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NOCNEAHNM ABCTPAKTHbBIM BbIPAXEHWEM B KAXAOM MCKYCCTBE ABNAAETCAYNCSIO

BACUNNN KAHALNUHCKUN

MpoekT «AbcTpakuus B aBaHrapge! MexgayHapogHas BbiCTaBka abcTpakTHOro 1 6ecrnpegMeTHOro nckycctaa XX n XXI
BEKOB» WCC/IeAyeT pas/imuve Mexzy abcTpakTHbIM U BecnpeMeTHBIM U UX NPOSIBAEHUAMU B LUPPOBOM UCKYCCTBE
HOBbIX MeAMa. BbicTaBka npoxoant B LieHTpe CoBpemeHHoro MckycctBa um. Ceprest KypéxuHa u BiktoyaeT B cebs
3KCMO3nLMI0, 06BbEANHMBLLYIO PaboTbl XYA0XKHMUKOB Pa3HbiX MOKONEHWIA, CEPUIO NEKLMI, NOKa3 KOCTIOMUPOBAHHOIO
aBaHrapgHoro cnekTak/s, nepopmMaHc-MoHoApaMy 1 BUAeoapT. BMecTe ¢ poccuitckMMM XyAOXKHMKAMM Ha BbICTaBKe
npegcTaBsieHbl paboTbl XyA0XHWKOB U3 CeBepHOM Make0HWUK, BeHrpum 1 ScToHun. B kaTasor Bowsim TekcTsl Baagu-
mupa BacunbeBuua Crepavrosa v TaTbsiHbl HukonaesHbl [ebosoii. Takum obpasom, BbicTaBka o6beAnHAET nageono-
ruyeckmx HacnegHukos Kasumupa CeBeprHoBmya ManeBuya n obHapyXuBaeT pas/iMyHble NyTU pa3BUTUA abcTpakT-
Horo 1 becnpeZiMeTHOro B COBpeMeHHOM McKkyccTe. MosioZioe NoKoNeHMe XY 0XHUKOB 1 My3blkaHTOB, paboTarowux
1 3KCNEPUMEHTUPYIOLMX B 061aCTM abCTPaKTHBIX MOHATUN, HYXAAeTCs B ANanore u BAOXHOBEHUN ANS CBOMX NPOEK-
TOB B byaylem.

ONbrA TOBPENYTC

IN EVERY ART, NUMBER REMAINS THE ULTIMATE FORM OF ABSTRACT EXPRESSION

WASSILY KANDINSKY

Project “Abstraction in Avantgarde! International Exhibition of Abstract and Non-objective art of XXth and XXIst
century” is studying the difference between abstract and non-objective, as well as their display in new media digital art.
The exhibition is held by Sergey Kuryokhin Contemporary Art Center and presents an exposition which brings together
artworks from different artistic generations, a series of lectures, avant-garde costume play, performance-monodrama
and videoart. Along with Russian artists the exhibition presents works of artists from North Macedonia, Hungary and
Estonia. The catalogue incorporates texts by Vladimir Vasilievich Sterligov and Tatyana Nikolaevna Glebova. Therefore
the exhibition comprises ideological successors of Kazimir Severinovich Malevich and reveals different developing
paths in abstract and non-objective in contemporary art. Young generation of artists and musicians working and
experimenting in the field of abstract notions needs a dialogue and inspiration for their future projects.

OLGA TOBRELUTS

NOCNEAHNOT ABCTPAKTEH M3PA3 BO CEKOJAYMETHOCT E BPOJOT

BACUNIWNI KAHAWHCKMWN

MpoekToT ,AncTpakuuja Bo aBaHrapgoT! MeryHapogHa nsnox6a 3a ancrpakTHaTta v 6ecnpesmeTHaTa yMETHOCT Ha XX
1 XXI BekoBuTe" ja cnegat pasnukata Mery ancTpakTHOTO M 6eCnpesMeTHOTO U HUBHUTE M3pasu BO KOMMjyTepcKaTa
YMETHOCT Ha HoBUTe Meaun. M3noxbaTta ce cnydysa Bo LleHTapoT Ha CoBpemeHaTa YMeTHocT ,Ceprej KypjoxuH™ n
BK/ly4yBa eKCnosuumja koja obeguHysa paboTu Ha C/IMKapW 04, PasNvyHU reHepaLuu, cepuja AeKkLnm, NpUKaxysare
Ha aBaHrapZeH KOCTYMCKW crieKkTak/1, nepdopMaHc-MOHOApama 1 BUAe0apT. 3aeAHO CO PyCKu CavKapu, Ha usnoxbata
ce npeTcTaBeHu paboTu Ha cankapw og CeBepHa MakeaoHwja, YHrapuja n EctoHuja. Bo kaTanoroT Bieroa TekctoBuTe
Ha Bnagumup Bacunjesnu Crepanros n TatjaHa HukonaesHa ne6osa. Onwto 3emeHo, nsnoxbata ru obeguHysa nae-
onowkute cneAbeHnum Ha Kasummp CeBeprHoBmy ManeBuny 1 0TKprBa pas/IMuHM NaToBK Ha Pa3BUTOKOT Ha ancTpakT-
HOTO 1 becnpesMeTHOHO BO COBpeMeHaTa yMeTHOCT. MaagaTta reHepaumja Ha CMKapy U Mysudapu, kon paboTar u
eKcneprMeHTMpaaT Bo cdepaTa Ha ancTpakTHUTE NOUMK, UMa noTpeba o4 Aunjasor U MHCMMpaLMja 3a CBOUTE UAHK
NpoeKTH.

ONTrA TOBPENYTC
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BECNPEAMETHBIN
MWUP NMPUPOAHDLI
ABNAETCA YACTbIO
BCENEHHOMW

ENEHA CNULBIHA

Bnaaumup Crepanros — ovesugel, paspaboTkm
Teopun Kasumupa Manesuua o npubaBoyHOM
3/1eMeHTe B UCKYCCTBE M 060CHOBaHUS «MPAMOIN»
KakK OCHOBHOM N1AaCTUYECKON NAEN COBPEMEHHO-
cTu. PaspabatbiBasi B 1950-€ Fozbl OTKpbIBLUMECS
nepes HWUM HOBble MPOCTPAHCTBEHHbIE CTPYK-
Typbl, B Hauane 1960-x Bnagumup Crepauros
OTKPbIN HOBbIA NPUBABOYHBIN 3/EMEHT CoBpe-
MeHHOCTU — «KpuBYyto». Ero Teopus cnoxHa u
opurvHanbHa. CTpykTypa OTKPbITOFO MM XXMBO-
MWUCHO-MNACTUYECKOrO MPOCTPAHCTBA, Ha3BaH-
HOMO WM  «YalUHO-KYMO/bHbLIM CO3HaHUEM» U
«YaLIHO-KYMO/IbHbIM  CTpOeHWeM BceneHHOM,
onpesenseTcs  COCTOAHWEM  MAaCTMYeCKoro
6e3Becns 1 TakKUMU MOHATUAMM, KaK «BbIBOPa-
ymBalolweecs (MO MpUHUMNY NeHTbl Mebuyca)
NPOCTPaHCTBOY», «3ePKaNbHOCTL M 06paTHOCTL
Mupa» (C0XKHas 3epKasibHasi CUMMETPUA) U HO-
BbIM KauyeCTBOM L|BeTa, Ha3BaHHbIM UM «KOHeL,
LiBeTa NPU HEBUAVMOM Havasne».

3asewannem Kasummupa Manesnya ceomm yue-
HMKaM CTanu ero npeAcmepTHble coBa: «byabte
PYCCKMMM  XyAOXHUKamu». W 3To 3aBeljaHue
yuntens Bnagumup CTepanros BbINOMHWA: OH
HacneAHUK He Tonbko uAel Kasumupa Mane-
BMYa, HO U TPAAMLMM PYCCKOrO M NPaBOC/IaBHOrO
MCKycCTBa.

Pa3BuBas KocmMos0rMyeckme naen «063puyToB,
no3ToB 1 $p1A0COPOB, M CBA3bIBAS UX C HAYUHBIMM
KOHLLenLusaMK cTpoeHus BceneHHol 1950-x ro-
408, Bragnumup CTepanros noctpousn KapTuHy
MMPa, OCHOBAHHYIO Ha «YaLIHO-KYMOJbHOM CO-
3HaHWUKM XYAOXHUKa». Takum obpasom, Bnagw-
Mup CTepAnroB sIBASETCSH O4HUM U3 XyA0XHUKOB,
TBOPYECTBO KOTOPOrO MOXHO MOHSATb B KOHTEK-
CTe PasBUTUSA MAEN «PYCCKOTrO KOCMU3Ma.

B koHue 1950-x — Havane 1960-x ApeBHepycC-
CKOE UCKYCCTBO BbILI/O M3 NOJ, MAE0I0rMYECKOro
3anpeTa, Ha/IoKEHHOro COBETCKOM BAACTbiO Ha
«KyNbTOBOE» UCKYCCTBO, XOTSl OH OblN CHAT He
BrnonHe. Obpasbl MKOHOMUCHOTO NCKYCCTBA B Ca-
MOM ero BbICOKOM nposiBneHun (AHaper Pybnes
n ®Geodan pek) gann Bnagummpy Crepaurosy
BO3MOXHOCTb MO-HOBOMY B3M/ISHYTb Ha MUp U
yBUZETb NPOCTPAHCTBO, NOJHALLEECH Yallamu n
kynonamu. Popma HeOAHOKPATHO NMOBTOPEHHOM
4alumn NIeXMT B OCHOBE KOMMO3MLMKU pybaeBcKow
«Tpouubl» — ocobo sobumont Crepanrosbim
MKOHbI. [TPOCTPaHCTBO — HE YMO3pUTesbHOE,
XYAOXHUK €ro MMEHHO YBUAEN, Kak CMOTAn ero
NOMBIC/INTL W YBUAETb U T, KOrO OH MOCBATUA B
3Ty UAEI0 BNOCTEACTBUMN.

THE NON-OBJECTIVE
WORLD OF NATURE
IS A PART OF THE
UNIVERSE

ELENA SPITSYNA

Vladimir Sterligov was a witness to Kazimir Ma-
levich’s development of the theory of the addi-
tional element in art and the establishment of
“straightness” as the fundamental plastic idea of
the time. After developing the new spatial struc-
tures revealed to him in the 1950s, in the 1960s
Sterligov discovered a new additional element
for his time —“curvedness”. His theory is complex
and original. The structure of the painterly-plastic
space he discovered, which he called “cup-cupola
consciousness” and “the cup-cupola construction
of the universe”, is defined by a condition of plas-
tic weightlessness and such concepts as “space
turned inside out” (according to the principle of
the Mobius strip), “the mirroring and reversibility
of the world” (complex mirror symmetry) and a
new quality of color, which he called “the end of
color at the invisible beginning".

Malevich’s last words were his testament to his
students: “Be Russian artists”. Sterligov fulfilled
this testament: he is the successor not only of
Malevich but of the tradition of Russian and Rus-
sian Orthodox art. Developing the cosmological
ideas of the OBERIU poets and philosophers,
relating them to 1950s scientific theories of the
construction of the universe, Sterligov built a pic-
ture of the world based on the “cup-cupola con-
sciousness of artists”. In this way, Sterligov is one
of the artists whose work can be understood in
the context of the development of Russian Cos-
mism.

At the end of the 1950s and the beginning of the
1960s, ancient Russian art was released from
the ideological ban that the Soviet regime had
placed on “cult” art, although it was not removed
completely. Images of icon painting in its highest
manifestation (Andrei Rublev and Feofan Grek)
gave Sterligov the opportunity to look at the
world in a new way and see space filled with cups
and cupolas. The form of the cup repeated mul-
tiple times lies at the basis of the composition of
Rublev’s “Trinity” — one of Sterligov’s favourite
icons. Space is not theoretical — the artist has
seen it, just as those to whom he passed on this
idea could see and understand it.

