npowedwezo OuA.
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Nikolay Mashukov, a Sibe-
rian, was born in the Byk vil-
lage on the Angara river. He
studied in the Krasnoyarsk In-
stitute of Arts. He has a per-
sistent character, thoughtful
nature and a bit hcavy clever-
ness. He is very industrious
man thoroughly devoted to his
work. He works in ceramics
and it is not by chance that
his favourite “models” are
stones and fish. It is not only
their form and slow movements
that attract him. They are of
the kindred spirit to him.

“I am falling asleep on the
bank of a cold lake inhabited
by quiet fish. They rarely pass
me by, walking on the frosted
water”. It is hardly possible
to convey the artist’s moods
better than does the free verse
by his own.

Fundamentals of the ancient
art, its deepest creative sense
wonderfully interlace with Ma-
shukov’s modern conceptual
thinking and filigree formal
skilfulness. As well as with
thorough self-analysis and in-
tellectual acting.

Urpok. Wamor.

Incidentally, the reader may
have a perception of his own
after having read the arlist’s
auto-monologue and having
seen his works.

Ludmila Kramarenko

AUTO-MONOLOGUE

The man is the sense of the
Earth. The Earth in its turn
is the man proper. Maybe that
is why my elevated and tranquil
feelings are born by the very
naturalness of the nature? And
the more simple are the sub-
jects, the more are they filled
with sense? All that is especi-
ally felt in my native beauti-
ful and severe land where the
rock and trees, rivers and skies
unite in a single cosmic vision
of the Universe.

The rocks fly somewhere

down,

Where the moon has grown

into the great river.

The time is flowing slowly...

I am not too old, yet. But
I am already witnessing the gra-
dual dying of Siberian land.
Twenty five years became quile




He npu rakmx y:¢ GoabLIMX JIeTax A ABIAICH 0YEBU[LEM OMEpT-
pieHnsi Cubupckoir 3emuu. UeTBepTH BeKa XBATHIO 3allIOPEHHOI
K0JI0HAE YeJ0BeuecTBa, YTOOBI CMECTH BCe HA CBOEM IYTH, NpeBpa-
TUTh KPail OPAHKEBHIX CKAaJ ¥ roJy0oil TaWrum B Kpaii rpAsd u
Goxesneit. 1 HMKOro He X09y OOBMHATH, HOTOMY YTO BCE 3TO MHI,
9TO Halla KOJIOHHA W fA caM HAy B Hel, XOTA M JeJal0 BHJ, YTO
Wiy IPOTHB TedeHHsA, KAaK ¥ MHOrue v3 Hac. VI TeHM HaIm crpam-
#Bl, I JUIA YPOIJIMBLL NPUPOJA [AeT JeJOBEKY BCE, UTO MMeeT—
OH Ke B JIydIIeM ciaydae 0IarofapHO OPHHAMAET ec Haphl, HHYe-
ro He JaBas B3aMeH, B OOJIBIIMHCTBE jKe CIyd4aeB BLICTYMAeT mapa-
3UTOM, & TO M TIPOCTO YOUIIIEil — 3a CIKECCKYIIIIOe yOHICTRO
OH, MHMBHJ, HAKa3aHUA He HeceT — OHO IJle-TO TaM, BOepeju, ¥
OJIaTATH GymeT BCO YeJ0BeYecTBO, KOTOPOe HEIHE B3JepraBaeT Ha
neI0y cKaJdEl | Jeca, o6laka I PeKH, BCEBO3MOKHOC 3BEPLe M PHIO.

Ilraenuku ozpomrelz prib
nAOTUHBL

Buvictpoar na nawuz yauyaz,
H npekparurca a10606b,

H 6yder Toavko doazas dopoza
no Kpyey...

CnRunbl, CRUNbL, CRUNDL.

Hama naMsaTth cTpamuo KOPOTKAa M He MJACT Haublue Jieja, a
MHOIJIa M TOI'0 MEHBINe, a ¢ Hell IpeKpamaeTcs! TeueHne BPEMEeHU
u ucyesaer Kyibrypa. Ounocodrun MCTOHYMIINCH M IIPEBPATHINCH B
MacJsHble PaJy)KHble KPYI'M HA IOBepXHOCTH MCTHHBL. W Bieuer
Aac BEYHO BBBICh, B I[apCTBO 0GJAKOB — HA HUX YCAKMBACM MBI
HAIIM TeCTpPhIC Yyyesa M Ha3biBaeM WX OoraMmu, He 3aMedasi, UTO
netuna y uor, 3emust — fI, fI — 3emust,

Ileperouyii wae 3a wazom u3 6enozo
crneea

Ha cnuny kpacnozo 6vika,

H roL nepexusewsb spems.

ITeseco06pasHOCTh, YPABHOBELIEHHOCTh M I'aPMOHMSI B MUpe
JKUBOI IpUPOJIbI MopaxiaeT. MHe KaeTcs,, OHA DTUM XOTeJla HaM
qT0-TO IOCKA3aTh, HANIOJOBUHY CKPHIBAA, HATOJOBUHY OOHAPYIKUBas
uctury. IIpITasch NpAGINBUTHCSI K HTOI MCTHIE, 51 00palIaloch K
IIEPBOOCHOBAM MMPA, K TAKWM, KA3aJI0Ch OB, OOLI[EHHBIM MOHSITHSM,
KaK BOJIa, BO3MIyX, OTOHb ® 3eMJs, KOHQIMKT u jio6oBh. McKkycusr B
CBOUX NepPemIeTeHUAX HHTEJIEeKTYAJIbHLIC UTPHI COBPEMCHIIOTO HC-
KyCCTBa, M MOSI IIPOCTOTA MOMKET NPEJCTABUTHCSI M30LIPCHIIOCTDIO.
Ha camom ke gene s mpeciegylo dlIeMeHTapHYIO IleJlb — BOCCTa-
HOBJIEHMEe KOHTAKTA C JKHBOII NPUPOJIOii: sI XOUYy Pasrajarth ce JHIL0,
XOTA 9YBCTBYIO, 9TO Pasrajika He JUISA yMa — OHA CKopee IIPeJICTaB-
JIeT 9ymo Ais uyBcTB. IIpupoga yOMBUTENBHO 0e3pa3iMuHA IO OT-
HOLIEHWIO K BOCOPMHUMaeMoMy cy6bexty. IMeHHO B cuiy TOrO,

UTO OHA MOJIYaJMBA U 3aKiloueHa cama B ce0e, a He AKTHBHA,—
OHa MOMKEeT MHOTO HaM CKasaTh, M He TOJNBKO 0 ce0e, Ho Tak ke u
0 HAC W HAIleM OTHOILIEHWW K Heil

Ha Ttpase Tpenewer uepino-auaoswiii xapuys,

He nodospesas,

Yro on — Tpasa,

Tpasa — on,

On — 1.

A seuep dasn ecex odun —

K eerpy,

doaxHo 6viTy,

KpacHuiil.

Iymalo, 9aT0 popMasibHAA KpacoTa IPOSIBISETCA B CBOEOOPA3HOI
cBOOOHOI WMIpe YMCTOW NPHPOMBI M MHTEIIEKTa XYMoKHUKA. f
JIMYHO BO [JIaBY Yria CTaBJIO IPOCTYI0 eCTeCTBEHHYI0 (opmy,
NPOHA3AHHAYIO IOITHIECKHM YYBCTBOM, IPHAABAS 00'BEKTAM WM3sIII-
Hoe 3aBepmenue. Mom 0GBEKTHI He SIBIAIOTCA NMPOCTO abCTPAKTHEI-
MHA MM KOHCTPYKTHUBHBIMM — OHH NEPEKIMKAITCI ¢ (opmamy,
cymecTBylomuMa B npupone. CUMBOJNBI-3HAKH, 3alledaTIeHHBIEe B
HenoaBIKHOA PopMe, camMu 110 cefe — CO3MATENBHEIE DIOMEHTH,
cpoiicTBenAble caMoil mpmpoe. ®opMBI MOTYT GBITH M HE 0COOEH-
HO NpPaBHJILHLIME, HO 00A3aTENBHO NOKHEL OBITH HOCTPOGHHI HA
TIPUHIANIAX TOPSAKa M Beca. HoMmo3unum He OrpaHMIMBAIOTCS OT-
JeJbHBIMA IPeJIMETaMH — OHM YacTO OXBATHIBAIOT IPOCTPAHCTBO
OKpY:Ralomel cpejbl, BO3ACHCTBYSA HA 3PUTEINs CBOEH 00pasHOi
cucteMoit. Mnorma BHomy B 0GHEKTHI BIEUYATIEHUA CIYIAWHOCTH,
0CO0EHHO B KOMIIO3WIIMOHHOM IIaHe, MOYKIHO Jjayke cKa3arth, mppa-
TMOHANBHOCTH.