Thus, curved, spherical space gradually appears
in his works in the image of the cup and, subse-
quently, the cupola. Cups can be found in other
works of Sterligov from the 1950s, but in 1960
they appear in a somewhat different form. This
new plastic form was created by Sterligov on the
basis of natural morphogenesis. He understood

HENMPEAMETHUOT
CBET HA MPUPOJATA
EAEN OA
YHUBEP3YMOT

ENEHA CNULWNHA

Bragumup Crepanros e ouesungel, Ha passojoT
Ha Teopujata Ha Kasumup Manesuny 3a gonon-
HWUTENHMOT e/IeMeHT BO YMETHOCTa M BOCMoCTa-
BYBatbeTO Ha ,MCMpaBeHOCTa" Kako OCHOBHa
CKyANTypasiHa naeja Ha cerawHocTa. o passu-
BaETO HA HOBMTE NPOCTOPHM CTPYKTYPU WITO Ce
oTBOpWja Npej Hero BO 1950-TuTe, CTepanros 8O
paHuTe 1960-TM OTKPWU HOB AOMOJHUTENIEH ene-
MeHT Ha HeroBoTo Bpeme — ,3aobneHocTa". He-
roeaTa Teopuja e C/I0KeHa 1 opuriHanHa. CTpyk-
TypaTa Ha C/IMKapCcKo-CKY/INTypaiHMOT NpocTop
WITO FO OTKPW, a KOj ro Hapeye ,CBECT 3a Kymn-Ky-
nonata" u ,Kyn-KynosiHa CTpykTypa Ha YHueep3-
yMOT", e oApeAeHa o4 coctojbaTa Ha CKyAnTy-
panHaTa 6ecTexuHcka cocTojba U o4 Takeu
KOHLLENTM KaKo WTo ce ,NPOCTOp CBPTEH 04, BHa-
Tpe KOH HazBop" (cnopej NpUHLMNOT Ha IeHTaTa
Mobuyc), ,orneganHocta u pesep3nbunHocTa
Ha cBeTOT" (KOMMAeKCHa ornejasHa cMmeTpuja)
M HOBMOT KBa/sMTeT Ha bojaTa, KoOj ro Hapeue
,KpajoT Ha bojaTa Ha HEBUANMBUOT noyeTok".

MocneaHuTe 360poBM Ha ManeBny Gea Heros
amaHeT 0 cTygeHTuTe: ,Bugete pyckn ymert-
HUun®. I CTepauros ro MCMNOJIHM aMaHeToT Ha
YUUTENOT: TOj e HaCNeAHMK He camo Ha Manesuy,
TYKY W Ha pyckuTe Tpaauumm u TpaguummTe Ha
pyckaTa npaBoOC/laBHa yMETHOCT. Pa3BuBajku ru
KOCMOJIOLIKUTE UAeN Ha noeTuTe u punosopute
Ha OBEPUY (Pyckn: OBsPWy — ObbesunHeHne
peanbHOro WCKycCTBa) U MOBP3yBajKM MM CO Ha-
YUYHUTE KOHLLeNTM 3a CTPyKTypaTa Ha YHuBep3y-
MOT 04, 1950-TuTe, CTepanros nsrpajm cimka 3a
CBETOT, 3aCHOBaHa Ha ,Kyn-Kyno/sHaTa CBeCT Ha
ymeTHuumute". Taka, CTepanros e eseH og ymeT-
HULUTE Yne Aeno MoxXe fa ce pasbepe BO KOH-
TEeKCT Ha pa3BOojoT Ha ,PyCKMOT KOCMM3am™.

Mpn KpajoT Ha 1950-TUTe U BO MOYETOKOT Ha
60-TUTe roAMHW, ApPeBHaTa pycka YMEeTHOCT ce
ocnoboam o4 naeosowkaTa 3abpaHa WToO coBeT-
CKMOT pPexuMm ja CTaBu Ha ,KyNTHaTa" yMeTHOCT,
nako He bGelle uenocHo otcTpaHeta. CaunkuTe
Ha MKOHOMWCOT, BO CBOjaTa HajBMCOKa MaHude-
ctaumja (AHapej Pybswos n TeodaH pkoT), My
0BO3MOXMja Ha CTep/aMroB Aa ro nornezHe cee-
TOT Ha HOB HAa4YMH 1 Aa BUAWN NPOCTOP UCNONHET
co kynoswu u kynonu. Qopmata Ha KymnoT LITO ce
NoBTOPYBa MOBeKenaTy /ieXn BO OCHOBaTa Ha
komnosuyujata ,TpojcTBo" Ha Py6s/b0B - egHa oA
omMueHnUTe NKoHK Ha Ctepanros. [MpocTopoT He
€ TEOPEeTCKM — YMETHUKOT FO BUAE TOYHO OHaKa
KaKo LITO MOXea Aa ro BuAaT 1 pasbepat 1 oHne
Ha KoM NoAoLHa TOj UM ja NpeHece oBaa unaeja.

3AN
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Tak, NocTeneHHO nosiBAseTCA B ero paboTax
KpUBO/NIMHeNHOe chepryeckoe MNPOCTPaHCTBO
1 obpas yalm, 1 BNOCNeACTBUM — Kynosa. ITu
«4alm» CTOAT B MHbIX paboTax Bnaavnmupa Crep-
JIroBa 50-X FOA0B, HO B 1960-M OHU NOSABASIOTCA
y>Ke B HECKO/IbKO MHOM KayecTBe.

HoBas nnactuueckas ¢opma 6bina cosgaHa
CTep/nroBblM Ha OCHOBE MPUPOAHOrO PopMO-
obpaszoBaHus. Chepnyeckoe U KpUBOUHENHOE
NPOCTPaHCTBO MMPa 6b110 UM 0CO3HAHO. MHOXe-
CTBEHHOCTb Yall CO34anM Kynosa Kak KOHCTPYK-
unto boxectseHHoro ctpoenns mupa. JlnHug,
pucytowas ¢opmy yawu, 6bi1a NoHsATa (y3HaHa)
XYZ,0KHVUKOM Kak HOBbI MPUBaBOYHBIN 3/1€MEHT,
kak Mpamo-Kpueas nnm Kpmeas.

B 1962 rogy Bnagmumup Crepauros Ha 3Tol oc-
HOBe pa3BMBaeT CBOIO Teopwio. Y 3TOW Teopum
€CTb CBOW UCTOKM.

1. XyAOXHUK, CO3AaBLUMIA «PYCCKUI BbIXOZ U3
cynpeMaTvM3Ma» — TaK OTHEC/IMCb K Teopuu
CTepnurosa HeKOTOpbIe UCKYCCTBOBEbI. Teopus
Kasnmupa Manesuya o npubaBoyHOM 3n1eMeHTe,
passuThe 1 NpogosxeHue HadvaTon B MTNMHXYKe
nccaeaoBaTebCkol  paboTbl, MOAKpPenIeHHOM
NPakTUKOM ¥ NeAarorukoi: 3TOT acnekT uzew
66121 BOCMPUHAT U MoAAep>KaH CroABUXHUKaMK
1 copaTHukamu CTepaMrosa, UCKyccTBOBeAaMM,
XyA0XHMKamu. Tak uto 1 cam Bragummup Crepan-
roB 6bl1 NOHAT nckyccteoBegom E. @. KoBTyHOM,
npexae Bcero, kak yyeHuk Manesuua, «be3 co-
MHEHUSA B 3TOM C €ro CTopoHbi». [lns Hero Crep-
JMroB, NpexJe Bcero — HacieAHuK Manesuua,
JNlaproHoBa, TaTinHa, AepXaljuil B pyke HWUTb
XXMBOW CBA3M C MacTepaMu PyCcCKOro aBaHrapaa.

2. V€10 «4aLHO-KYMO/IbHOMO CTpoeHUs BeeneH-
HOM» MOXHO paccMaTpuBaTb B KOHTEKCTe pas-
BUTUA Pycckoro kocMmama. OHa okasana BaAus-
HUWe Ha acTpodumsmka H. A. KosblpeBa, KOTOPbIN
“cnonb3osan o6pasbl «yaw» npu obbACHEHUM
CBOEW TEOPUM BPEMEHH.

3. MiHTepec k npobiemaTyke «cocegHero Mupa,
«0bpaTHOro MUpa», «aHTU-MUPa», «MUpa U He-
Mupa», oueBUAHO, cbnmxaet Bragummpa Crep-
nurosa ¢ no3tom AnekcaHapom BeegeHckum u
ABNAETCA AOMVHAHTOM B MHTEpnpeTaumn TBop-
yecTBa BBegeHckoro ¢unocodpom Axkosom Jpy-
CKWHBIM, ApPYyrom u cobecegHunkom Crepavrosa
B /Ba MNOC/EBOEHHbIX AeCAaTuNeTUA. [NaBHbIM
KOHCTPYKTUBHbBIM NMPUHLMMNOM NAACTUHECKOW CU-
ctembl CTepanrosa siB/sieTcst anornsm. Ha ano-
rm3me nocTpoeHo TBopyecTBo JaHunna Xapmca
n Anekcanapa BeegeHckoro. BaxeH ans Bna-
Avmupa CTepanrosa M XXMBOMUCHBIA as0rU3M
Maneswnua.

«B coobpaxeHun o nayuem xumBom vace aen-
cTBYeT 0obpaTHbI Mup: “Buepa” okasbiBaeTcs
xusee “cerogHa”. "Buepa”, goweplwee ao “ce-
roZHa", OKa3bIBaeTCA XMBbIM, OKa3biBaeTcs "ce-
rogHs”, a “cerogHs", ceMyac xuByliee — MepT-
BOe, BYepa 6e3 KaBblyeK».

the spherical and curved space of the world. A
multitude of cups created the cupola as a con-
struction of the divine world. The line drawing
the form of a cup was understood (recognised)
by the artists as a new additional element, as the
Straight-Curved or the Curved.

In 1962 Sterligov developed his theory on this
foundation. The theory has its sources.

1. The artist who created a “Russian departure
from Suprematism” — this is how some art
historians understood to Sterligov's theory.
Malevich’s theory of the additional element, the
development and continuation of the research
begun at the State Institute of Artistic Culture,
reinforced by practice and teaching: this aspect
of the idea was perceived and supported by
Sterligov’s comrades among artists and art
historians.

2. The idea of the cup-cupola construction of the
universe can be examined in the context of the
development of Russian Cosmism. The idea had
an influence on the astrophysicist N. A. Kozyrev,
who used images of cups to explain his theory of
time.

3. Sterligov’s interest in such concepts as the
“neighbouring world”, the “inverse world”, the
“anti-world”, and the “world and not-world”
show his clear affinity with the poet Alexander
Vvedensky and form the guiding principle for
the interpretation of Vvedensky's work by the
philosopher Yakov Druskin, who was Sterligov's
friend and interlocutor in the two post-war
decades. Alogism is the main constructive
principle of Sterligov’s plastic system. The work
of Daniil Kharms and Vvedensky are also based
on alogism. Malevich’s painterly alogism is also
important to Sterligov. “In the conception of the
moving, living hour, the inverse world operates:
‘yesterday’ turns out to be more alive than
‘today’. ‘Yesterday’, which comes before ‘today’,
turns out to be alive, turns out to be ‘today’, and
‘today’, now living, is dead, yesterday without
quotation marks”.

4. But the first and most important source of
Sterligov’s theory is the Russian idea. No less
important that cosmology, the additional
element, alogism, and “what is around the
yesterday of today” is the spiritual-plastic world
of Russian icons and frescos, the tradition of
Russian Orthodox art, religious consciousness,
and the prayerful “worldview in paint”.

From this complex, diverse world of ideas Ster-
ligov creates his “cup-cupola consciousness”,
“cup-cupola revelation of the construction of the
world”, “cup-cupola palace —meaning —being—
plastic arts — construction of the universe”. “The
cup-cupola condition is a Russian phenomenon”.
In the words of Druskin, Sterligov worked out an
“artistic model of world and anti-world”, and this
model was embodied, first of all, in his “prob-
lem” drawings. When Sterligov introduced into

Taka, nocTeneHo BO HerosuTe ena ce nojasysa
3306s1eH chepuyeH npocTop Bo hopma Ha Kyn, v
nocneAoBaTesHO, Ha kynona. KynoesuTe moxar
Aa ce HajaaT v Bo Apyru Aena Ha CTepanros og
1950-TUTe, HO BO 1960 roAMHa THe BeKe ce rnoja-
ByBaaT BO nonHakea ¢opma. OBaa HOBa CKy/MTY-
panHa ¢opma CTepanros ja cosgan Bp3 OCHO-
Ba Ha npupogHa mopdoreHesa. Toj ro pasbpa
cHepuYHMOT 1 3a06/1€HNOT NPOCTOP Ha CBETOT.
MHowTBO KynoBM ja cO3A4aA0a KynonaTa Kako
KOHCTpyKUMja Ha BoxecTBeHaTa CTpykTypa Ha
cBeToT. J/InHWjaTa WTO ja npukaxysa popmaTa Ha
KYNoT YMETHMKOT ja cdaTu (NpenosHa) Kako HoB
AONosHNTeNIeH eneMeHT, kako VcnpaseHo-Kpu-
Ba uav Kpusa.