Henpexopsmee 1yBCTBO BOCXWIIEHWSI W MPEKJIOHEHMS I[apPAT BO
MHe THepex opMaMHu, CO3TaHHBIMA IPAPOJIOH,— OYIH TO YKUBOTHHII
MMp WA e CHOMPCKHUil Meii3aK, 0COOEHHO MOPaKaloT KaMHM.
Tlpupona KaMHell MPeAMYINECTBEHHO uMeeT POPMY TYMAHHOTO
NpeguyBCTBHsA, TIYOOKAX MBICIEHHBIX CBA3CIH, MYIPOCTH CTPOCHMS
Ha YPOBHE jKMBOro cymectBa. He BCsKmit jlorapbBaercs, Kakue
3a6aBHbIE YyAMINA CKPHIBAIOTCS B HUX. MOKeT, BO MHE I'OBOPHT
roJIoc IPeJKOB: Belb NMOUYUTaHUe KaMmueil HeoObaHON dopMer 3adux-
CHPOBaHO y HAPOJOB CeBepa ¢ APeBHMX BpeMeH. HaMeHmoro mpona
06BA3BIBANA TAJKAMH W TPAMOYKAMH, MHOTIA IOJHOCTHIO OJ[eBAJIH.
Kamennsie peTHmm oTMEYEHH! Y XAHTOB: IO XaHTHIIICKAM Ipen-
CTaBICHHUAM, KAMHA MOIYT MEPEIBMIaThCS C MECTa WA MECTO M MAYT
HABCTPeYy MOGPHIM JMOAAM. Brameasiia TaKOro KaMHS OCTSIKM
CUATAIOT YAYJIABHIM W CYACTIMBBIM.

IIpomosaaas cvipocTe Jcuser 6 moem dome
B kawdom yeay — no odnomy
KamenHomy udoay.

Crpaw.nee 8CAK020 OoKeana ux

6e3dna.

Meradmsuka nmpeKpacHOro B NPUPOjie He OTPAHWYMBAGTCST TOJb-
KO HCTETHYECKMMH BIEYATIEHHAMHM — OHA MHOTOCIIOKHA W Gearpa-
HAYHA, ¥ KOHEYHO, HEIIPOCTO IIEPEBECTH BCE MBICIMMOE B MaTepmal,
HaliTH mgeadbHyIo dopMy, oTBedalomyio yXy Moero kpas. «Ho
9eJI0BEK eCTh HEUTO, 4TO JIGJIKHO TPEoJI0JIeThY,— TaK roBopui 3apa-
tycrpa. X s Bepio. K Tomy ke mMHe m3BectHa ucrmHa: «fI — 3emus,
3emiss — fIy.

enougth for the blind marching
humans to destroy everything on
their way, to turn the land of
orange rocks and the blue Taiga
into the lan of mud and diseases.
I do not want to blame anyone,
for we are marching together,

[ am too, though pretending

to go against the current, as
well as many of us. Our sha-
dows arc threatening, our faces
are ugly. The Nature gives
everything she has to the man.
He, at best, would gratefully
accept all the gifts giving no-

Ot toukn A. Llamort, paepeso.

thing in return. But more often
he acts as a drone or even a
killer. An individual receives
no penalty for his immediate
murders. The severe punishment
is somewhere in the future to
be undergone by the whole hu-
manity. By the humanity that
is now blowing up rocks and
forests, clouds and rivers, tor-
turing beasts and fish, my
beloved fish.

Our memory is inexcusably
short and hardly keeps our
grandfathers inside. It makes
the time stop, it deprives us
of our culture. All the philo-
sophies thinned out and turned
into oil circles on the surface
of the Truth. And we become
attracted by the height, by the
kingdom of clouds on which we
set our stuffed particoloured
bodies and call them gods,
paying no attention to the fact
that the truth is before our feet.
The Earth is Me, I am the
Earth.

Expediency, balance and har-
mony of the animated nature
is staggering. It seems to me
that it was to give us a hint
of the Truth. Trying to get
closer to that truth I refer to
the fundamentals of the world,
to such seemingly routine no-
tions as water and air, fire and
carth, conflict and love. Intel-
lectual games of the modern
art are skilfully interlaced, so
my simplicity may seem too
subtle. But in fact T am head-
ing to the simplest end of rec-
reation of our contacts with
animated nature: 1 want to
guess and see its face, though
I realize that this is the matter
of feelings and not of the mind.
Nature is surprisingly indif-
ferent to a perceived subject.
Being not active, but silent and

self-secluded nature may tell
us a lot, and not only about
itself, but also about us and
our treatment of it.

* k% %

I believe that formal beauty
is expressed in a certain game
of pure nature and the intellect
of an artist. I regard as of
paramount importance a natu-
ral form full of poetic drive
and try to transmit a good
yield of emotional energy into
the details. My objects are not
just constructive or abstract,

they are echoing the existing
natural forms. These forms may
not be perfect but they must
be built up in conformity with
the principles of order and
weight. Compositions are not
limited by separate things, they
often embrace surrounding
spaces and influence the vie-
wers with their original systems.

Inside myself I have ever-
lasting admiration of forms
created by nature, be it the
fauna or a Siberian landscape.
Most of all I worship stones.
The nature of stones mostly
has a form of hazy presen-
timent, deep thoughtful links,
wisdom of annimated con-
struction. Not everyone can fo-
resee what funny monsters are
hiding inside the stone. Maybe
it is the voice of my ance-
stors speaking inside me, for
peoples of the North had wor-
shipped stones of curious forms
since the times immemorial.
They used to wrap a stone idol
with rags and kerchiefs or even
dressed it from top to bottom.
The stone idols were traced in
the cpos of Khant-people, who
believed that stones could move
and go to meet kind people.
An owner of such a stone was
considered to be lucky and

happy.

Metaphysics of the beauty in
nature excceds the framework
of aesthelic impressions. So it
is by no means easy to convert
all the thoughts into the mate-
rial, to find an idcal form that
would suit the spirit of my land.
“But the man” — as Zaratustra
used to say,— “is the something
that is to overcome™. And T be-
licve it is true. Morcover,

I know the truth that “I am
the Earth and the Earth is Me”.
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CecTpbl HﬂpI./IHLleBbI
the yadrintsev

sisters

Mporynka.

TBopueckoe Geccrpalime — HTO KauecTBO y JBYX IOHBIX CCCTEP
ects To9HO. PaBoTaTh ¢ BOIlIOKOM, [a eme Tak BOJLHO, B Hazaxcra-
He, I/le CymeCTBYIOT BeKOBHle TPaJWIOUHE HAPOJHOrO BOHIOKOBAJA-
HHEfA,— 3TO TpedyeT OTBaru.

B paborax cecrep ecTh Ge3ycioBHOE M CYACTIMBOE COBIAJEHME
XYI0/KHUYECKOH HemocpeJCTBEHHOCT aBTOPOB M Marepuaja — IIy-
HIXCTOrO, JEI'KOro, paboTa ¢ KOTOPHIM MCIOJHEHA a3apTa, UrPHl U
TAUT yBIEKATelbHOCTh HempelcKa3yeMoro pesyjabrara. Moxer OBITH,
MOJIOfible XYJO0/KHEUIBI IIOTOMY-TO M HKCOEPMMEHTHDPYIOT C BOIJIOKOM
TaK y/a4HO, YTO MaTepPHaJ MX He TePIUT CMBICJIOBBIX IIEPerpysox,
HO 3aTO TaK eCTCCTBEHHO NPMEAMAET BCAKYIO MMIIPOBM3AIMIO.

JI. Bopenko

Hartanug BacunbeBa

natalya
vassilyeva

[. UbceH. «MNpusnpenue». Ickus
AeKopayum

Hatiopmopt ¢ nepbamu

Tea'rpam.Hau Mmacrepckas

O. u I. SapuHuesb

WepcTtb, BOMNOKOBanaHue

To be sure, the young sisters
do have an outstanding creative
courage. One should really
have it to be able to improvise
with felt in Kazakhstan with
its centuries-deep traditions of
felting-crafts.

The sisters’ works are some-
what fortunate and doubtless
coincidence of artistic natural-
ness of the authors and the
material, fluffy and light, chal-

A

lenging and adventurously un-
predictable. Maybe that is why
the young artists are experi-
menting so successfully with
felt, for the material is abso-
lutely intolerant to any over-
doings but in return welcomes
any improvisation.
L. Zorenko
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Toruaiimasn cBA3b Cyxmx GyKeToB, cTebim, ceMeHa, BETOHOKKH,
colBeTAA NONOOHEI KapTaM 3Be3gHBIX MAGOB, opOATaM, CO3BE3TUM,
KoMeraM... x wepraT, HaMegaeT, NCYUCHSET 3BE30YET B MAHTHU U
BBICOKOM Kosimake — Haraabsa Bacuibesa.

OHa paceKasbIBAaeT O 6BOeM, OHA 3HAET CBOM MOHOJOTHM ¥ Iay3bl.
U Bor ompepenseres HeKoe mojie cBOGOAHI, BCe BMeHIiarvmiee.
Haranes BacmibeBa maamHaeT NOUCK eIMHOTO DHTMA, CBS3HIBAIO-
Imero cHHee MEPHIMIKO, ceprlil creGenb u HeGecHYI0 Geagmy. Moo
CKa3aTh, YTO KOJIODUT, He eAMHOOOPAa3HbIil, HO eUHEIA, TO BBHIXOJ-
Al K INIOTHOMY TParn4ecKOMy CHHEMY 3BY4aHHIO, TO TAIOM[MIl
B HEKHOM, cepe0pHCTO-NeNeJbHOM HIYPUIAHAM CYXHMX TPaB, IaH
BacmapeBoit kKak rojioc, Kak BHEIIHOCTh, KaK IbIXaHWE — OT IPH-
POIEI M Ha BCIO 3KU3HB. [[pyroe nexo — JUHUS, PATM, CTPOCHHE
npocrpancTBa. OHM — Cc0co6 TIO3HAHMS MUpa, OHA MEHAIOTCH,
YCIOKHAACH, CTYIMasACh, IOTOM HAXONAT OPOCTYI0 K 3HAYAMYIO
opMyiry, uTOGBL 3aMYTHIBATHCS M JAPOOUTHCS OIATH, OKA HE
Haumercs japyras, 6osee obmiasi, 6ojiee CoflepKaTeNbHAST CTPYKTYPA.

B ee teaTpe mopran He JaeT puTMy HHM pasberKaThCs, MPOPHI-
BasCh [IMArOHAJISIMH B3JIETOB W MAJ€HUIT, HH CIJIECTUCH. 3aTO B

The tiniest bunches of flo-
wers, stems, seeds, pedicles,
inflorescences, all these images
remind of celestial maps with
constellations, orbits and co-
mets. All of them are being
drawn, dotted and calculated
by a stargazer in a gown and
high cap — Natalya Vassilyeva.

She tells us about something
of her own. She knows her mo-
nologues and pauses. This way
she cleans out a field of free-
dom having room for every-
thing. She starts looking for
a single rhythm for a blue
feather and a green stem and
the abyss of the sky. It is
possible to say that the co-

the microscope. And it turned
out again that the problem
could be settled only by archi-
tectural restructuring of the
very model of the theatre.
Natalya Vassilyeva belongs
to the second generation of
scenographers, rich with disillu-
sions of “the fathers”. This new
generation has inherited the
same insurmountable stage-box.
But Natalya didn’t feel like
'struggling” with it. In return
she has an experience of paint-
ing, her pictures living inside
the frames of the stage portal.
This way she easily accepts
the given stage-box, for it can
be outlined or can not be noticed

HHTOPHEPAX, B «Xaoce» TeaTPaJbHBIX 1[€XOB, I'NI€ LIPeMET CBOOOJICH
B CAMOBOJIEH, PATMbI IEePEKINKAIOTCs B JiMaroHalbHOM Oere,
B3PHIBAIOTCS, TACHYT, PO0EraloT CKBO3b PaMBl M JPANUPOBKH M
3aTHXAW0T, 00pa3ys OKOHHbIe MPOEMBI-TIPOPHIBHI KY/Ia-TO B WHOE
IIPOCTPAHCTBO.

A OykeTsl coOMpaIOTCsl B LEHTPOCTPEMHUTEIHHOM [JBUIKEHUHU
B y3eJ, HO OT L[eHTPa, BOBHE U3JIYYalOT CUSIHUE.

Jecatrnerne, ga HeT — Godpmie, coeHorpadua mepPeOCMBICIAIA
JNaHHAYI0 eil peaJbHOCTh PEHEeCCAHCHOIl CHeHMYeCKO KOPOOKH —
OKHa B MHp, 00'beMHOII KapTuaBEL. HOpoOKy oGHakaiud, genas
IpeaMeTOM, 9acThi0 Ge3yCJI0BHOrO IPOCTPAHCTBA; €¢ MPeBpAm[aJIy
B MOJMOCTKM IJIOMIA[HOTO TeaTpa, B MeTagopuIeCKUil 06bEKT, B
YrpoKaomuii Mexagu3M, B IIyCTOTY KOCMHYECKYIO, B KYyCOUEK
MHApa TOJ, CTEKJIOM MAKpPOCKONa.

Haranpsn BacunbeBa IPUHAMIEKUT K CleJyIOM[eMy IOKOJEHHIO
cienorpagos, GoraToMy pasouapoBaHMsAMM «OTLOB». M cHOBa, B Hac-
JIefICTBO,— BCe Ta <€ HelpeojoJuMas KOpPOOKa, Jia TOJBKO yiKe HET
nblIa 0OPOTHCS € Heil, 3aTO... 3aTO €CTh ONBIT KM BOMMCH, KAPTHHBI,
JKUBYIell B paMe, ogo0HOiT paMe clieHMYecKoro mopratia. M rax
NPOXOJUT CIHOKOHOEe NPUATHC NAHHOCTH CIEHMYECKOH KODOOKH.

Ee M0o)xHO mogyepKuUBaTh, MOKHO He 3aMedaTb, OHA, KaK M IPs-
MOYTOJIBHMK XOJICTa, TOTOBA K JIO0OMY HANOJHEHHIO.

Bot ona, NpuHAJJIEHHEOCTh K KUBOMMCH, KMBONUCH KAaK TAKOBOI,
He pByINelics HAMYNaTh CBOM IPAHMUIIBI, TO BHIPHIBASICH B IPEAMET-
HYI0O PealbHOCTh, TO NPOBAJUBASICH B MIIIO30PHBIE TIYOHHEL
Haranpst BepHa jKMBONMCH, UIYIIeil HOBBIE, e[UHCTBOHHLIEC M HE-
HOBTOPMMEIE OYTH B caMoii cebe, fayke IpH BhIXofe B 00BEMHYIO
KOMIIO3MIMIO MJIM CIleHMYeCKOe NMPOCTPAHCTBO OCTAIOMENCca 0co60i
MaTepHeii: }UBOIHUCH, CHOCOOHOI BMeCTHTh B ce6s BeCh MHp, OT
MrHOBEHHO YBMJIEHHOI'O IPEeIMeTa [0 CTPOEHUS BCEJEHHOM...

Ona He CTpeMHUTCS NPOKPUYATH 0OJbIlle M rpOMYe, YeM MOMKET
CerojiHs: CKaaaTh, HOYYBCTBOBATh, CMeMIaTh Ha maautpe. Ho or
3PHUTEJA 3aBUCUT CIIOCOOHOCTH OCTAHOBUTHCS, IPUCIYIIATHCA, BOM-
TH B npocrparcTBo xoicToB H. Bacmibesoif, TpeneTHoe u Tparmge-
ckoe. Eif wyma arpeccMBHOCTh BBICKA3BIBAHHS, M 9TO HE 3HAUMT,
4YTO €e MHP CMa3aH, pa3MbIT, HeMomed. Hanporus.

PaMBI cTaBOK, pa30uTele Ha MeJKMe M KDYNHEIE AYeHKH, MHO-
marca. PuTM, RarHeTeHHBI 10 Opefesia, PBETCA M3 KECTKMX pPaM
Npoub, AMATOHAJAMMU CBeTa, B3j1eToM ApanupoBok («IIpmBumenmsy»
T'. NGcena). Purmy He 1aHO O0CBOGONMTBCS B TParM4eCKOM B3DPEIBE—
He OTIIYCKAeT OCh CUMMETPHH, e[(MHBIl JIy4 3PeHHAS.

IlenpHBINA, CBOOOMHBII B [BUKEHUU YEJIOBEK CTAJKUBAETCS C
6eCKOHEYHOIl MePHOIUIECKOU PO0LI0 BePTHKAJe U TOpPA30HTAIeil.
UYeM KecTde IOJIEPKHYTA MOCTPOIiKa, 4eM Gojiee Pa3BUT KapKac,
TeM CJIOKHee B HEM JKHM3Hb I[BeTa M CBeTa, TeM JpaMaTHYHEe
nyJbcalus iyXa B CLHEHMYECKOH KIeTKe.

Kak suguo, u omste u caosa ITIPOCTPAHCTBO U ITJIOCKOCTD
BeJyT U3BeYHYI0 0OPHOY M KaM<ABlil XYJO/KHAK 3aHOBO PEINaeT BOII-
POC: 4TO jKe OrpPaHAYEHO® OPAMOYrOJHLHAKOM CIIEHHYIECKOro mopraja?

Andpeti Baazos

louring used by Vassilyeva is
not 'uniformed’ but somewhat
universal. It may be a con-
densed and tragic-blue sound
or it may be melting in a tender
ash-silver rustling of dry herbs.
It is like someone’s voice or
appearance or breathing given
by the Nature — once and fo-
rever.

The rhythm, line, space are
the other thing. They are means
of universal cognition, they
change and become more so-
phisticated, then find a simple
and meaningful form just to
get mixed up and resume falling
apart until there is another
structure, more general and
more comprehensive one.

The portal of her theatre
does not let the rhythm either
disperse in diagonals of take-
offs and collapses, or interlace.
But in the interior, in the chaos
of theatre’s shops where an ob-
ject is free and self-governed,
the rhythms call to one another
in the course of their diagonal
race, explode, black out, run
through the frames and hang-
ings and calm down after hav-
ing made windows or break-
throughs somewhere to another
space.

The bunches of flowers stick
centripetally together in a knot,
though outwards the centre and
are shining bright.

Scenography had been recon-
sidering for more than a decade
the reality of the renaissance-
given stage-box. They had been
stripping it off making it a
part of unconditional space;
turning it into a podium of a
street-theatre, a metaphorical
object, a threatening mecha-
nism, into a cosmic emptiness,
into a piece of the world under

at all. The stage, like a rec-
tangle of the canvas, is always
ready to any refilling.

That is the result or dealing
with painting as it is, claiming
no borders, looking for no ob-
jective realities, vanishing into
no illusive depths. Natalya is
devoted to the painting that is
looking for new and unique
ways in itself, that remains a
special matter even when en-
tering a capacious composition
or the space of the stage. She
is devoted to the painting that
has room for the whole world,
from an immediately noticed
object to the entire universe.

She does not try to shout
longer and louder that she can
today with her voice, her feel-
ings or colours. The viewers
have to have enough wish to
stop, lend an ear to and get
into the delicate and tragic
space of Vassilyeva’s canvases.

She is a stranger to the
aggressive phrase. But this
does not mean that her world
is shapeless and weak. Vice
versa. One can see a finely
fixed construction of the stage,
interior, herbs and the universe
through the thinnest ash-and-
pearl, smoke-blue colouring and
through the generosity of sepia
and umber of her works. The
stage world gains an additio-
nal dramatism lying in the im-
possibility to escape the limits
of the stage-box.