Bo 1962 roaunHa, Ctepanros Bp3 oCHOBa Ha OBa
ja pasBuBa cBojaTa Teopuja. OBaa Teopuja Uma
CBOM U3BOPM.

1. YMeTHMKOT WTO ro cosgaje ,pyckuoT usnes
0/, CynpemMaTusmMoT" — Baka HeKOM yMETHUYKM
KpuTM4apu ja pasbpaa Teopujata Ha CTepanros.
TeopujaTa Ha Manesuny 3a JONONHUTEHUOT ene-
MEHT, pa3BOjoT U MPOAOJIXYBabETO Ha UCTPaXy-
BarbeTO 3ano4yHaTo BO JlpXaBHMOT MHCTUTYT 3a
YMETHMYKa KyATypa, Ce 3aCU/IN/I0 CO NPaKTUKa u
HacTaBa: OBOj acmekT Ha uzejata bele npudateH
W NOAAPXKaH o apyrapute Ha Ctepauros mery
NCToOpnYapuTe Ha YMETHOCTa W YyMEeTHUUuUTe.
Ma, camuoT Crepanros 6un pasbpaH og uctopu-
yapoTt Ha ymeTHocT E. ®. KoBTyH, npeg ce, kako
y4yeHuk Ha Maneswny, ,6e3 comHex 3a Toa og
HeroBa cTpaHa". 3a Hero, CTepauros, npeg cé e
HacneHWK Ha ManeBwuy, JlapnoHoB, TaTauH U ja
0ApXyBa BO XMBOT BpCKaTa CO rocrnoAapurte Ha
pyckaTa aBaHrapAa.

2. Vpejata 3a CTpykTypa Ha Kyn-kynonaTta Ha
YHMBEP3YMOT MOXe Ja Ce pasr/ieAa BO KOH-
TeKCT Ha Pa3BOjOT Ha PYCKMOT KocMmu3am (Ma-
Tpodukumja). Taa BAMjaele Ha acTpodusn4apoT
H. A. Ko3upes, Koj rv KopucTelle CAMKUTE Ha ,Ky-
nosumTe" Kora ja objacHyBalle HeroBaTa Teopuja
3a BpemeTo.

3. Nntepecot Ha CTepanros 3a KOHLENTU Kako
LCoceseH ceT", ,MHBep3eH cBeT", ,aHTU-cBET"
1 ,CBET U He-CBET", OYNUrIeAHO ro Npubanxmu Ao
noetot AnekcaHaap BeeaeHcku u ro dopmumpa
BOZEYKMOT NPUHLMN 3a TONKYBaHETO Ha Ae/10TO
Ha BBegeceHckM og cTpaHa Ha ¢punozodoT Jakos
JlpyckvH, npujaten n coroBopHuk Ha Crepsu-
roB BO /BeTe MOBOEHU AeLeHNN. [NaBHUOT KOH-
CTPYKTUBMUCTUYKM MPUHLMMN Ha CKYANTYPasHUOT
cuctem Ha Crepavros e anormsmor. Jlenata Ha
. Xapmc 1 BBegeHcKM MCTO Taka ce 3aCHOBaHU
Ha anorusam. 3a CTepauros e BaXeH 1 CavKap-
CKMOT anornsam Ha Maneswuu.

B0 KOHLENTOT Ha TEKOBHWMOT, CeralieH yac, UH-
BEp3HMOT cBeT byHKLMOHMpPa Baka: '‘Byepa’ ce
YMHM ZeKa e MOXMBO 04 ‘AeHec’. '‘Buepa’, koe go-
aranpeg ‘aeHec’, snese Aeka e X1BO, Kako Aa e
‘AeHec’, a 'AeHec’, TEKOBHOTO cera, e MpTBO BYe-
pa 6e3 HaBoAHMLN".

4. Ho nepBbIM U1 BaXHENWMM MCTOKOM TeOpUK
Bragumupa CrepsauroBa siBAsieTca  pycckas
naesn. He MeHee BaXKHbl, 4eM KOCMO/IOTUS, NpU-
6aBOYHbIN 3/1IeMEHT, a/I0TM3M U «CTOsLLLee BOKPYT
BYEPA CErOAHSLIHErO AHA» — AyXOBHO-MIACTU-
YeCKNA MUP PYCCKOW MKOHbI U dpecku, TpaanLms
PYCCKOrO NpaBOC/aBHOIO UCKYCCTBA, PeUrno3-
HOe CO3HaHWe, MOIMTBEHHOE «MUPOBO33peHUe B
Kpackax».

M3 BCero sToro cI0XXHOro pasHoobpasHoro mupa
ngen Bnagumupom CTepanrosbiM Co3zaeTtcs
€ro «4alHo-Kyno/ibHoe Co3HaHue», «4allHOo-Ky-
No/IbHOE OTKPbITUE O CTPOEHUW MMpa», «Yall-
HO-KYMOJ/IbHbIV ABOpel, — CMblcn — 6biTne —
naacT1ka — CTpoeHune BeceneHHom». «HalwHo-Ky-
NoJIbHOe COCTOSHWEe — pycckoe sBaeHuex. o
cnosam fkosa /JlpyckuHa, Bragummp Ctepaunros
paspaboTan «xyZ0XeCTBEHHYIO MOZesb MUpa U
aHTUMMPa», MOAEeNb 3Ta BOMJIOLWLEHa, Npexae
BCEro, B €ro «npo6/IeMHbIX» PUCYHKAX.

Koraa Crepavros BBen B CBOEM MCKycCTBe Ta-
KOe MOHATME KaK «4allHO-KynoJibHOe 6biTHe
CO3HaHMA XYAO0XHWUKa», TO O6BACHWA ero Tak:
«...HemnpeKpalaloLancs BCTpeya C aHTUMUPOM.
Ho yesnoBek He MoOXeT 6bITb HEMOABUXHbIM, U,
Wwaras no 3TON HenpepbIBHOM BCTPeye, OH npe-
o/l0/1eBaeT ee, U, NOTPACEHHbIN, HAaXOAWUT HOBOE
M3MEeHeHWe BCcerga O4HOro 1 Toro xe mupa (He-
Be/l0Mble paHee TallHbl MMPa), Ceifyac e Haxoas
1 COOTBETCTBYIOWME GOPMbI BbIPaXKEHN».

CTpyKkTypa npocTpaHcTBa y Baagumupa Crepau-
roBa onpejenaerca Ha3BaHHbIMU UM CaMUM Ka-
YeCcTBaMU, CO3AaOLWMMM €ro NAACTUYECKUIA MUP:
«3epKanbHOCTb» U «O6paTHOCTb MUpa»; «OoT-
CyTCTBME BEPXa U HM3a — UX B3aUMHasdA o6paT|4-
MOCTb»; «npAMas 06paTHOCTb N — KaK KOHTpacT
K 3TOMY — 3aKOHbI Hecoanap,arou.l,eﬁ 06paTHO-
CTU»; «UBET MWUPa N He-MuUpa», «aHTU-UBET»;
«elJMHOBpPEMEHHOE 6bITME camoro Aanekoro um
camoro 6sa13Kkoro, Aanekoe-6amM3Koe»; U, Hako-
Hey, «BblBOpa4yuMBatoweeca MNpoOCTPaHCTBO» U
«KOHel, uBeTa npu HeBUAMMOM Havane» — npea-
nonarawoupe ABuXKeHune obbemoB ¢OpM no
npuHLMNY neHTbl Mebuyca, 1 ABUXeHMe LBeTa
TaKXe Mo TOMY Xe NpuHUuMy.

Bca 3Ta opurvHanbHas TepMUHOMOMMUA Heco-
MHEHHO He NoAAAeTCs NPAMO/IMHENHbIM reome-
TPUYECKMM U KOCMOJIOTMYECKUM WHTeprpeTa-
UMM, @ UMeeT XapaKTep MO3TUKO-KMBOMMUCHBIN
(4TO, KOHEYHO, TOJIbKO YCWAMBAET WHTepec K
Hel). M3 MUpa, CO3AaHHOrO XYAOXHWKOM, Npu-
XOAAT BECTHWKM, MOCAAHLbl COTBOPEHHOMO WM
e MUpa, NoA4epKMBas ero peasbHocTb. C noss-
JIEHVEM 3TUX BECTHUKOB MUP, CYLLECTBOBABLUMN
Z0 3TOrO TOJIbKO B €ro TBOPYECTBE, BOCMPUHM-
MaeTcs yXe Kak MUp peasibHO CYLLEeCTBYHOLMUN,
«COCeAHWUI», WHBApWaHTHbIM Hawemy. «bBec-
NpeAMETHbIV MUP MPUPOAbI ABASETCA YacTblo
BceneHHoM».

Bnagumup Crepanros, rosops 0 HOBOM npuba-
BOYHOM 3/1eMeHTe — KPUBOW, NOAYEPKUBAET, YTO
M BO BpeMs NPOBEAEHUS WUCCNe/0BaTe/bCKOM

his art the concept of the “cup-cupola being of
the artist’s consciousness”, he explained it in the
following way: “...an unceasing encounter with
the anti-world. But the human being cannot be
immobile, and, walking toward this uninterrupt-
ed encounter, he overcomes it and, astonished,
finds a new transformation of the always singu-
lar world (previously unknown mysteries of the
world), at the same time finding corresponding
forms of expression”.

The structure of space for Sterligov is defined
by the qualities he named as creating his plastic
world: “mirroring” and the “reversibility of the
world”; “the absence of top and bottom and their
mutual reversibility”; “the color of the world and
not-world”, “anti-color”; “the uni-temporal being
of the furthest and the closest, the far-close”;
and, finally, “space turned inside-out” and “the
end of color at the invisible beginning”, implying
the movement of volumes and forms accord-
ing to the principle of the Mobius strip, and the
movement of color by the same principle.

Clearly, all of this original terminology cannot be
interpreted by a strictly linear geometry or cos-
mology. Rather, it has a poetical-painterly quality
(which, of course, only intensifies its interest for
us). Out of the world created by the artist come
messengers, heralds of that world, emphasising
its reality. With the appearance of these heralds,
the world, which before only existed in the artist’s
work, is perceived now as a world that really ex-
ists, “neighbouring”, invariant to our own. “The
non-objective world of nature is a part of the uni-
verse”.

Speaking of the new additional element — the
curved — Sterligov emphasises that during his
research at the State Institute of Artistic Culture
there were both straight (Kazimir Malevich) and
curved (Boris Ender) lines. But this was not the
curved line that would become a new additional
element. “Cup-cupola consciousness” did not ex-
ist, yet. The Suprematist straight line of Malevich
expressed a principle of economy; in cup-cupola
space the principle of economy is realised by the
straight-curved. The qualities of its economy are
manifested in non-Euclidean space — spherical
and curved. The curved line is the shortest dis-
tance between the opposite poles of two spheres,
which have a common point of intersection. The
spherical curve incorporates the straight line with
its Euclidean principle of economy, and so Sterli-
gov calls it the straight-curved. Sterligov's space
is organised by a “hidden spiritual geometry”
(which cannot be measured by numbers). At the
basis of Sterligov’s spatial structure lies the prin-
ciple of the construction of space according to
the form of the Mobius strip. This idea began to
interest him in the 1940s. In general, Sterligov's
ideas from the 1960s were not separate from his
earlier thoughts about art. His thought is always
based on antinomies, and one can always sense
the presence of the not-world and the anti-world.

4. Ho, NpBMOT 1 HajBaXHMOT M3BOP Ha Teopuja-
Ta Ha Ctepauros e pyckaTa ugeja. He nomanky
BaXHO e Jleka KocmosorujaTa, A0NOJHUTENHNOT
€/1eMEHT, a/10rM3MOT 1 ,0Ha LITO € OKOJly BYepa
Ha JeHelWwHnHaTa" e AyXOBHO-CKYAMTYpPanHWOT
CBET Ha PyCKUTe MKOHM U dpecku, Tpaguumjata
Ha pyckaTa npaBoC/a1aBHa YMETHOCT, Pe/IMrno3Ha-
Ta CBECT U MOJIMTBEHMOT ,CBeTOrNe Bo Hoja".

Oz uenMoT 0BOj KOMMN/IEKCEH Pa3HOBUAEH CBET
Ha naewn, Ctepauros ja cosjaBa cBojaTa ,CBECT
3a Kyn-kynonarta“, ,0TKpUTMe 3a Kyn-KynosaHaTa
CTPYyKTypa Ha CBETOT", ,nanarta Ha Kynosu u Ky-
MoNN — 3Hayere — MOCTOeHe — CKYATypasiHu
YMETHOCTM — KOHCTPYyKUMja Ha YHMBEP3YMOT".
»CocTojbaTta Ha KynoT-KyrnonaTta e pycku ¢peHo-
MeH". Cnopeg 36oposuTe Ha [pyckuH, Ctepan-
roB ro passu ,yMETHUYKNOT MOAEN Ha CBeTOT U
aHTW-CBETOT", OBOj MOAEN e OTeNI0TBOPEH, Npey,
Cé, BO Herosute ,npobiemMaTuyHn" LpTexy.

Kora Crepanros Bo cBojaTa yMETHOCT ro BoBe/e
KOHL,eNTOoT Ha ,MOCTOeHE KyM-Kyrnosa BO CBecTa
Ha yMeTHMKOT", TOj Toa ro objacHu Baka: ,...Nno-
cTojaHa cpeaba co aHTU-cBeTOT. Ho, YoBeKOT He
MOXe Za buze HenogBUXeH 1, ABUXEjKN Ce KOH
0Baa nocTojaHa cpeAba, Toj ja HaZAMVHYBa U, LWo-
KMpaH, Haora HoBa TpaHcpopMaLimja BO ceKorall
nocebHMOT CBeT (NMPeTXOAHO Hemo3HaTU MuUcTe-
pUM Ha CBETOT), CTOBPEMEHO HAOIajKM COOABET-
HU popMM Ha U3pasyBatbe".

CTpyKkTypaTta Ha npoctopoT 3a CTepauros e ge-
dUHMpaHa co KBaZMTETUTE WTO TOj MM UMeHyBa-
e Mpu CO3/aBatbeTO Ha HEroBMOT CKyAMTypa-
NleH CBeT: ,Npec/inkyBamwe" u ,peBep3nbUnHoCT
Ha cBeTOT"; ,AMPEKTHO MHBEP3HO M KaKO KOH-
TPacT Ha OBa, 3aKOHUTE 33 MHBEP3HA He-KOWH-
unzeHumja“; ,0TCyCTBO Ha BPB U AHO 1 HMBHATA
merycebHa pesepanbunroct"; ,60ja Ha CBETOT 1
He-cBeTOT", ,aHTU-60ja"; ,MCTOBPEMEHO MOCTO-
ehe Ha HajAaseyHoTo U HajbAnCKOTO, Aaneky of
6113y"; 1, KOHEYHO, ,MPOCTOP CBPTEH 0/ BHaTpe
KOH HaABop" v ,kpajoT Ha bojaTa Ha HeBUAMM-
BMOT NoyeTok" — LTO Nnogpasbupa gBuxetrbe Ha
BOJIYMEHW U GOPMU Cropes MPUHLMUMOT Ha /IeH-
TaTa Ha Mobwuyc, un aBmxetrbe Ha 6ojaTa cnopey,
NUCTUOT I'Ipl/IHLWII'I.

JacHo e aeka LenaTa oBaa OpuUrMHanHa Tepmu-
Ho/I0rMja He MoXe Ja ce TOJIKyBa CO CTPOro /n-
HeapHa reoMeTpuja Uan Kocmosaorunja. Hamecto
TOa, Taa MMa NOeTCKO-CNKAPCKM KBAaAUTET (LITO,
ce pa3bupa, camo ro 3acusyBa HalMOT UHTepec
3a Hea). HazBop o4 cBeTOT cO3zaAeH Of yMeTHU-
KOT fl0araaT racHULM 04 TOj CBET, MOTEeHLMPajKM
ja HeroaTa peanHocT. Co nojaByBarbeTO Ha OBUE
rNacHULM, CBETOT, WTO Mpe/ Toa NoCToen camo
BO /e/10TO Ha YMETHWKOT, cera ce nepuunupa
KaKo peanieH CBeT, ,Coce/eH", HenocTojaH BO OA-
HOC Ha HaLwWoT. ,HenpeAMeTHNOT CBET Ha NpUpo-
AaTa e Aen of yHUBep3ymoT".

FoBOpejKM 33 HOBUOT AOMO/IHATENEH e/leMEeHT —
3a06neHocTa — CTepnros NoTeHLMpa Aeka npu
HEroBOTO MCTPaXyBatbe Ha JIpXKABHUOT UHCTU-
TYT 3a yMeTHMYKa KyaTypa umano v npasa (Ma-
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paboTbl B [MHXYKe cyuiecTsoBanu ogHoBpemeH-
Ho 1 npamas (y Kasumunpa Manesuya), n kpmsas
(y Bopuca dHaepa) AvHuM. Ho 3To He 6Gbina
MMEHHO Ta KpKBas, KOTOpas CTana HOBbIM Npu-
6aBOYHbIM  3/1eMeHTOM.  «YalIHO-KYMOJIbHOrO
CO3HaHMA» ele He cyuwectsosano. Cynpematu-
yeckas npamas Masesuya Bbipaxana NPUHLMN
3KOHOMWM; B YalUHO-KYMO/NbHOM NPOCTPaHCTBE
NPUHLMN 3KOHOMMUW OCYLLECTBAEH MPSAMO-KpU-
Boi. KayecTBa ee 3KOHOMHOCTM MPOABASAIOTCS
B HE3BK/IMAOBOM NPOCTPaHCTBE — CHepUUHOM
1 KpuBoNuHeiHoM. KpuBasi — camoe KopoTkoe
paccTosiH1e MeX/Ay NPOTUBOMONOXHBIMUA MOJIIO-
camu gByx cdep, UMetoLx 0bLLylo TOUKY Kaca-
Hus. Chepuueckan kpueas B6MpaeT B cebsa Kak
YaCTHbIV CAyYal IMHENHYIO NPAMYIO C ee 3BKJ/IU-
Z0BbIM MPUHLMMOM 3KOHOMUW, no3Tomy CTepau-
roB Ha3blBaeT ee NpsMO-KpuBoW. MpocTpaHcTBO
CTepanroBa opraHn30BaHO «CKPbITOW ZyXOBHOW
reomeTpuei» (HemsmepsieMon yncaom). B ocHo-
Be MPOCTPAHCTBEHHOM CTPYKTYpbl Y Bnagumupa
Crepanrosa NeXuT NPUHLMM NOCTPOEHMS MPO-
CTpaHCTBa no popme neHTbl Mebuyca; ata nges
Hayuasia MHTepecoBaTb €ro B 1940-€ ro/bl.

Maen Crepavrosa B 1960-€ roabl, Boobuie, He
6b1/111 OTOPBAHbI OT ero Mbicnew 06 nckyccrse 6o-
Nee paHHero BpemeHu. Ero mMbicab Bcerga aHTu-
HOMWYHA, 1 B Hell BCErAa olyT1MO NpUCYTCTBUE
He-Mupa v aHTU-Mupa.

LiBeT B YalHO-KyNONbHOM ObITUM, NO yTBEPXKAE-
Huio Bnagumupa CTepanrosa, Wwen oT cynpema-
TM3Ma.

OpHa 13 OCHOBHbIX Aeknapauuin Crepavrosa
AaTMpOBaHa HavasnoMm 1960-x rofos. B Hel oH
yTBepxaaeT: «f He yuuncs y KaHauHckoro u
noka HMYero y Hero He B3a... 1 yumnca y Ma-
nesuya n nocne Keagpata s noctasua Yawy».
KommeHTapuii k 3Toi geknapauun CTepanrosa,
B OMNpeAesIeHHON CTeneHu, MOXHO MONYyYUTb
n3 oteeta Hukonas WeaHoBumua Xapaxuesa
Ha Bornpoc: «Bbl cumtaete KaHAmHckoro pyc-
CKUM  XYAOXHMKOM?» — «Hemeukui, abco-
JIOTHO HM4ero obLiero He MMeIOLUI C PYCCKUM
MNCKYCCTBOM <...>. DTO My3blKa/IbHas CTUXUSA,
amopdHasi, a Pycckoe WCKYCCTBO KOHCTPYK-
TMBHO <..> OH 6bln 34ecb MHOCTpaHel. Ma-
NleBUY MHe Npo Hero kucno ckasan: “fa, Ho
OH Bce-Taku becnpesameTHuK”. Bonee Toro, oH
nepBblii becnpesMeTHUK Bbl1, HO OH BeAb BeCb
Bblle3 U3 ¢oBu3Ma. Yepes Kybu3m OH He npo-
e, No3TOMY OH He KOHCTPYKTUBEH U He nMeeT
HW4Yero obLero C PyccKUM MCKycCTBOM» (1).
Cnosa Hukonas MBaHoBmYa Xapgxunesa KpaTko
N AcHO obbACHsAIOT, nodemy CTepanroB HUYero
He B3Aa y KaHguHckoro. CTepsiMros — XyzAoX-
HUK, NpOWeAWnin Kybrusm 1 CTOALWMUIA Ha Hew,
NPUHAANIEXUT pycckoMy becnpesmMeTHOMY WC-
KYCCTBY, — «@ OHO KOHCTPYKTUBHOY.

Mocne oTkpbITUA Yawm (oHo AaTupyeTcs 9 des-
pans 1962 roga) Bnragumup Crepauros onpe-
JAeNfeT, HaxoAWUT, KOrja UMEHHO BCTasa B ero
pUCYHKe «4alla NpocTpaHcTBa». OTKpbITaa UM

Color in cup-cupola being, according to Ster-
ligov, came from Suprematism. One of Sterli-
gov's fundamental declarations can be dated to
the beginning of the 1960s: "I did not study with
Kandinsky, | have taken nothing from him, yet...
| studied with Malevich, and after the Square |
placed a Cup”. As a commentary to Sterligov's
declaration, to a certain degree, one can take
Nikolai Khardzhiev's answer to the question, *Do
you consider Kandinsky a Russian artist?” “He's
German, he has absolutely nothing in common
with Russian art [...]. His is the element of music,
amorphous, while Russian art is constructive [...].
He was a foreigner here. Malevich once sourly
spoke of him to me: ‘Yes, but he is a non-objectiv-
ist after all'. Moreover he was the first non-objec-
tivist, but he came completely from Fauvism. He
never went through Cubism, and that's why he
isn't constructive, and he has nothing in common
with Russian art” (1). Khardzhiev's words clearly
and concisely explain why Sterligov took nothing
from Kandinsky. Sterligov— an artist who passed
through Cubism and stood upon it's shoulders —
belongs to Russian non-objective art, “and it is
constructive”.

After the discovery of the Cup (dated to Febru-
ary 9, 1962), Sterligov determines when precise-
ly the “cup of space” appeared in his drawing.
Of course, he did not hide his newly discovered
form but showed his discovery to the artists close
to him. Sterligov zealously guarded the appear-
ance of the new form. In the style of Malevich
he created an atmosphere of mystery around it,
revealed only to a select few. In the autumn of
1962 Sterligov gathered around himself a new,
small circle of artists, prepared to become dev-
otees and followers, including Pavel Kondratiev,
Vladimir Volkov, and Sergey Spitsyn, and he re-
vealed to them the new form he had discovered.
In order to explain it, Sterligov introduced them
to the problematics of the State Institute of Ar-
tistic Culture, the pedagogical theory of the new
additional element. In order to do this as it was
done in the institute, he first had to explain the
entire theory to them — the five new systems in
art (Impressionism, Cezannism, Cubism, Futur-
ism, Suprematism) and the additional elements
of these movements. He explains to the artists:
“we are already in the Cup, but we must know
what prepared its appearance”.