So, over and over again THE
SPACE AND THE PLANE are
waging their eternal war. And
every painter over and over
again tiries to find out what
is actually framed by the rec-
tangle of the stage portal.

Andrei Blagov
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["abpuanb Hlanens

gabriell chanel

Koko llaHenb:
JIMYHOCTb, CTUJIb; BpEMS

Oavea Muzaiicoscras

LaHens nepea csBOMM nepebIM Marasu-
Hom 8 [Josunne. 1914

WUms Mlanenn crajio Jeredjioi, cHHONMMOM 3JEraHTHOCTH M INHKA.
B uem cerper yciiexa suamenntoi gpaniysieHkd, segb XX ek Gorar
UMEHAMHU co3zjlareiicii Mojpl? OTBET 1Ia HTOT BOIPOC jlajia ola caMa:
«fI me s06ui0, Korja rosopar o moje Ilarexns. MlaHeas — 9To mpes/e
BCero CTHJb. Moja BBHIXOJUT M3 MOJBI, CTHIbH — HEKOTA».

IMapwi mavaja BEKa — 9TO JIM Ie JYYLUIMA TTOJUYM, HA KOTOPOM
pasBepuCTCA Mapaj CTIISL «IIAHeJDb»? ITOT rOPOf yKe Iadal yTpadu-
BaTh IETOPOININBOE GYprKyasHoe HOCTOMIICTBO, TPUIYAIUBYIO JieKopa-
THBHOCTH O0JIMKA, OTXOMWJIM B IPOULIOE 3aTeHJMBHIe YeNmbl M (M-
MBI jaM, GapxaTHBIC OOMBKH JIOK M KaOpMOJETOB, IPA3PAYIEI# CBET
¢onapeir. ABTOMOOMIL U adpOILIAI, POBIIOE CHUSHME HIEKTPHIECKUX
1Iapos, 1JIaBHOE [BUMKenMe Ju@ra, HaKoHell, ApeOesKalui 3BOIOK
resiedora, KOTOPHIA 3a3Byuas B GOraThIx 0COOHAKAX M 0 KoTopoM [lera
orospaiicst ¢ npespenneM: «OH 3BOHMT, X K HeMY 6eryT». ITHMU IOA-
pobHOCTAME OOMIBLHO OCHAIAJIACH TTAPWKCKAsA JKU3Hb, U3MCHSS JI10-
Jlell, ¥X BHeINHUA 0OIHUK.

Ho ra, KoTopoif mpejcTosio ¢raTh OMHUM U3 cuMBoJioB ITapmxa,
swra ne B Ilapwke, a B MaJIGHBKOM 1IPOBHHIMAIBHOM Tropoike My-
scne. Horma B 1903 ropy masamuarmierisas a6puasis llanens mocry-
NI TaM 1a CJIYKO0Y B TPUKOTAKHYIO JABKY, Ola He MEYTaja 0 Kaphe-
pe mMonenbepa. Y0mas kpacasuia rpesmia cieioif. OnHaKo, HeCMOTpSI
1a TMpeKpachble BHEIIHUE JaHHbIe, OOJBIIAX YCIEX0B Ha MOJMOCTKAX
BapbeTe OHa He jiocturya. Jlums npossuine Koko, mo HasBaHUIO me-
CEHKH, KOTOPYIO OHa MCIOJIISLIA, 0CTaN0OCh ¢ Heit nascerga. IloHss,
TTO CIEHHIECKAs Kaphepa HE y/aercsd, oHA NPHHMMAET MPeIoKeHue
mouoforo odpunepa ItheHa BaihcaHa MOCEIUTHCS B TOPAaX B CrO POKO-
BOM moMecThe. ITormaB B apUCTOKpPATHYECKMIT KPYT, OHA OBICTPO 11pH-
BiIeKaeT K ceGe BceoOIee BIMMAHME I TOJLKO NMOPA3UTENBION Kpa-
COTO# W rpaiueif, 0 M MeINPUBHITNO, BBI3BIBAIOIIEN MAaHepoil ofie-
Batbea. «Bryc den, riasa u rojoc JKeHIUHBL, a QUTrypa MOIPOCTKAN,—
FOBODHJIN O HE.

OKpy’KeHHas MHOrOYMCIeHHKIMY TOKIonunmKaMu, IMlanens Gecie-
PEMOHHO T10JIb30BAJIACh WX TapyiepoboM — Geasg MYKCKas COpOYKa,
rajicTyk, 6poku-raimde. B TakoM mapsjle ona cOBEpPIIAeT KOHHEIE
TIPOTYJIKH, M3pefiKa IS 3HAKOMBIX JIeJIAaeT NUIAMKHA, MTPUAYMbIBAET
11COOBITHEIE KOCTIOMEL, a B 1908 1oty oTKpsiBaeT HeGOMBIION ILIATHBIIT
MarasmH. Ero, moskanyii, MOKHO CIATATh TPONIANBHEIM apOM, KOTO-
PHIM MOJIOZIO apHCTOKPAT BO3HATPAJII CBOIO BO3JMOGIEHHYIO.

Bcrope IManenn moxy9aet 3aKaskl HA ILUIaThe. B OCHOBHOM OHHE
IIBIOTCS M3 CHHEI0 TPMKOTAKa MM YCPHOro Gapxarta ¢ BOPOTHHKAMHU
73 6eJIOCIHeIKIIoro OPrauy — BIIOCJEICTBAN HTOT HAPAN CTAHeT ee
PupmennsM s3rakom. K IMamens 1w, 9To6H ofjeThCA MOKO0HO el
caMoii: B Guaiizepsr u3 ¢aamesnit, JUIMHHBIE TPUKOTAKABIE [PKEMITepHI,
cnoBomibie KaKeTH. I'IaBHBIM KPUTEPHCM CTAHOBUTCA YHOOCTBO M
NPAKTHIHOCTh, a JYIIIAM MaTepHaj oM — TPUKOTAK, CIATABIOAACA 1O
cux mop «GeHBIM», TPUTOHBIM TOJBKO JUIsl Oexbs. Ianens o6LABAIA,
YTO HAINIa TKaHDL, KOTOpAs 3aBOIOCT Bech Mup,— yyrepcu. B 1914 rony
ona ckamer: «OIMH MUD KOHYMJICS, IPYTO# TOJHKO 3apOXAAJICH.
f1 6blia poBecHMIEH Beka, M oH Tpe(GoBal, 9TO0H A CTaja BEIPA3M-
TEJIEM ero MoTpebHoCTe B OJICIKIE).

Berynus B oy smnoxy, Illanent oTpesaer KOMHY POCKOIMHBIX
UCPILIX BOJOC W OJIHON U3 TIEPBBHIX MAYAHAET HOCUTH KOPOTKYIO
CTPWKKY — MOJUHHIBI OJ{IIa 34 JIPYroHd OTKA3HIBAIOTCS OT CBOUX KOC,
KOTOPBIMU COBCEM TefaBHo ropauianck. Illamens pasrynusaer mo miis-
;kam Buappmna Ge3 30HTHKA, IOCTABHUB JIMI0 TAJSIIAM JIydaM COJH-
11a,— BO0JIOTHUCTHIN 3arap CTAHOBUTCA MPEMETOM KYIhTa BCEX JKeH-
nwmH. Beicokas, nerkas, mopsmxHas Koko sBisiiia 06pas HOBOH KeH-
nmunn, Ee BHemHOCTh CBOGOMHO codeTanach ¢ MOHATASIMM, HEU3BECT-
HBIME DPamee: ¢ SIXTOif, aBTOMOGWIeM, MUNTYINeif MAIINEKON, YIII0OBa-
TEIM abpmcom TemeoHa,— HeapoM 3HAMEHWTHIH Mofexbep Iloxb
TTyape B mophiBe pasjipa’keEms OOGMOJBWICS 0 HOBOH Moje: «Paupmme
KEINIMHEL OBLIN MOXOKA HA aPXATEKTYPHEIC COOPYIKEHTS, Teleph
ONY HATIOMAHAIOT Ie[{OKOPMJIEHHHBIX TeJerpaducToxs.

B Tec npemena, xorma maunnana IMlaness, B mapmwKceKoii Moye 1ap-
ctpoBan Ilyape. Jcrer, MOBORMBIINIT O aGCTPAKIAE CROIO TIPEBEPHICH-
MOCTh OmpefieJIeRHEIM opMaM, on 6peqan BocTOKOM, M3BICKAHEBIMME Ji V-
HHSIMA BOCTOYHOTO KOCTIOMA, ITACHIIIEHHEIM 1{BETOM 60raToro mexopa,
3aTeHNINBEIM PUCYHKOM BOCTOYHNBIX KOBPOB u Hafoek. Ilyape craAm ¢
JKENTIAIB KoPCeT, 0CROBOTAB ee Tello OT JKCCTKWX KOCTSIIEK JUIA BOJb-
oro pwrenus. O0j01ako y Hero He XBaTWIO CMCIOCTH JIOBCPATHCH TIPH-
pojie TeJIMKOM, ¥ OIf HC CMOT OTKA3aThCs OT CTPEMJICHHA ClelaTh
JKENIINHY BhIPa3uTeleM CBOMX KOHIENTYaJbHEIX yerpemiuenuit. Konr-
pacT peainnloi gopMsl i fopMainzoBannoro anToma, BiIajeBLIETO



Wanens. 1935

XYHOIHMEOM, 1100y s/t ITyape sariiouath jKeHUIL B HIJIHICOBIIILYI0
oftejty. «O0pyu», KOTOPBIT CTATIBAJL HOTM IL BRI3LIBAJ MCJIKYIO CCMe-
Y0 TOXOJRY, ObLI, BIIHAMO, 110 upejgeraniaenmsam 1lyape, ojoit ms
koncraur Kpacorsl, Csou mojieiu llyape wensitoiBai ma csoeit siere,
KOTOPOIT OTBOJIUL BCJYHLYI0 POJD HA W3JHI00JCIHIBIX MacKapajax. Or
HPCJCTABICTHUIE 0 JRNBITH KAK MacKapaje Ol 11 CMOI 0TKa3aThCs JIaike
TOrJ@, KOUJIa I'PsIyJia 11CPBask MUPOBASA BOMIA: OTHPABJISIACH KaK Bep-
HBL OTeYeCTBY 1ATPHOT BB Boelilyio MscopyOky, Ilyape mepseiM fge-
JIOM IIPUYMAJ WOBBIL BocHNBLL Mynaup. Boitna, ojimako, e craia
COCTABAIICM KOCTIOMOB, 1 npeOpmanue na ucii 1lyape 0b110 KpaTKimar.