However, most of the artists he gathered, who
were originally called on to share his idea, stop
at the earlier stages in the development of art,
concentrating on the study of disciplines preced-
ing his theory. Following the Petersburg tradition
of “creative Tuesdays” Sterligov begins to hold
them again, and the “Tuesday groves bloomed".
He defined his position with regard to young art-
ists in the following way: "I believed in the idea
that there are no teachers — everyone is equal,
everyone is an artist. [...] Pavel Basmanov thinks
my idea that there are no teachers and everyone
is an artist is a fault. But | won't renounce it, even

nesuny) v 3aobneHa (b. EHgep) imHuja. Ho, oa He
6elwe 3a061eHaTa NIMHWja LWITO Ke CTaHe HOB A0-
nonHuTteneH enemenT, ,CeecTa 3a Kyn-kynona"
cé ywre He noctoewe. CynpemaTncTuukaTa npa-
Ba /IMHKja Ha MaseBnY 13pa3syBalle NPUHLKN Ha
€KOHOMM]a; BO KyM-KyNo/IeH MPOCTOP NPUHLMMIOT
Ha eKOHOMMja Cce M3pasyBa CO 3aKpuBeHa npasa.
KapakTepuctukmite Ha Hej3snHaTa eKoHoMMja ce
MaHMbecTMpaaT BO He-eBKAWACKMOT NpocTop
— cdepuyeH 1 3akpuseH. KprBaTa e HajKpaTKo-
TO pacTojaHve nomery CrpoTuMBHUTE CTON60BU
Ha zBe cdepu Co 3aesHMYKa TOYKa Ha NPeCceKoT.
CdepuyHaTta KpvBa BKAyvyBa, Kako nocebeH
C/yyaj, AMHeapHa npaBsa IMHWja Co Hej3UHNOT eB-
KNMA0BCKM NPUHLMM Ha eKOHOMMUja, 3aToa CTep-
/MrOB ja HapekyBa 3aKpvBeHa NpaBa JMHMja.
MpocTopoT Ha CTepanros e opraHusMpaH o
»~CKpUeHa yxoBHa reometpuja" (koja He MOXe Aa
ce mMepu co 6pojkn). Bp3 ocHoBaTa Ha npocTop-
HaTa cTpykTypa Ha CTep/Mros, eXu NPUHLMNOT
Ha u3rpagba Ha NpocTopoT cropes ¢opmaTa
Ha neHTaTa Mobuyc. OBaa uzeja 3anoyHa Aa ro
MHTEpecnpa BO 1940-TuTe. Bo npuHumn, naente
Ha CTepauros of 1960-TuTe He 6ea 04BOEHMN Of
HEeroBuTe MNPETXOAHN PasMUCNyBakba 3a yMeET-
HocTa. HerosaTa mMucaa cekorall ce 3aCHOBa Ha
aHTUHOMMUM M CeKOorall MOXEe /@ Ce NoYyBCTBYBa
MPUCYCTBOTO Ha He-CBETOT 1 aHTU-CBETOT.

Bojata Bo nocToeneTo Ha Kyn-kynonaTa, cnopej,
Bnagumup Crepavros, notekHysa of, cynpema-
Tn3moT. EqHa og HajronemuTe nsjasu Ha Crepaun-
roB aTvpa o4 paHuTe 1960-Tu. Bo Hea, Toj HaBe-
AyBa: ,Jac He yyeB o4 KaHAMHCKM 1 3acera HeMam
3eMeHO HUWTO oA Hero... CTyanpas kaj Manesny
1 MO KBaAPAaToOT ro cTaBmB kynoT". KomeHTap 3a
oBaa u3jaBa Ha CTep/aMros, A0 ojpeseH CTeneH,
Moxe Aa ce Aobue oA oAroBopoT Ha Hukonaj
VBaHoBWY XapuueB Ha npawareto: ,/Jlann ro
cmeTaTe KaHAMHCKM 3a pyckn ymeTHUK?" — ,l'ep-
MaHell, WTO HeMa ancoNyTHO HMKaKBa BPCKa CO
pyckaTta yMeTHOCT <...>. OBa e My3uyKka CTUXKja,
amop¢Ha, a pyckata YMeTHOCT e KOHCTPYKTUBHA
<...>. Toj belwwe cTpaHel, oBAe. Manesny kuceno
MM Kaxa 3a Hero: ,/la, HO TOj cenak e ,Hernpes-
MeTHVK". 3ropa Ha Toa, Toj belwe npBUOT ,He-
npeAMeTHUK", KOj KOMMNETHO n3sese o GpoBu3-
MoT. Toj HMKOraLl He MOMUWHa rnpeky KybusmoT, na
3aToa He e KOHCTPYKTMBEH M HEMa HMKaKBa BPCKa
CO pyckaTa yMeTHOCT." (1). 360poBuTe Ha Xapyu-
€B KpaTKo U jacHo objacHyBaaT 3owTo CTepanros
He npes3en HMUWTO oA KaHauHckun. Ctepanros —
YMETHWK KOj o MOMMHa KybU3MoT v LiBPCTO CTOM
Ha Hero, v npunara Ha pyckata HempegmeTHa
YMETHOCT, ,@ Taa € KOHCTPYKTMBHA".

Mo oTkpuBameTo Ha KynoT (aaTtupaHo Ha g ¢eB-
pyapwv 1962 roauHa), Ctrepanros ogpesysa kora
TOYHO Ce nojasuA ,KynoT BO MPOCTOPOT" BO Hero-
BMoT LpTex. Ce pa3bupa, Toj He ja KpueLLe cBOja-
Ta HOBOOTKpUeHa GopMa, TyKy ro mokaxa CBOeTo
OTKpUTUE Ha yMeTHULUTe b6anckn Ao Hero. Ho,
Crepanros sby60MOpHO ro YyBalue rnojaByBatbe-
TO Ha HoBaTa ¢opma BO jaBHOCTa. Bo cTunoT Ha
ManeBuuy, Toj co3gase atMocdepa Ha MUCTepHja

HoBas ¢popmMa He MpPAYETCA UM, pasymeeTcs, OH
noKasbiBaeT CBOe OTKPbITUE B/M3KUM XyAO0XKHM-
KaMm. MosBaeHne HOBOW GpopMbl peBHUBO 0bepe-
raetca CrepanrosbiM. OH A€pXUT BOKpYr Hee,
Mo-MasieBUYEBCKYM, aTMOChEPY HeKOeW TaliHbl,
OTKPLITOM HEMHOrMM MOCBALWEeHHbIM. OceHbio
1962 roga Bragumump Crepavros cobpan sosne
cebs HOBbIV HEGONBLLON KPYT XyA0XHUKOB, FOTO-
BbIX CTaTb NPMBEPXEHLLAMWN 1 NOC/e40BaTENAMY,
B Ux uncno sxoauaun Masen KoHgpatbes, Bra-
anmup Bonkos, Cepreit CninubiH — ¥ NOCBATUA
UX B OTKPbITUE HOBOW $opMbl. [lnst TOro, YTObbI
0bbscHNTL ee, CTepanros BBOAWT Mx B npobe-
maTuky TMHXYKa, B nesjarornyeckyto Teoputo
HOBOro npubaBouHOro 3snemeHTa. Jins 3TOro
CHauvasna, Kak 3T1o genanocb B [MIHXYKe, oH gon-
XeH 06BACHNTL UM BCIO 3Ty TEOPUIO — MATH HO-
BeWLIMX CMCTEM B MUCKYCCTBE (MMMPECCUOHU3M,
ce3aHHW3M, Kybusm, GyTypusm, cynpemaTiam) n
nprbaBOYHbIE 371IEMEHTbI 3TUX TeueHun. Obbsac-
HAS, OH FOBOPUT XyAOXHMKaM: «Mbl yxe B Yalue,
HO AL0/1KHbI 3HaTb, Y4TO MOArOTOBU/IO ee nosB/e-
Hue».

OgHako 6ONbWMWHCTBO M3 CObpaHHbIX UM Torja
XYAOXHUKOB, W3Ha4YaNbHO MpPU3BaHHbIX pasge-
JNTb ero UAeto, OCTaHaB/IMBAIOTCA Ha NpeAblay-
WKX CTAAWSAX PasBUTUA UCKYCCTBA, KOHLEHTPU-
pYIOTC Ha M3y4YeHUWM MPEeALIEeCcTBOBABLUMX €ro
TeopuUMn AncuunavH. Onupascb Ha CylecTBy-
owyto B lNeTepbypre TpaguLmio «TBOPYECKMUX
BTOPHUKOB», CTep/nNroB HauyMHaeT MNPOBOAWTL
WX CHOBA, U «BTOPHMKM PaCLBETAIOT POLLAMMU...»;
€ro no3uLus No OTHOLLEHUIO K MOJIOAbIM XYZ0XK-
HMKaM onpeAesieHa UM CaegytoLwmnm obpasom:

«S1 AepXancs MblICIM — HeT yuuTenen — Bce
paBHbI, BCE — XYAOXHUKMU. <...> MNaBen MiBaHOBKY
(BacmaHOB) cuMTaeT, YTO BUHOBATa MOS MbIC/ib:
HeT yuuTenen, Bce — XyA0XHUKM. Ho 51 0T Hee 1
He 0TKaXyCb, XOTS He BCe ee pasymetoT. M nycTb
He pasymetoT».

XYAOXHUKOB, COBUPABLIMXCA BOKPYr Hero, no-
3BaHHbIX UM ANt TOro, YTObbl pas3AenuTb ero
nzeto (B KOTOPYIO OH NOCBALLAA Aa/eKo He BCex
XKEeNawlmx), OH HUKOTAa He HasblBas «y4YeHu-
KaMu», TONIbKO — COPaTHUKM, CMOABUXHUKN. TO
6blna «paTb», pasAensBlas «MNOABUM» UCKYC-
CTBa, MOHATOrO Kak CamMoe BbICOKOe C/yXeHWue.
CopaTtHukamn Bnagummpa CrepanroBa MOXHO
CYMTaTb, B CYLYHOCTU, HEMHOIMX, M CTOUT Ha-
3BaTb TeX, KTO 6GblIN C HUM, HO CTaan cobon —
CaMOCTOATE/IbHBIMU XY 0XKHMKaMK, CO CBOMM
LM 1 cyabboit. Ceasun ¢ Bragummpom Crep-
nurosbiM, B to6oM cayyae, oHM He yTpatuaum. K
HUM MOXHO npuuncanTsb Masna BacmaHoBa (cTo-
siwero ocob6o), Bragummpa BoskoBa n Cepres
CnuybiHa.

Cepreit CnnLbIH BO MHOFOM NPOAO/IXWUA paboTy
Bnagumupa Crepnurosa, paspabatbiBas Temy
«JIuKa v nnua», B KOTOPOW OH COBEpLIUA COb-
CTBEHHOe ¢opMasibHOe OTKPbITUE; eMy OKasa-
nacb 61m3Kka 1 Tema «3emHol U HebecHon Mpu-
poabI».

if not everyone understands it. Let them not un-
derstand”.

He never called the artists gathered around
him, called on to share his idea (far from all of
those who wanted to be initiated), “students”,
only comrades and companions. It was a “war-
rior-host”, sharing the heroic “exploit” of art, un-
derstood as the highest service. In truth, one can
only name a few comrades of Sterligoy, and one
should only count those that were with him, but
who became independent artists, with their own
identity and fate. In any case, they did not lose
their connections to Sterligov. Among these one
can count Pavel Basmanov (who stands apart),
Vladimir Volkov, and Sergey Spitsyn. Spitsyn in
many ways continued the work of Sterligov, de-
veloping the theme of “Face and Countenance”,
in which he made his own formal discovery. He
was also drawn to the theme of “earthly and
heavenly Nature”.

Pavel Kondratiev studied with Malevich,
Filonov, and Matiushin, taking a little bit from
each of them, but he never created his own form.
He lived the middle of his life, between his study
with the masters and his later work with Ster-
ligov, in modest obscurity. He was interested in
theory, and he was among those called “brains”
in the Leningrad Artists’ Union. Sterligov's
“cup-cupola” idea inspired him and gave him a
contemporary plastic form, in which he produced
a number of important works in the 1960s and
1970s. Among the best of these was his series of
Chukchi works “Akhno” — pantheistic in spirit —
and the best was his later, Christian series, “Sis-
ters of Mercy”.

When they met Sterligov, Volkov and Spitsyn
were already well-formed, successful, forty-year-
old artists. The three subsequent years of study-
ing the problems of modern art and the influence
of Sterligov’s personality completely changed
and reformed them as artists. It is difficult to
put the etchings Volkov did before 1963 next to
his later works; it seems like the work of two dif-
ferent artists. Volkov had a good, light sense of
color, tonality, and artistic taste, which he per-
fected his whole life. Cup-cupola form is reflected
in Volkov's work only indirectly, primarily in the
idea of “the movement of space according to the
principle of the Mobius strip”. After 1965 Volkov
moved away from Sterligov. From this time he
continues his now independent study of Cubism,
the works of Malevich (Suprematist works and
the works of the “peasant cycle”) and Paul Klee.
He “methodologises” them, devoting all his work
to this. As a result, his art is cold; it is filled with
beauty, but in his works there are “no events”.
Volkov limited himself to the development of
formal problems, attesting to the separation of
plastic form from its content, restricting himself
to purely pictorial forms, rejecting “thematics
and philosophy”.

OKOJly Hea, OTKPUEHa CaMO Ha HeKO/IKy oA6paH.
Bo eceHTa Ha 1962 rogunHa Ctepanros cobpa oko-
Ny cebe HOB, Man Kpyr yMETHWULM, NOATOTBEHM Aa
CTaHaT NPUBP3aHNLM 1 ClegbeHnLn, Mery Kou v
M. KoHngpaTjes, B. Bonkos u C. CNMUuH, 1 UM ja
OTKpY HOBOOTKpMeHaTa ¢opma. 3a Aa ja objac-
Hu, CTepanros ru 3anosHa co npobsemaTvkaTa
Ha JlpXXaBHMOT MHCTUTYT 3a YMETHUYKA KYATYpa,
nejarolkaTa Teopuja 3a HOBMOT A0MNOJIHUTE/IEH
e/IeMeHT. 3a ;@ ro CTOpM Toa Kako wTo belue cTo-
peHo Bo MHCTUTYTOT, Toj NpBUH Tpebalue Aa um
ja objacHu LenaTa Teopuja — neTTe HOBU CUCTe-
MW BO YMETHOCTa (MMMPeCMOHM3aM, Ce3aHn3am,
Kybusam, pyTypusam, cynpematnsam) u Aonon-
HUTeNHUTE eNleMeHTWN Ha OBWe MpaBuu. Toj UM
objacHyBa Ha ymeTHULUTe: ,Beke cMe BO KynoT,
HO MOpa Aa 3HaeMe WTO ro NoAroTBM HEroBOTO
nojasyBame".

Cenak, MOBEKETO YMETHULM LWTO M cobpa To-
raw, NpBMYHO MOBMKAHM Aa ja crogenat Hero-
BaTa WJeja, 3acTaHaa Ha npeTxogHuTe ¢pasu Ha
pa3BojOT Ha YMETHOCTA, KOHLeHTPUPajKu ce Ha
Npoy4yBareTo Ha ANCUUMNINHUATE WTO MY MpeT-
XoZ4ea Ha HeroBaTa Teopwja. Cnegejku ja Tpaau-
unjata Ha ,KpeaTmBHUTe BTOPHUUM" BO CaHKT
MeTtepbypr, CTepanroe mo4HyBa MOBTOPHO Aa
T OAPXYBa, a ,BTOPHUYHUTE Hacaaun pacuyTy-
BaaT..."; Toj ja geduHupalle cBojaTa nosumuuja
BO OZHOC Ha MJaAWUTE YMETHULM Ha CNeHNOB
HauuH: ,BepyBam Bo naejata geka Hema yuntenu
— CUTe ce eZHaKBM, cuTe ce ymMeTHUUM. [...] Ma-
Bes ViBaHoBMY BacmaHoB cMeTa Zeka 3apajm Toa
WTO HEMA YUMTENN M CUTe Ce YMeTHMLM, MojaTa
nzeja e rpeiuka. Ho, jac Hema ga ce ogpeyam og
Hea, AyPV U aKo He ja pa3bupaat cuTe. Heka He
pasbupaat".

Toj HMKOral He rv BMKalle YMEeTHULUTE WTO ce
cobpaa okosly Hero 3a Ja ja cnojesnun cBojaTa
naeja (aaneky of cuTe OHMe KoM cakaa ga bugat
MHULMPAHK) ,y4eHnLmn®, TyKy camo nctommucne-
HULM 1 NpUAPYXHULKM. Toa bewe ,apmuja" WTo
ro cnogenysalle ,MOABUIOT" 3a yMETHOCTa, cda-
TeH Kako HajBucoka cnyxba. BeylwHocT, 3a npu-
APY>XHUUM Ha CTep/aMroB Moxar Ja ce cmeTaaT
MasIkyMWHa, 1 Tpeba Aa ce cmeTaaT caMO OHue
kou 6ea co Hero, HO CTaHaa He3aBUCHU YMeTHU-
UM, CO CBOM MAEHAUTETU U CyABuHU. Bo cekoj
CNyYaj, TMe He rv 3arybuja Bpckute co Ctepau-
roe. Mery H1B Moxe ga ce B6pojaT MaBen Bac-
MaHoB (Koj ce n3asojysa), Bnagumup Boakos n
Ceprej CnvumH. CNULMH, Ha MHOTY HauuHK, ja
npoAosixu pabotata Ha Bragumup Crepawuros,
pasBuBajku ja Temata ,/IMKOT U NLLETO", BO Koja
HanpaBu cBoe (GOPManHO OTKPUTWE; Toj belue
6113y Ao TemaTa ,3eMHa 1 HebecHa lMNpupoga®.

Masen KoHgpatjes cTyampan kaj Manesuy, Ou-
NOHOB U MaTjylumnH, 3eMajKku No Masky o4 Cekoj
0/, HMB, HO TOj HMKOTaLl He co3/Aan cBoja Gopma.
Bo cpeavHaTa Ha CBOjOT XMBOT, nomery Bpeme-
TO Ha CTYAVMUTE Kaj MajcTOpUTE M NOAOLHEXHA-
Ta paboTa nokpaj Crepanros, xueeen Hesabe-
NeXNNBO M CKpoMHo. Toj bele 3avHTepecupaH

3AN

15



ABCTPAKLINA wmexayHapoaHas BbiCTaBKa abcTpakTHOrO U
B aBaHra p,a,e! 6ecnpegmeTHOro nckyccTsa XX 1 XXI Bekos

16

Masen KoHgpaTtbes noyunnca y Manesuua, ®u-
NoHoBsa 1 MaTiolwunHa, Habpas Bcero NoHeMHory,
Ho cBoeli popMmbl He cosgan. CepeauHy XW3HW,
MeXAy BpeMeHeM y4eHWs Y MacTepOB U MO3AHEN
paboTol psigom co CTepANroBbIM, OH MPOXUI He-
3aMeTHO 1 CKPOMHO. OH 6bIN1 CKJIOHEH K TEOPUH,
npuHagnexan k Tem, koro B JJOCXe HasbiBanu
«MO3roBUKM». «YallHO-KynoabHas» naes Crep-
/MroBa BOOAYLIEBW/A ero v Jana emMy naactmye-
CKY'0 COBpeMeHHY0 GOpMY, B KOTOPO OH caenas
B 1960-1970-€ roZbl MHOTO 3HAUNUTE/IbHbIX PaboT,
NyYWMMK M3 KOTOpbIX bblna ero cepus 4ykoT-
cknx paboT «AxHO», NaHTencTuyeckas no Ayxy,
1 camas Aydyllas — XpUCTUaHCKast Mo Ayxy —
nosaHaAs cepusa «CecTpbl MUIOCEPAUSY.

B rog 3HakomcTtBa co Crepaurosbim Baagnmmnp
Boskos 1 Ceprei CninubiH 66111 yKe CNoXMBLIN-
MUCA U yCnewHbIMXU COPOKAZIETHUMUN XYA0XKHN-
Kamu, TpU Noc/ieAyoWmnX roga U3yyeHus npo-
6/1eM HOBOrO WMCKYCCTBa U BAWUSHUS IMYHOCTYH
Bnagmumupa Crepamroea NOAHOCTBIO M3MEHWM
M NepecTpousin X Kak XyAoXHuKoB. OdopTbi
BonkoBa, caenaHHble 40 1963 roga, TPyAHO no-
CTaBUTb B OAWH psij C ero paboTamu nocieay-
loLLLero BpeMeHU: KaxeTcsi, YTo nepej BaMu /Ba
pasHbIX Xy 0XHWKa. Boskos obnagan xopolmm,
NlerkvM 4yBCTBOM LiBeTa, TOHa/NbHOCTEN, U XyA0-
XEeCTBEHHbIM BKYCOM, COBEpLUEHCTBYS ero BCiO
XW3Hb. YalHo-KynonbHas popma oTpaxeHa B
paboTtax BosikoBa TO/bKO KOCBEHHO, B OCHOB-
HOM, OAHON WAeel «ABUXEHUS MPOCTPaHCTBa
no npuHUMny seHTsl Mebuyca». Mocne 1965
roga Bonkos otowen ot Crepanrosa. C 3toro
BPEMEHW OH MPOAOJIXAET yXXe CaMOoCTOosTe/IbHoe
nsyyeHue kybusma, TBopyectBa Manesuya (cy-
npematuyeckmx pabot 1 paboT «kpecTbsAHCKOro
uukna») un Mayns Knee; «meTogon0orusmpyer»,
NoCBATMB 3TOMY BClO CBOK paboTy. B pesynb-
TaTe, ero NCKYCCTBO XO/IOAHOE, OHO HaMo/IHEHO
KpacoTol, HO B ero pabotax «HeT COObITUSY.
BonkoBs orpaHnunBan cebsi paspaboTkoi ToNbKO
dopmasibHbIX Npobnem, yTBepXaas OTAeNeH-
HOCTb M1ACTUYECKOM GOPMbI OT €€ COAepXKaHus,
orpaHuuvBan cebs u4McTo M306pasuUTeNbHbIMU
dopmamu, oTpULasa «TemMaTuky u puaocoduio».

APXUTEKTOHUYECKOE YKPEMJIEHUE XAOCA

TatbsAiHa HukonaeBHa [MeboBa MpUHAANEXUT K
YMCY TaNaHTAMBENLWNX PYCCKMX XYAOXKHML, XX
Beka. CMNbHAA NIMYHOCTb, YMEHWe TeopeTuye-
CKM MBIC/IUTb C KUCTBIO B pyKe, yHacseL0BaHHOe
eto oT yuuTens laBna OuaoHoBa, nNiameHHoe
N ackeTUYyeckoe OTHOLIEeHME K UCKYCCTBY OT/IU-
YaloT 3Ty YAUBWUTENbHYIO XYAOXHULY, AenatoT
ee TBOPYECTBO COBEPLUEHHO OCOOLIM SBEHMEM.
C Havana 1960-x rogos TaTbsiHa [neboBa pasge-
nmna naeto Bnagumupa Crepanrosa, He yBuges
B Hell NpoTuBOpeuns ¢ npuHumnamu Masna Ou-
JIOHOBA, KOTOPbIE CUMTaNA A5 Ce6S OCHOBHbBIMMU,
N KOTOPbIM HeYKJIOHHO C/ief0Bana BCIO KMU3Hb.
TatbsiHa [neboBa yuyacTBOBaja B CO3ZaHUM U
paspaboTke CTPYKTYPHO-MAACTUYECKUX OCHOB

THE ARCHITECTONIC FORTIFICATION OF CHAOS

Tatyana Glebova is among the most talented
Russian artists of the twentieth century. A strong
personality, an ability to think theoretically with
the brush in her hand, inherited from her teacher,
Pavel Filonov, and a fiery and ascetic attitude to
art distinguish this remarkable artist, making her
work an utterly special phenomenon. From the
beginning of the 1960s, Glebova shared the ideas
of Vladimir Sterligov, finding no contradictions
in them with the principles of Filonov, which she
considered fundamental and followed her whole
life. Glebova participated in the creation and
development of structural-plastic foundations
for the graphic language of painting. She com-
bined Filonov’s analytic method — in the form
in which she understood it — with the principles
of the new additional element, directly connect-
ed to the Suprematism of Malevich. Indeed, the
fusion of these two viewpoints, seemingly mutu-
ally exclusive teachings about art, did not come
into contradiction, but made Glebova’s art richer
and more sophisticated. At the same time, none
of her works resembles the works of Sterligov.
Glebova affirms her identity in her art. Her works
stand “face to face with nature”. She supports
and develops the idea of “organic connection” in
her own way, since her “organicism"” is originally
Filonovian (which means it is perishable). In Ster-
ligov's cup-cupola idea Glebova valued “a certain
architectonic fortification of chaos”, building
her works upon a new understanding of space.
Cup-cupola space, spherical, curved, expressed
by color, creates the spatial structure of her
works. The second important part of Sterligov’s
idea — the primary meaning of color — was ad-
opted and developed by Glebova to perfection. If
her greatest love was music, then painting, which
replaced music, became a realised possibility to
“observe the being of the universe through color”.
The works that Glebova produced in the last de-
cade of her life were completely distinctive. She
calls this period: “the free use of everything and
a view on the past with an objective evaluation”.
In many of her later works, always non-objective,
there blooms the “irrational flower of Christiani-
ty”. Her discoveries are connected to the theme
of “hidden geometry” — she unfurls it more
profoundly and finds something new in it: “fly-
ing forms” and depths of color, arising from a
“pure spiritual vision”. She uses the terms “multi-
depth” (depths, expressed by color), “multi-spa-
tiality” as an expression of “spiritual geometry”.