[laj{o i roBOPHTL, YTO HPCJUIOIKCHIS XYJICILROI YePHOIIa30it
MOJHUCTOUKH, 00JICC M3BECTIION 110KA UTO ICOTPA3UMBIM 0UaPOBAIMCM,
UPUKOBLIBAIOIMM K 1ICH MITOrOUYMCJICHILIX HOKJIOIIIMKOB, 1IPCUI0IKE-
5L, 116 UMEIONIHE HUYero o0Iero ¢ NpUBHIYILIM JICKOPATHBILIM Cl10-
c000M MOJICJAMPOBAIIMSL, 1IC MOIVIM BBI3BATL BOCTOPra y 3IIaMEIIITOrO
Kkyriopne. ller, oi 1muuero me MMCI 1POTHB TCIHJICILIIM 110BOTO BCKA
BBIPABITT OJ(IIOIT JIMHHET BCIO 110JIIOTY ONYHICIHIL, OIl TOIKO 4yB-
CTBOBAJL JIANMJIAPIIOCTH IPsHIYIX (OPM, 110 YKPOTHTH CBO¢ BooOpa-
JRCIUE, HOMUHUIUTH ¢BOIO (anTasmio 1PaKTUYIION PeablIIocTI — DTO
Onuto ocropOuenuem cro dererusmy. U see sie lyape Obnur BRIy HICI
norecnntnes. Iocie okonuanuss Boiunt Nabpuonn llanens, mo 1pos-
sumy Hoxo, cTajia mpomoBeiBIBATEL MPOCTOTY, MCIIYFaB CaMOr0 MOJAIIOLO
nopruoro 1lyape, mogo6ito Tomy rkak apxurckrop Mamie-Crenelic
CBOUMH KYOHCTHUCCKMMI 110CTPOIKAMI tak ske uepenyrads lleppe, n3-
JOBJICHIIOr0 apXUTEKTOpa (pauily3ckoil OypiKyasuu.

Crwih «uaticiiby 6picrpo sasoesnisai Iapwk. epsoit ero npi-
nsa gpannysckas oorema. CoBpeMeIninggIl BCIOMUIIAOT, YTO BO3IIO0-
senmast Anosuimiepa xyjonanna Mapu Jlopaiieert umesa 06wk 110t
POCTKA M 0J(EBAIACH B CBODOJITOI, HECKOJILKO DKCTPABaranTiioi Mmane-
pe «nrameiny. Kuceri Jlopaneeir npunauiesinT MeJanxXodnunbii nopr-
per Koko, B KOTOpOM, 1ipajia, TpyJuio yrajarh modeJuibli 1yTh Mo-
JICJLIL, 3aBOCBABIICIT CJCJOM 3a XYIOKCCTBCHITON HOTCMOI apHCTOKpa-
THIO M CTABHICIH B KOIIE KOUIOB CHMBOJOM PCCHCKTA0CIDIIOCTIL

B cepejyire 1910-x rojros posjtacrest godunoe jerunie Hlameas —
«MaJICULKOE ueplioe mirarney. Ona Meurana ¢ieqarth ero JUeBoi i
peucpucit yuudopmoitr. «Cryu1yi0y 1pocToTy KOMUCTCHPOBAIM Wjealb-
HBIE TIPOTIOPIMK M KPOl, H3bICKAIIBIC TKAIM: TOMYaiinine mejKka,
Kpy:Kena, 110ab, Taxkoe nanarne, no micnnio Hlaenn, joisno mermio-
YHTL COCCNICTBO JHODOTO JIPYroro napsyia, B KOTOPOM JRCHIIHIIA Kasa-
Jgach Obr GE3BKRYCILO «PABOJCTOI.

B nauagie jiajinarbiX rojos Jo0uMoil 0JICHJI00 napizkaior cra-
HoBirrest Jutnnnast pybaxa, nojnosicantast «a la moujiky. Jro siBioe
BIMSHITHE PYCCKOTO IHANHONAJIBITOro KocTioMa 1e 663 0c1oBanimt oTio-
et K pomany Hlanean ¢ seangny Kusises Jimirrpues 1lasiopuaeM,

wiesstnnuroM Hukonase 1T, I8 droMy BpeMennm oTHOCHTCST T yBICYEHHIIC
CHABHHCKOI BLITMBRON: BuIINIBANLILON MacTepekoii y Hlanean pyko-
pojurt seankast Kisirnnist Mapust Hangrosna. B xosexnpsx Jloma
Haess nosipisierest 13001HE MEXOBBIX 11Ltyd M MaILTO, TIPHUCM J|is
HX JIEMOTICTPAIMIL IPHIIATIAIOTCSA MATCKCHTIIILBL TOJLKO PYCCROIO
iporexonyeinst. O 1eodbMARIIo XoponH codoil 11 00IQJ[A10T N3hI-
CKAIBIMIT MAIICPAMI, BEJ(L 1pejerasistior jyunie gasminn Pocenn,
OJinaKo, K M3yMJICHHIO (DPaImiy30B, 1PH BETPCUC ¢ BCIATTKIM KISI3CM
O NEGIYIOT eMY PYKY — BCC JKC CTPAILLL HApPO)[ HTIL PYCCRIC...

Cpsisp Hlamesn ¢ pesukny KiszseM ObLIa 1¢jLoaroii, 1o HIrepee
Kk Pocennr e nponen Geccaejino. B jiome Hlanean maxojuuin npuor
asirrpantsl, B uee 6ot siobacn Urops CGrpasunceruii. Ha ee epejiersa
OBUL 1HOXOPONCIT BHAMCIHITHIT PYCCKIIL anTpenpenep, miiigarop 1o
ropusix mapmwrai «Pycekux cesomony Cepreit [[sirmies.

B 1925 rojy nosuii poMair, a ¢ WHM 1 «@QITIHCKIND 1epHojL.

IHa ceii pasz pyry i cepjuie nupejpiaractT sropoi 1o 3natioeTun u 6o-
rarersy uesoser B A — rpad Beermuncerepernii. Honocarast
TEABISNIRA, THHPOKIC MATPOCCKIC NITANDLL, OCPET — B TAKOM Hapsie
saneuariena na gororpagnir rex ger yasibaonasicst Hlanean, 9ro

e Mackapa)i. Ona 1yTenieerByer ma sixrax i ¢MeJd0 BBOJUIT B MOJLY
110JIOCATHIC JIKEMIICPBL, I'PYOBIC TBIYBI I «MYRCKIC) KICTYATHIC

rrann. Hammer (Dumannep, koppecmomjientia «New Yorker», orme-
vasa: «lamenn BBesaa ¢rmin GeUMBIX — TPHROTAK, ¢JICJaJa dieratr-
HLIMI BOPOTHHKH M MAaIZKRCTHI FOPHHYHBIX, KOCBINKIL 3¢MJICKONIOB I
0JieJia 1puiece B Komounesonnr Mexaukony, Ho Hlamenn, kakerest,
IIC CMYIIAIOT HANAJIKN PCHOPTCPOB, BEL OHA COZHATCIDLIIO TBOPMIA
MOJIY M3 auTHMOABL. K ¢BOUM BCChLMA 1PO3AMUYCCKIM HapsjlaM oa Iia-
TeBasIa POCKOMIIIBIC OYCHI M3 JKeMUYTa, TSKENBIC (BU3ANTHIICKIC) YDA~
HICHISL, MACCHUBIBIC KOJIALC 13 IBCTIBIX KaMieil, 304010 1wt npocroil
MCTaJUI, HATyPAJBIBIC KaMIM WIH IOJUECIKA,— PJIABHOC, MOKIPYIOMHIT
KOITPACT €O CTPOTHM KOCTIOMOM. J)TO 1I0BOBBEJICHUE 1€ MOLJIO 1IC
BLI3BATEL BOBMYICHIST TOIOPUBIX allMNIHYAlL, I BCC HC 1HOBAs MOJA
1pouio Bxojuuia B ykusib. [lokujas Aurauio, Ilanean Opocmira rpady
Beermmerepexomy: «llapos mnoro. Ilamenn ojumay.