“The flying forms | have observed were at first
musical-plastic, coming from the movement of
the performer’s hands, combined with sonic im-
pressions. Later it became the contemplation of
interobjective forms in nature during summer
plein-air work. It was combined with the sur-
rounding geometry and became spiritual geom-
etry”.

3a TeopujaTa 1 belle mMery oHMe Kou BO YHWjaTa
Ha ymeTHMUMTe Ha JleHWHrpaZ rv HapekyBaa
»~Mo3soun®. Naejata Ha Crepauros 3a ,KynoT u
KyrnonaTta® ro vHcnvpupaile u My Aaze Mojep-
Ha ckynnTypanHa ¢opma, BO Koja TOj Hanpasu
MHOrY 3Ha4ajHu Aena BO 1960-TUTe 1 1970-TUTe.
Mery HajpobpuTe bGele HerosaTa cepuja gena
o4, YykoTka ,AXHO" — MaHTencTuyka no Ayx, a
HajaobpoTo bele HeroBaTa MOAOLHEXHA XpU-
CTujaHcka cepuja ,CecTpu Ha MunocpaneTo™.

Kora ro 3anosnaa Crepauros, Bonkos n Cnu-
UMH Beke 6ea 0poOpMeHM U yCMelHN YeTupue-
CeTroAuWHN yMeTHULM. CnefHUTe TPU FOAMHM
Ha npoyuvyBatbe Ha npobsemuTe Ha MogepHaTa
YMETHOCT 1 BINjaHMETO Ha IMYHOCTa Ha CTepau-
rOB LLe/IOCHO M CMEeHWMja U 1 pepopmMmupaa Kako
yMeTHULM. Telko e Aa ce cnopejat rpapukute
Ha Bonkos HanpaBeHu npes 1963 rognHa co He-
roBuTe Zena o4 NOAOLHEXHOTO BPeMe; ce YMHU
JeKka vmaTe /JBajua pas/iMyHn ymeTHUUW. Bon-
KoB noceZyBalle 406po, ecHO 4yBCTBO 3a 60ja,
TOHa/NNTET U YMETHUYKM BKYC, KOE rO yCOBPLUY-
Balle LesnoT cBoj XmnBoT. O6ankoT Ha kynona-
Ta ce pednekTupaie Bp3 paboTata Ha Bonkos
CaMO MH/AMPEKTHO, NPBEHCTBEHO BO MAejaTa 3a
#ABVXerbe Ha NPOCTOPOT Cropej NPUHLMMNOT Ha
neHTaTa Mobuyc". Mo 1965 roanHa, Boskos ce
oananevysa og Crepauros. Og Toa Bpeme, TOj ja
NPOAO/IXYBa CBOjaTa cera He3aBWCHa CTyAuja 3a
KybusmoT, genoto Ha MaseBuy (CynpeMaTucTuny-
KUTe Aena u genarta Ha ,CeNaHCKMOT Uukayc) n
Mon Kne. Toj rn ,meTogonorunsmnpa“, HUM nocse-
TyBajK1 UM rO LLesIMOT CBOj TPYA. Kako pesyntat
Ha TOa, HerosaTa YMETHOCT e CTyZeHa; Taa e nC-
nosHeta co ybaBuHa, HO BO HEroBuTe Zena ,Hema
HacTaHu". Bonkos ce orpaHuyyBa Ha pa3BojoT
camo Ha dopmasHuTe npobnemu, NOTBPAYBajKM
ro 0ABOjyBarbeTo Ha CKy/ANTypasHaTa Gopma o4
Hej3MHaTa COAPXMHA, OrpaHNYyBajKu Ce Ha Yu-
CTO INKOBHK PopmK, 0TdpAIajKu ja ,TemaTmkaTa
n punosodujata®.

APXUTEKTOHCKOTO YTBPAYBAHE HA XAOCOT

TaTjaHa HukonaeBHa [neboBa e eAHa o4 HajTa-
NeHTUpaHnTe pyckn ymeTHMUM og XX sek. Cu-
/IMHaTa Ha JIMYHOCTA, CnocobHocTa TeopeTcku
/a pa3MmUC/yBa CO YeTka B paka, Hac/leleHo o4
Hej3uHuoT yunten MNasen GUAOHOB 1 CTPACTHUOT
M aCKeTCKM CTaB KOH YMETHOCTa ja 0A/inKyBaaT
OoBaa HepepojaTHa yMeTHMLa M ro npasaTt Hej-
31HOTO Aenio cocem nocebHa nojaea. Og nove-
TOKOT Ha LleeceTTUTe roAMHN Ha MUHATUOT Bek,
Mnebosa ja npudaka naejata Ha CTepanros, He
r/IeAajKv BO Hea NPOTUBPEYHOCT CO MPUHLMUNUTE
Ha OUNOHOB, KOV MM CMeTa 3a OCHOBHU 1 KOU T
cNeAm LenmnoT cBoj xuBoT. [MeboBsa yyecTByBa BO
KpenpareTo 1 Pa3BojoT Ha CTPYKTYPHO-CKYANTY-
pasHWTe TeMenn Ha rpaduykuoT jasuk Ha Cau-
kapcTBoTo. Taa ro KOMOMHMpa aHaAUTUYKMOT
meToz Ha PunoHoB — BO popmaTta BO Koja ro pas-
6pa — CO NPUHLMNNNTE Ha HOBUOT AONONHUTENIEH
€/1eMEeHT, ANPEKTHO MOBP3aH CO CynpemMaTn3MoT

06pasHoOro s3bika XWMBOMUCK. AHANUTUYECKUIA
meTog ®raoHOBa — B TOM BUAE, B KAKOM XyA0%XK-
HUL@ ero NpUHAAa — OHa COeAMHUAA C NPUHLM-
namu HOBOFO MpMbBaBOYHOrO 3/1eMeHTa, Hamnps-
MYlO CBfI3aHHOrO C cynpematusmom Kasumwupa
Manesuya. CanaHne AByX B3rnsA0B, Ka3anocb
6bl, B3aMMOWCK/IIOYAOLWMX YUEHUIA 06 UCKyCCTBe,
AENCTBUTE/IbHO, HE BCTYMUJIO B NPOTUBOpEYMe,
HO YC/IOXHWAIO 1, B KOHEYHOM UTOre, oboraTnno
MCKycCTBO TaTbsiHbl [eboBoli. BmecTe ¢ Tem, Hu
oZiHa 13 ee paboT He noxoxa Ha paboTsl Bragu-
mupa Crepaurosa. TaTbsiHa MneboBa B UckyccTBe
yTBepXAaeT cebs Kak JIMYHOCTb. «JIMLOM K AnLy
C NpUPOAOH» CTOST ee paboTbl. B KoHLLe oHa npu-
XOZMT K BbIBOAY, 4TO Xy0XHMK «CaM CTaHOBUTCA
npupogom». NAelo «opraHuyeckol CBA3u» OHa
NoAAEPXMBAET M pa3BMBaET CBOeobpasHo, Tak
Kak ee «OpraHu1Ka» nsHa4anbHoO GpuoHoBCKas (U,
3Ha4uT, OHa TNIeHHa). B oTkpbITON CTepanrosbim
YalHO-KynoabHOM nAee MneboBa oueHUNa «He-
KOe apXMTEKTOHWYECKOe YKperieHne Xaoca»,
cTposi cBou paboTbl Ha HOBOM MOHWMaHWUM Mpo-
CTPaHCTBA. YalHO-KynosibHOE MPOCTPAHCTBO,
cpepuyeckoe, KpUBONMHENHOE, BbIpaXeHHOe
LiBETOM, CO3/a€eT NPOCTPAHCTBEHHYIO CTPYKTYpY
ee pabot. BTopas BaxHas uvacTb uaeun Bragu-
Mupa CTep/MroBa — nepBOCTENEHHOE 3HaYeHMe
uBeTa — 6bina TaTbsHOW [NeboBoW NoaaepxkaHa
1 pa3BuMTa B coBeplueHCTBe. Ec/in ee riaBHoOM fito-
60Bbl0 Hbl1a MY3bIKa, TO XMBOMUCH, NPULLEALLIAS
el Ha CMeHy, CTana AN Hee OCYLLEeCTBNEHHOW
BO3MOXHOCTbIO «HabtogaTh HbiTMe BceneHHom
uBetom». Te paboTbl, KoTopble TaTbAHa [ne-
6oBa cAenana B nocnegHee gecaTuneTvie cBoew
XXW3HW, COBEPLUEHHO CBOe06pasHbl. ITOT Nepros,
OHa Ha3biBaeT «CBOOGOAHOE MOJIb30BaHWE BCEM
1 B354 B NpoLusioe ¢ 06beKTUBHOMN OLLeHKOM».
Bo MHorux nosgHux ee pabotax, Bcerpa bec-
NpeAMETHbIX, LBETET «MPPaLMOHa/IbHbIV LBETOK
XpPUCTUAHCTBa». Ee OTKpbITUS CBS3aHbl C TeMOW
«CKPbITOV FEOMETPUM» — OHa PacKpbiBaeT ee
rnybxe v HaxXoAWT B Hel HOBOE: «ieTalolue
dopmbi» 1 LBETOBbIE HE34HbI, BO3HUKAOWME OT
«4YWUCTO AyXOBHOrO BUAEHUSA», ynoTpebaseT Tep-
MWHbI «pa3Hobe3gHusA» (6e34Hbl, BblpaXeHHble
LiBETOM), «Pa3sHOMPOCTPAHCTBUA» Kak Bblpaxe-
HUS «4yXOBHOMN reOMETPUM».

«JleTatoume GbopMbl, MHOIO MOAMEUEHHbIE, U3HA-
UaNbHO My3bIKa/IbHO-MAACTUYECKME, OT ABUXKe-
HUS PYK UCMOJHUTENS, COYETAIOLLErocs C 3ByKO-
BbIMW BMeyaTNeHnaMU. B AanbHeliwem nepewo
Ha nLespeHne MexnpesMeTHbIX GopM B Mpu-
poAe BO Bpems JIeTHUX paboT B naeHspe. Cove-
Tas0Cb C OKPY>KAIOLLEN FEOMETPUEN U NEPELLIO B
JYXOBHYIO F€OMETPHION».

Mpumeyanua:
1. Uut.: ManeBny B BOCMOMMHAHUAX COBPEMEHHUKOB.
M., 2004, 1. 2, c. 420.

TATbAIHA [NNEBOBA. BECMPEAMETHOCTb. 1962
TATYANA GLEBOVA. NON-OBJECTIVITY. 1962

Notes:
Malevich v vospominaniakh sovremennikov. Moscow,
2004. Vol. 2, P. 420.