B 1928 rojxy Jlom wmojer IMamenn pacmososkmiicss B Ilapmie na
yiune Kombon, 310 910 nuk ee yenexa. Pessuceep o jipamarypr an
RoRT0 3arRasplBacT BEJIMIARINCMY KYTIOPLC KOCTIOMBL JUIS CBOIX TIO-
cTarmoBoR: «Airrurona» B jieropaipsix uracco, «Opdeity, «Pougapn
Kpyraoro croyiay. Beaurwit kusisn JIMirrpuit Hasiosuy suakomur
Hlamean ¢ xoposem lNosuusyma Comom Tosjisuniom. 15ro mitaner Ko-
JOCCAILDLIUDLI — JYYIIMM CTHMYJIOM JUISL HOCCHICHMsL KieMartorpaga
CTAINCT BO3MOIKHOCTD YBINICTD «HOCHCUILT KPHK» MOJ(bL, & 31auire
umerno IMamexas poinKia cosjaBarh KOCTIOMBL KO BCCM LOJIMBYJL-
ckuM pmiabMaM. Ho aroro maio. OJiesjia ToIiByj(CKIIX 3Be3){ Upe-
reinosia i 6essrycna,— cuiract Cone Tonjisiin— oTneliie ne TojabRo

CanoH WaHens Ha ynuue Kombon, 31,
8 Mapuxe
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Wanens., 1936

ManeHbkoe uepHoe nnatse. PucyHok
u3 wypHana «BOT»

®oto m3 kuuru: Le  temps Chanel
I:d Charles - Rous
Paris, 1979. Chéne —
Grasset

1a DKPAIE, 1o 1 B JRUSIIT OHK JIOJGRIBL ocith tyaiers «or Hlaneaby.

B rouie 30-X rojos B MEpPE MOJIBL HIET 3KCCTOKOC COICPIHICCTBO.
1a nebocknoie HapmwreKoit MOJBL HosABIsICTCs 110B0e UM, Mraibsm-
Kxa diunsa Cruanapesum nopaskacet [lapmK HKCICHTPUYHONR TeaTpalb-
HOCTBLIO CBOMX KoJuteKiuil. HajKkunlil 1oKas cTallOBUTCA B3PBIBOM, Cell-
cameil. «'Uro K, Hajo UOKUHATL 110jbIL,— cunraer HKokro,— jane
1 anesn BuILYKJCHA TTOBEPIYTLES JHIOM K 9TUM OcsyMiipM dalira-
sisiM... Xorst Obu10 ObL 1eBepHo cunutath, uro OGaperso Hlanean sasep-
nocky. Besycaosio, ner! B oorser na snamenurwiii «rose choking»
Cxuarrapessu [Hanean co3jact KOJMICKIMIO OCHCHUTCIBLIDIX «IibIrall-
CKNX» 1IaThes. Yceuex kodgoccadell. HIamesan BHOBL OMepKUBACT 100C-
jy. Beuepune tyanersl ¢ranonsitest odee poManTaiibiMi — H300M-
JIIC KPYIKeB, TI0JI51, 1MCJKA, B HPOTHBOBCC TOBCCAHEBHOIT 0JICILL,
HOYTH NOJHOCTLIO 3aMMCTBOBAIION N3 MYMKCKOro rapjiepoba. «boirh
rycenuneit jiem n dadouroii seuepom. Her miuero xomdopriee ryce-
1B, TAKR JKE KAK HET 1HHYCro 60Jee CO3JLaiioro jyist Jio0BH, 1eM
Daboukay — rakosa Qopmyaa lllanenn.

1939 roji. Bropast muposast poiina yske navagach, Hlanean 3akpoi-
Baer ¢Boil JLlos Mojibt 11, ocKopOJIcIIas 1apHKallaMi — e¢ XOTCJIH
OTATH 1H0JL CYJ| 34 CBA3L ¢ IEMELKUM o(UIEepoM, aTralle I1eMenKoro
nocoabeTsa,— nokiylacr @Gpannuo. Ona yesskaer s Ulpeitnapuio u upo-
BOJIMT TAM YCTHIPHQJIATD JCT 1OUTH B TTOJIHOM Yyejuiieiiuu. 3a 3To
ppemst paunysel 3a0pi 0 neit. Ax jiyMaMui Baajiedi cosjiaTeilh poc-
ROHITOro ¢Tidist «iblo ayk» I{pnernaun Jlnop. Usmyucminie rojami jiu-
el i ReNoro GU3NUYCCKROro TPy, HKCHIMILI XOTCIM OJAHeTaTD,
MAJIO JIyMAJM O NMPAKTHYHOCTH, cBOOOJ(¢ jBMIKCHMI. EjuncrBennoe,
UCTO XOTCHOCh,— BCPNYTL YTPAUCIHIIYIO JKCHCTBCHHOCTD: 3aTSHYTHCSL
B KOpCeT, BCTATL Ha BHICOKHC KA0JYKM, HAJ[CTL 111aThe ¢ 0OJNbLITIM
Jeroapre. Hlameans ne cenemmia Bosspamarsest Bo (Dpannuio, Mosker
OblTh, cpaboTajia MUTYHILHS — CCiUaC e BPCMSI.

Ho 1 1953 rojiy ona BHOBDL J0Ka3pIBaeT, 4T0 yMeeT HPEACIbIIO
rourio BeIOparTh Moment. «Hpl0 JyK» yenes majgoecth, sReHIuinl 0¢Bo-
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bBanepuHa Anekcanapa [laHunosa

G0RAAI0TCS OT cTpororo puKrara. «Eciau Tm rociofa oObABISIIOT, TTO
B 3TOM TOJIy rojioBa OyjeT MaJiebKoii, a y Mellst OOJbLIAs, JOJIKIA JIU
s Opocathesa B Cemy? ..Jlmop? 3To mocyskme BBIMBICIBI I1a Gymare...
Bepx miaThs TaK KC JIETKO cAeJaTh, KaK IanucaTh NepBBI aKT
nbecsl. MIcKyceTBO 3aBepninTh ec. fI eguucTBenias, KTO UMeeT jesaTh
100ky. Mopia crama aGecypmiioif, Momeabepsl 3a0BIIM, 9TO BILYTPH IJIA-
TSI JKCILUIIA. BOJLIIINICTBO MKEIINMH OfICBAIOTCA Pafl MY KUMII, yke-
nasg uM momupasutbess. Ho onu MOIBKIBI UMCTD BO3MOIKHOCTL CBOOOMIIO
JIBUraThCs, CAJATHCA B MAIUMIY, HC 110PBaB IPU 3TOM OJEIKTY.
Opesia [oJKIA UMETh CCTeCTBCHIYI0 (OPMY»,— cunTaer camMoyne-
peunas MageMmyasean Illamein.

«5» — cgactamBoe wnciao Hoxo IHanenn., Tax naswisanncnh nepsbie
nyxu ce gupmer. 5 gespasisn 1954 roya lllaneins OTKPLIBACT BHOBD .
nsepu cpoero Jloma ma yauue Kom6Gor. 3ai uepenoiier. Bee syt
OTKPOBEIIMi, HOBOTO, flocesic Hepuaanmoro. Oiako ona npejicrapiser
XO0pOUIO 3HAKOMBIE KOCTIOMBI M3 TBUA, JIANENHN U, KONCYHO, ¢MaJICH-
KHe wepnsie mwratThsiy. IIpecca B ykace or Hedenoil seixogku. B ra-
30TaX MEJILKAIOT 3arojioBKM: « MesaluxoJudHas peTpocrcKTuBay, «Pu-
ackoy... Ho ponperu oskmjialiisiM, KOJJICKIIUS PAcIpofacTCsI MITIOBEII-
0. A mociic npejieTaRIICIsT BTOPoil KosuieKn yrypuas «Jlaindy»
coofmaer gmraresisiM: «lie Bausiniie pacipocrpanserest 1a Bee, M B
con cempiecsit get llatmenn TBopnT e 1IPOCTO MOAY, @ PCBOJIOHION.
B JciicTBHTCHLIIOCTH TTHRAKOIT PeBOJIOIII TIe 11PON30TIITo. B Kasjoit
KOJUICKIIMI 1EIPCMCIITIO HDICYTCTBORAJM MCPUBIC, CHHIC 1JATHI ¢ 0c-
JNBIMIT MATRETAMU 1 BopoTiHKasir. T'pajyur monmetii KocTioM yrpa-
HIAJICST TAJIYIIAMI 11 KOHTPACTIHBLIMH KQITaMIl, KOYKAIBIMI 1 MCTaJUIH-
YECKUMM IIYrOBHMIIAMII ¢ JILBHIIOI T0JIoBoi. MaccuBIIBI 30J10TOI T10sIC-
Ienb clierka cmymien ma Oejpa. K cyMouKke NpUKpemseTes: peMernoK
IV IEMOYKA, It 1I0CUTCSI Oa Tereph wa 1yede. Ha rosose JoGimast
HUIIMKA-KanoThe 1 Majdenpkuit oepetnk. B 60-¢ rognt llamean oT-
KPBU @eT JUIsT cedst IBET — TBUJIBL TCPSAIOT KJIACCHICCKYIO=agpo-Herie-

Kapukatypa Cama.
Wnanka no nocnea-
Hen mope

BYI0 raMMy M 1proOperaior Iekiible nacreiabinie roua. 3o spems
pokosoit noesjru B HJasiac s nosiope 1963 ropga MMawknun Kennepn
Opula B 1HeKNO-Po30BOM KocTiome «or HTaitesny.

ITokas mojeseir Hlanesn Hpoxoamwn 0e3 MysbiRM, 0€3 TpajyIHoOl-
IIBIX 1BCTOB 114 1IOJMYME, & B OUPOMIOM JICMOHCTPAIMOIIOM 3aJie
¢ 3CPKAJIBLIIBIME CTEHAMH 11 110TOJNKOM. OHa HUKOIJI He 110Jb30Bajach
TCM, UTO €C KOJUIEIH Ha3bIBAJIIL «110I3MCH MOJ(b»: NHKAKMX JIMPHYC-
CKMX 1PEJUMCIOBMI, IIMKAKUX PadbACHCHUII, 1J1aThsl 1 MMeT 3aBilc-
KaTeJILIIBIX 11a3BAIMA, a MANCKCHINUIBI IIC LIPHITANIOBBIBAIOT 11 11
y.‘llﬂ(ﬁill()']‘cﬂ. Yy Ka)l(}loﬁ B pyl(() JIUIND ’I'HGJI]'I‘II\'H ¢ HHOMCPOM MOJICHIL

JaeranTitoeTh crmiist, cosjpanuoro llanenn, ocnosniactest wna upmui-
IuIax, 1a HepBLIl B3IV, 11POTUBOPCYALIMX DJICTAIITIOCTH,— YI[00-
cree u npaxruynocTi. Oma u paborana npAMoO I1a MalHeKeHNANAX,
BacTamiisizl NX JIGJHAThL PE3KUC JIBM/RCHMSA, OOHBAsCH JICATBHOr0 pac-
IHOJIoZReN M3 MaTepuasia. Kpacusele, 1O HeHPHsITHBIC 1A OIQYIL TKAIM
Kareropnuccki orsepraics. «lO0ka cjenana juist toro, 9T00br 3aKii-
JBIBATL 1OrY 11a 1ory, a npoiima, 4rodbl cCKpecTuTh PYKH HA I'PYyJUl.
Moma umeer pase nesau — romdopr it niodosb. [{pacora — 310 Korja
00C 1CJLH JIOCTHLLYTHIY.

Jerernka Mlaneas oprannuio cdopmuponana ce Ku3nbo. Kpe-
CTLAIKA 110 11POMCXOKICHINO, O UPOBeJa I010CTH B MOHACTBIPE, I
MOIKCT OBITh, I'CHE3HC CC TBOPUCCTBA CJCAYCT MCKATL 3J[ECh: OTCIOJIA
HOYTHTEILIIOC OTIIOIICHHC K UCPIIOMY [1IBETY, BOCXULIEHHC BO3MOMKIIO-
cTsiMu OCJIOCHEIKHOrO BOPOTHHKA, MUCTET M3BICKAIIHOM IIPOCTOTHI, BOC-
NOJAIICH K ACKCTH3MY MONACTBIPCKOro putryaja. OgHAKO dTH H3Ha-
YaJIbIIbIe DCTETHYCCKME KOHCTAHTHL 000IaLAJCh BileyaTaenusamMu 6o-
raToil UPHKIIOYEHUsAMA, POMAHTHYECKOM JKU3HM JKeHI[UIbI, BOSHECCH-
HOIT 00CTOATEILCTBAMM HA BepUIMILY cBetTcKoro OuuMmna,— 1 9To Jie-
Jacer 0OManYIIBBIM KaOIKYIMICA JICMOKPATH3M CTHIISL CIIAHCHDY.

BB mpkame, B TCJHBHSALIKE, 11 MATPOCCKUX OPIOKAx 00JLIIC BHI3OBA,
alarasia, YKCTPaBaranTIOCTH, YEM JKCJIANMS JICMOKPATH3MPOBATD
Mojly, mOo «npkaMay y Mosojoil Ilanenas coueracres ¢ seMuyrami
i OpmwnmanraMu. «MaJleHBKOC UCPIOC 1JIATHEY KAIKETCS 1POCTDIM
JIMID JUISL HEelOCBALICHIIOr0 B3JsA4a. B 1eM CKpbiTa BasKienuast
upy;una uckyccrsa XX Beka — rtexuosornss. Illaienn ofia s nep-
BpIX ouncmmia Oyaymee droro nonsrus. Ona paforajia ¢ JIoporuMu
MaTCPUAJIaMII M 110JIb30BAJACDH IIPHCMAME JIOPOTOM TCXIOJIOTUH, e OC-
TauapiuBasch nepef sarparaMu. Cepkalge Kamiei na mpocTom
1UIATLE, POCKOWIL M aCKETH3M CTAJM 0COOCIINOCTHIO CC CTHIA. JTO
CTWIL HIypPIIALIMX II0 I'PABMIO YCPHBIX JHMMY3HIOB I YXOIKCIIIKIX
N3YMPYANELIX I'a30HOB. ITO CTHIDL (GE3YIPEUNBIX JIMIMI M HICANBHBIX
1ponopnuii, xomgoprabesnioro jusaina Je KopGiosse n I'eppura
Purseanpa. Hoppaskars Ilanein HEBO3MOKIIO — B 1POCTOM  TiCJbisl
110BTOPUTHCA.

Pasyipancennple conepnuku rosopwin 1upo Illauenn, uto ona cosja-
Jla OJ{Ily MOJIeJib M BCIO ;KH3IL cC dKcIryatuposaia. Ojako Jlom
Illanenn mponBeTaeT, M BPCMsi He TPEBOIKUT ee caanbl. Ee Tpammmuu
nojepskusact ceiduac Kapur Jlarepdennn, a cumposom Mpaunnn crara
Wnece n1a Dpeccamx — snamenuras Malckenmuna Jloma Hlanens.
Muorne szamevawnT, uto Bunemie ona 1oxoka na Koko, Tpuymd «ia-
HEIbY 11POJIOJIRAETCST.

“I don’t like when they speak
of Chancl fashion. Chanel is
a style, first of all” — said
Coco Chanel, a star of French
fashion.

When in the dawn of a new
century a twenty-year-old
cover-girl started working at
a knitled garments store in
a little French town nobody
could imagine that she will
predetermine the development
of French fashion, that her
style will become an integral
part of architecture and art

of the 20th century.

The glass sky-scrapers, revol-
ving chairs, high-sociely recep-
tions in modern mansions will
need fancy clothes, not hindering
vour movements but not rejec-
ling luxury — clothes in Chanel
style.

This article contains the
adventurous story of Chanel’s
life, as well as the outline of her
famous style against the back-
ground of the impetuous events
of the time.
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HocmynHoe

UCKYCCI 60

notkn, 1988, 241X201

Crofol ongedn UCKYCCT80 MUCTUKOI, NPOGO3-
2aacuall, UTO CMBICA UCKYCCTEA HEGLIPAZUM...
I'uaGepr w Jacopdac

Anranitekne xyjosinugn MunGepr u JPropipr (rouliee, cjiunas i
[iepacTopKuUMast XyjlosKecrsennasn Jnunoctn «I'mibepr-u-Jisropmmny,
CIC TOUHEC, WKMBAsl CKYJBITYpPa») AaBIO OCO3HAJIHM YIIAJIOK COBPC-
Menuoro uckycersa. 20 Jier 11asaj HOBOMCIIEYEIIHBIC BBIIYCKHUKY 3HA-
Menuroit Jongouckoi IIkoust uckycers Cparoro Mapruna, HaLIHUIO-
BAHIDBIC CBCIKMMM 3HAUMSIMEU M TIPAKTHYCCKMMHE HaBBLIKAMU, Jaxe
OTKA3bIBAJIICH TBOPUTD, B TPAJUIVOIHOM IIOIMMAIMK ITOTO CIIOBA.
Onu 1e 1icaJuM KapTuil M He BHICEKAJN M3BasAINMil, XOTA ¢ 6lIeCKOM
IPOULIM KYPC JKUBOMUCH, CKYJLITYPBL, APXUTCKTYPHI, MCTOPHHE HC-
Kycers. BBHIKpaCHBIUMCE 30J10TOI KPACKOIL, oy ABMIA ce0sa Mupy
GKUBBIMU CKyJibIITYpaMuy. Pagpaboras konneunuo «1Tsopen u TBO-
PCIHA CJMILIY, O MO TBOPUTL 4TO yroxio. Morju mocaarnb
OKCLICPTY ayKIMONA 110 1104YTe OPETOBEIA CTHINOK, I 3TO GBLIO «CKYJIbII-
TYPOH 110 1104TE», BEJ{b OTIPABIeN oIl OLUI COOCTBEIIIOPYIIIO JKUBOI
cKyanITYpoid. Moriu cororpadupoBarhes, HAKOJIOB Ha IAJNCTYKH
I'psBIBIC PYraTEIbCTBA, BHIPE3alble U3 OyMaru, u onyGIMKoBaThL CUIL-
MOK B JKRypHAJIC. ITO MMECHOBAJOCH «CKYJIBITYpa IS sKypuauar. Mio-
Operareiunliocti ux e G6puio npejena. Bacruon kyuprypioro meres-
gummerrra BesukoGputannm ObUL B3AT 1ITYPMOM. Y TBOPUCCKOIT JIMY-
noeri nogswineh jennr, 'mibepr u [ropipk 063aBeiuch JTOMOM-
kpetoctsio. Okpyus celss pasuLIMH M3LICKAIIIBIMU 11peIMETaMu, 00'D-
CKTaMHt cOOCTBCHIIBIX DCTCTHUCCKIX BOCTOProB, OIU lipcJlajinuch oosice
COCPCJLOTOUCHTIOMY CJLYIKCINIO IcKyceTBy. Bee peske omi nokasnisa-
JIHCD leﬁ.umcc. Hosonora neuesdia ¢ JIUI[ BMCCTC C PYMSIIIICM, Mome-
HAB 1IC Pa3 TBOPUYCCKYI0 Malepy, MUBAsL CKYJIBITYPA 110cJCjIiee BpPe-
MSL COCPC/IOTOYMIIACH 112 11PONSBCJICHUAX, KOTOPLIE Olla l1apeK/ia
«photopiccer. 1lepesojy repmunna, npejuIoKCHIIBIL aBTOPOM CTAThIL,—
(((b()'l‘()l(()l\lII()IH[ILI[}I» — ()I)IJ[ OTBCPTHYT JKUBLIMHM M3BAAINAMHA M BbhIMa-
PAIl 3 KATAJIOra, KaK HPHIMIKAIONIMIT 3TAYCIIe MX XYL0KEeCTBENNoro
OTKPBITU. BB03MOIKILO, FOJIUTCS COBCPHICHIIO aBAIITIOPHBINA PYCCKUI
anajior — «poronuchy. CioBecnoe calbro-Moprale, 0TXoi 0T OyKBah-
HOTO eMbICJa, NPHOJIDKEIHE K 38YKOBOM (opMe, M 11aKoIiel], GJIMB0CT
K cyri. Utak, goronmen — yro rubpujg scusoimeu u gororpaduu, Kou-
Jayka 1 MOITaKa.

ITH IUrANTCKYE 11aNI0 (COCTABJCILLIC U3 OTACIDLIBIX (parMeiTon
B paMKax) sSIpKEMH KDPacKaMM, YeTKMMM KOIITYpaMH, cHonuM Oc-
anIM (OLIOM 11AIIOMHIIAIOT BUTPAYKH CPEAICBCKOBLIX c060pos. ToJILKO
11aX0j(UMCSI MBI 1i¢ B XpaMe, a B KYMHUPHE ero BeJMYECTBA «Iro», B CBSI-
rwinie I'mn6epra n [kopska. ITanimo crironn 110KPBITHL HX TOPTPEe-
TaMI BCEBOBMOIKIIBIX pasMmepon. llosaMu oum manoMumamT MIOJOB,
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«Ioapr - 2T0 mant s13p1k. MBI XOTHM TOBOPUTL O BAIKIOM, TIOITOMY
U TO3BI Te¢ OyXIMYNDIN.

O wem xorar ropopurh I'miGepr i Dpropmi? O saskuom: «IIpo-
KisitbeM XX BeKa CTaJio MCKYCCTBO, IIENOHSATIOE JYis apofia. XymLosK-
HUKH-J[CKa/ICHTHI TemaT ce0A M Y3KHWHl KPYr mouMTaTelel, HaCMeXasach
11 M3JICBasiCh HAJ{ LCHOCBANICHIILIM 3pHTCJeM. MBI yTBEPIKIaeM, 4To
ojaflayuBalonice, NeMoHATHOC M 03abouenoe UCKYCCTBO SIBISAETCS
YUIA[INYECKAM B CBOEM KECTOKOM IperiefpesKeHuu K )KU3HM HapoJay.

Uro K, T'unbept 1 JFKOPIK BBICOKO MOJIHMAIOT 3HAMA JeMOKpa-
THYCCKOro ucKyccrsa. CTOMKO CPasKaIOTCA € QIIMTAPHOCTHIO M 330TC-
PHIHOCTEIO. «BOJIBIIMICTBO TI0CETHTEJICH My3€eB U BBICTABOK obpauia-
10TCSI K MCKYCCTBY pajy TinecaaBusa. llpuatHo, kKorjga ucKyccrso ria-
JuT TeOA 110 TOJOBKE M XBAJIMT TBOK YTOHYEHNHOCTL M 00pa3oBaIi-
noctb. Ho y mcKyccTBa fipyrue ueau. Jto gexafentimunay. aBnas
KOHNENIUsA TBOPYECTBA CEIOAISI M NYTEBOJIHAA 3BE3JIa — KOHIEIIMA
«HCKYCCTBO JJisi Beex». Mx mckycerno, yoempenst Mmiubepr u J3kopmk,
cHOCOOHO IepelIarinyTh Iepe3 reorpa)Mueckne rpaniibl, epes Kiac-
coBble M dTHMYccKHe Oapbephl. 3putenr I'mabepra m [Imopmka He
o0s3an OLITL 06pa3oBalIBIM U HayurauubiM. Tak, KaeTcss UM, OHM
Oesmepio pacIIMpAIT cBolo aypuropmio. K ux csatmimmy e 3apa-
crer napojuas tpona. Momros u merp, pycckuit u Gpurauer npugyT
ciofla yCJbIaTh CJI0BO, YKHOe Kak xJje0 macymusni. UMenno mo-
oromy I'mnGepr m [I;xopsk npejesblo yupomamoT cogepianme u gop-
MYy cBoux npousseuernid, Cyjist 110 11a3BaluAM, OHU FOBOPAT, JeHCTBU-
TCJILIIO, O 1JIABIHOM — O JKM3IIM ¥ CMCPTH, O HAJe/KIe U OTYASHUH,

0 CTPaxe M ONYCTOLICHIIOCTH, O JI00BN U Bepe. PaboTel, 6e3yclaoBIo,
OTIMYACT TCXITMYECKOC COBEPINCIICTBO M Ge3ylpeunioe 1BeTosoe No-
crpoenue. HecoMIennbIM JTOCTOMIICTBOM SIBISIGTCS APKAA ICKOPaTHh-
1HOCTD.

o nackonbko mousitelr nyGJIMKE DTOT XYI0IKCCTBCHITB SA3BIK, KO-
TOPBIl aBTOPaM IPeJCTaBJIACTCA CTOIb JOCTYNHBIM? 3amudponai-
HOCTD 1103 IVI@BIIBIX TCPOeB NMPOU3BeeNNii MelIaeT NONMMANNIO, TOMO-
OPOTHYCCKMIL OTTCIIOK TBOPYECTBA OTTAJIKMBAET M INOKMPYET MHOTHX.
HAexsapupyemoii 06paIienocTi K KayKioMy 3pHTENI0 ABHO MPOTHUBO-
PCUMT, HIANpPUMEP, OTCYTCTBHME JKEHCKUX 00pasos na kaprunax. Ja
W caMa xyjoiecrsennas gopMa HX 1POH3BC/ICINIA IC TaK MPOCTA U IiC
TaK alTHTPAJMINOIIA, KAK XOTeJ0Ch GBI CMeJIbIM BOMTEJNAM TPOTHR
nerananca. Ona Toxce ONMMPAETCsT 11a MCKYCCTBO, TOJIBKO HE Ha MC-
KyCCTBO NPONUIBIX BIIO0X, & Ila HbINCIIee — MaccoBoe HcKyceTBo. OHO
UrpaeT B MX TBOPYECTBC IUIYTL IIC MEINLIIYI0 POJb, 4eM IaTypa
urpajia B TBOPYECTBE CTAPBIX MAcTepOB. A €3 NMPUBHIYKM K IIMPOKO
THPAKUPYEMOI 3aTMajIHO XY0/KeCTBEHAOH MPOJyKIMA X HCKYCCTBO,
1107KaJ Yy, HENPOCTO MOHATD.

Eaena Becnasosa
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AHITTANCKMA KOBEP — JTYULLETO
BbITb HE MOXKET
-Mpoaykumusa xomnawuu «BpMHTOH3
Jiumurepr, KoTOpasn 3aHMMaercs
npou3BoAicTBOM Kospos ¢ 1783 ro-
- ia,— 3TO BeNMKONeEenHbie KOBPLI ANA
ajponopros, orenen, opmMcoB, KOH-
-4 @PTHbIX 3aN0B, peCTOPaHOB, Mara-
3MHOB, a TaK)XXe ANA AOMaLIHero
MHTCPbepa. . :
«BphriiToH3» OoTAAET NPMOPHTET
AM3AHHEPCKMM P2LUCHHMAM, Cneyma-
MM3KPYSACb NPM 3TOM Ha M3roToBrne-
HMM KOBPOB, cofieprralLmx 80 wep-
<t u nwb 20 % HelnoHa.
«BpMHTOH3» — MHPOBON NPCH3-

| Brintons
carpets

soaMTEenb KOBPOB. Mbl fOTOBBI Npe-
AOCTaBMTb Bam cambii LUMPOKMM Bbi-
60p M3 Halero OrpOMHOro CTaH-
AdpTHOro accoprMmenta. Ho mbl mo-
)eM < qenartb KoBep Nno 3aka3sy cne-
umanbHO gnsa Bac.

Mei cnoco6Hbl npeane:ini. Bam

- mo6ok pa3mep, UBET M PUCYHOK, OT-

BeualolljMe BalleMy BKYCY, NPHYEM
NO LeHe CTaHAAPTHOW NPOAYKLUMM.
Ha ocHOBe HaweMn TEXHONOrMM Ao~
cturaetcs addekt 6apxartHon no-
BEPXHOCTH, HECPABHHMMBIN C NPOAYK-

" L{MCH APYrMX PHPM.

AHIMMMHUACKHUA KOBEP —
AHITIMUCKOE KAYECTBO

Haw apgpec:
Brintons Limited
Export Sales
Exchange Street
Kidderminster/Worcs
England

Tel. 0044-562820000
TIx: 338586

Anpec n renedoH 1719 KOHTAKTOB
8 CCCP:

BBO «TexHoHHTOpPr»

113836 CCCP, Mocksa
MNarunukas, 64

-Ten. 231-26-22

Tenekc: 411200
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