TRANSLATION BY
JONATHAN BROOKS PLATT

Ha Manesuy. HaBucTuHa, dpysmnjata Ha oBue gBe
rNeAuLiTa, yyerba 3a YMETHOCTa KOM HaBUAYM
MerycebHO ce uck/ydyBaaT, He HauAoa Ha npo-
TUBPEYHOCT, TyKy ja HampaBMja yMeTHOCTa Ha
Inebosa noborata 1 nocopucTmumpaHa. Bo ncro
BPEMe, HUTY e1HO O/} Hej3UHUTE JieN1a He e CANY-
HO Ha genaTa Ha Crepauros. Mebosa ro noTep-
AyBa CBOjOT MAEHTUTET BO Hej3MHaTa YMETHOCT.
HejsnHute gena ce ,amue B Anue co npupoga-
Ta" 1 Ha KPajoT, Taa 3aKk/ayyyBa Aeka YMETHUKOT
»CTaHyBa camaTa npupoga“. Taa ja noaApxysa u
ja pa3BuBa mnzejata 3a ,OpraHcka Bpcka“ Ha Hej-
3WH HauWH, BUAEjKM Hej3MHMOT ,opraHuLmu3am" e
npeuyHO OUNOHOBCKM (LITO 3HAUM Aeka e pacu-
nave). Bo oTkpueHata naeja og Crepauros 3a
Kyn-kynona, [nebosa rnesalue ,04peseHo apxu-
TEKTOHCKO YTBPAYBatbe Ha XaocoT", rpagejku rn
cBoWTe Zlena BP3 HOBOTO pasbuparbe Ha NpocTo-
poT. MpocTopoT co Kyn u kynona, chepuyeH, 3a-
obneH, nspaseH Bo 60ja, ja cosgasa npocTopHaTa
CTPYKTypa Ha Hej3uHuTe Aena. Bropuot BaxeH
Aen o naejata Ha CTepanros — nNpUMapHOTO
3Hauere Ha 6ojaTa — belue yCBOEH 1 pa3BUeH of
Mnebosa A0 coBpLIEHCTBO. AKO HejsuHaTa raBHa
/oyboB belle MysumkaTa, Toral c/MKaTa WTo ja 3a-
MeHyBalle My3uKaTa, CTaHa OCTBapeHa MOXHOCT
+4a ro Hab/byZlyBa NOCTOEHETO Ha YHMBEP3YMOT
npeky 6ojata". [lenata wto Meb6osa rv HacavKa
BO MOC/IeZHaTa AeLeHnja 0/ XMNBOTOT Cce cocema
yHvkaTHW. OBOj Nepuog Taa ro Hapekysa: ,bec-
naaTHa ynotpeba Ha cé 1 norses BO MUHATOTO CO
objekTMBHa NpoueHka". Bo MHOry o4 Hej3uHUTe
NOAOLHEXHM Zena, cekorall HenpeAMeTHHU, LyTK
#MPALMOHANHMOT LBET Ha XPUCTUjaHCTBOTO".
HejsnHuTe OTKpUTMja ce noBp3aHM CO TemaTa
»CKpreHa reomeTpuja" — Taa nognaboko ja oT-
KpvBa 1 BO Hej3e Haora HeLWTo HOBO: ,JIeTeukmn
dopmu" 1 gnabounHu Ha 6ojaTa, Kou npousne-
ryBaaT o/ ,41cTaTa AyxoBHa Bu3nja“. Taa ru ko-
pUCTN TepMUHWUTE ,MyNTU-AnabounHa" (anabo-
UMHa, n3paseHa co 60ja), ,MyATU-NMPOCTOPHOCT"
KaKko u3pas Ha ,AyxoBHaTa reomeTpuja“.

JJleTeuknTe bopmu WTO rn 3abenexar NPBUYHO
6ea My31uKO-CKyANTypanHK, KO Joaraa o4 ABK-
XereTo Ha paLieTe Ha U3BeAyBayoT, BO KOM6MHa-
Luja co 3By4HuTe BrieyaTouu. MogouHa, Toa cTa-
Ha pasMuc/IyBatbe 3a MerynpegmeTHuUTe Gopmu
BO MpupoAaTa 3a BpeMe Ha JieTHaTa paboTa Ha
oTBopeHo. Toa belle KOMBMHMPAHO CO OKONHaTa
reoMeTpuja 1 CTaHa ZyxoBHa reomeTpuja“.

Benewku:
1. UnT.: Manesny BO MEMOApUTE Ha COBPEMEHULMUTE.
M., 2004 roauHa, c. 2, cTp. 420.

MPEBOJ O4 PYCKM HA MAKEAOHCKW JASMK
MPNHA AOHEBCKA

JIEKTOP HA MAKEAOHCKW JA3MK
3APABKO KOPBE3MPOCKM
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LWUTATDbI

BAAAWMWP CTEPNINTOB

BecnpesMeTHOCTb He TepsieT CBA3W C NpUpO-
Z0W, a abcTpakTHOE UCKYCCTBO — TepsieT.

BecnpegmetHoe nckyccteo. Ecam Hapucosath
PAAOM By TbISIKY M KBaZPaT, TO BCAKUM CKaXeT —
6yTbinka npegMert, a KBagpaT — HeT. Ecam B
Npou3BeAEeHUN UCKYCCTBA a3 HalAeT npeg-
MeT — y3HaeT. Bckui ckaxeT, 4To McKyccTBo —
npeAMeTHO. A eC/vi I1a3 He HalAeT B Npov3Be-
AEHUM NCKYCCTBA HY OAHOTO NpeAMeTa, a To/b-
KO GOPMbI, He HaMOMUHaIOLME HUKAKOM Npeg-
MeT — TO TOrZa 3TO NPOU3BeJeHNe UCKYCCTBa
Ha30BYT becnpeAMETHbIM.

OTHOWeHMe K npeAMeTy BO BpeMsi pUCOBa-
HMA, NMcbMa: A He 3Hato, YTO pucyto, nuuwy,
KaKol NpejMET, NOTOMy YTO A PUCYI, MULLY
XM3Hb NacTuyeckor Gpopmbl (0T «npegmeTa»
B «npeAmeTe»). A eC/I1 Tbl He MOXeELLb CN1e3Tb C
KOMOZQ, CYHAYKa, TO Y CUAM Ha HUX: BCE PaBHO
TOJIKY HUKAKOr O He ByzerT.

B kybuctuueckom nckycctee — B UCKYCCTBE
Kybusma — npegmeTbl, pakTypa UX NPOHMKAIOT
APYr B Apyra, He uTo nbo ele NPOHMKaeT, a
TO/MbKO NpesMeTbl. B YallHO-KynosbHOM Mc-
KyCCTBe NPOHWKaeT Apyr B Apyra camo npo-
cTpaHcTBO. LiBeT mpocTpaHcTBa B LBET npo-
CTPaHCTBa. A Npe/iMeT HUYeM He OT/IMYAETCs OT
ﬂpOHVIKHOBeHVII‘/’I. 3ameyvatoTcs ToNIbKO NPOHUK-
HOBEHWA.

Maneeuny BLIGPOCKA B APAX/I0E OKOLLKO 3aCTO-
ABLWMiAcA Mup Yenosekos — MNPEAMET.

A1 Aalo yenoBekam HOBOE ZlyXOBHOe Opyue,
4TO6bI CTapbI MUP He BJIE3 Ha3aj B Apsix/ioe
okowko. HoBsbl NpnbaBoUHbLIA 31eMeHT, Kak
0bpa3 AyXxOBHOrO AEMCTBUSA, 3aX/OMHYN ANS
npeAMeTa Jpsixoe OKOLLKO.

Mepseiiwee, rasHoe B Mickycctee — ero Cuna.
He o6pas, He cnoBO, He YyBCTBa, He olyLie-
HUA, He NpejMeT, He abcTpakuyus, He becnpeg-
METHOCTb; BCe Mepeync/ieHHoe — CBOWCTBA
BTOPOCTENEHHbIE, «HUXHME YUMHbI». [laBHOE B
MCKYCCTBE — MPUCYTCTBUE B HeM cusibl. Cna —
6oxxectBeHHa, Obpa3 Mupa cero MpPOXoAuT...
Bor obpasa He nmeeT. Mupy, BceneHHoit ye-
noseveckoi bor onpegenun npoxoxgeHve B
O6pase. OH xe, bor — 3a Obpasom, 3a npoxo-
xaeHvem Obpasza.

CITATIONS

VLADIMIR STERLIGOV

Non-objectivity does not lose the connection to
nature, but abstract art does.

Non-objective art. If you paint a bottle and
a square next to each other, anyone will say
that the bottle is an object and the square is
not. If the eye finds an object in a work of art it
recognises it. Anyone will say that art is objec-
tive. But if the eye does not find a single object
in the work of art but only forms that do not
recall any object, then this work of art will be
called non-objective.

The attitude to the object while drawing, paint-
ing: | don't know what | am drawing or painting,
what object, because | am drawing, painting
the life of plastic form (from the “object” in the
“object”). And if you cannot climb down from a
chest or trunk, then sit on it: all the same there
will be no sense in it.

In Cubist art — the art of Cubism — objects,
their textures, penetrate one another, not
something or other penetrates, but only ob-
jects. In cup-cupola art space itself penetrates
one another. The color of space into the color
of space. And the object differs in no way from
these penetrations. Only penetrations are no-
ticed...

Malevich threw the stagnant world of human
beings — the OBJECT — out the dilapidated
window.

| give people a new spiritual weapon, so the old
world cannot climb back through the dilapidat-
ed window. A new additional element, like an
image of spiritual action, slammed the dilapi-
dated window shut for the object.

The primary, most important thing in art is its
force. Not the image, not the word, not feelings,
not sensations, not the object, not abstraction,
not non-objectivity; all of these things are sec-
ondary characteristics, “lower ranks”. The most
important thing in art is the presence of force in
it. Force is divine, the image of this world pass-
es by... God has no image. God determined the
passage to the world, to the human universe in
the image. But He, God, is beyond the image,
beyond the passage of the image.

LUTATHU

BAAAWMWUP CTEPNINTOB

HenpeameTHocTa He rybu KOHTaKT co npupo-
AaTa, a ancTpakTHaTa yMETHOCT rybu.

HenpeameTHa ymeTHOCT. AKO HaupTaTe Wwulle
1 KBaApaT A0 Hero, Torall CUTe Ke peyaTt — Wu-
WeTOo e npeAMeT, a KBaApaToT He e. AKO OKOTO
Hajae NpeAMeT BO YMETHUYKOTO Aeno, Toa ro
npenosHaBa. Cekoj Ke peye Jeka yMeTHOCTa
e npeameTHa. Ho, ako OKOTO He Hajae HUTY
efleH MpeAMeT BO YMETHWYKOTO Aeno, TyKy
camo GOpMM KOU He MOTCEeTyBaaT Ha HUTY eZleH
npeAMeT, TOrall 0Ba yMETHUYKO A0 Ke ce Ha-
peye HenpeAMETHO.

CTaBOT KOH NpeAMeTOT Npu LpTatbe, CnKarbe:
He 3HaMm LITO LpTaM WK CANKaM, KOj NpesMeT,
3aToa LWTO LpTaMm, 3aToa LUTO ro C/IMKaM XMBO-
TOT BO CKy/INTypanHa dopma (og ,npesmer" BO
Jnpeamet”). N ako He mMoxeTe Aa ce CMMHeTe
AONY OJ, CaHAAKOT WAW KyTujaTa, Torawl cej-
HeTe Ha HUB: Cee/lHO, BO TOA HeMa Ja HajaeTe
cMucon.

Bo kybucTMukaTa yMETHOCT — yMETHOCTa Ha
Ky6l/I3MOT — NpeAMeTUTe, HUBHUTE TEKCTYpu
npogupaat mMery cebe, He NPOAMPA HULLTO ApY-
ro, Tyky camo npeametute. Bo ymeTHocTaTa
Ha Kyn-KynosaaTa, caMMoT YMETHUYKN NPOCTOp
npoaupa egeH Bo apyr. bojata Ha npocTopoT
BO 60jaTa Ha NpocTopoT. M npeaMeTOoT BO HMKO]
CNyyaj He ce pas3snkyBa o4 osue npogopu. Ce
3abenexyBaaT caMo NpoAmMpatrbarta...

Manesuny ro ncpam 3aCcTOEHUOT CBET Ha YO-
BeukuTe 6butHja — NMPEAMETOT — npeky go-
TpaeHWoT nposopell. VIm 4aBam Ha NyreTo HOBO
AYXOBHO Opyje, Taka WTO CTapuOT CBeT Aa He
MOXe /@ Ce MUCKauu Haszaj HU3 A0TpaeHWoT
nposopet|. HOBMOT A0OMNONHNTENEH eNeMeHT,
KaKO C/IMKa Ha AyXOBHOTO /lejCTBYyBatbe, o 3a-
TBOPM TPOLIHMOT NPO30peL, 3a NpesAMeToT.

MpumapHaTa, HajBaxHa paboTa BO yMeTHO-
CTa e Hej3nHaTa cuna. He cimkarta, He 360porT,
He 4yBCTBaTa, He CEH3aLUUTe, He MpeAMeToT,
He ancTpakuujaTa, He HernpesMeTHOCTa; CuUTe
oBve paboTu ce crnopeAHU CBOjCTBA, ,MOHUCKN
pegosu". [naBHa paboTa BO yMeTHOCTa e Mnpu-
cycTBOTO Ha cuna. CunaTa e boxecTBeHa, C/mn-
KaTa 0/, 0BOj CBET NOMMHYBA... bor Hema cavka.
Bor ro ogpeAn NpeMUHOT KOH CBETOT, KOH Yo-
BEUKMOT yHMBEp3yM co camkaTa. Ho, Toj, Bor, e
Hag, c/vMKaTa, Haj NPEMUHOT KOH CanKaTa.

LBET

Bnaro kBagpata Manesuya. KBagpart, YepHbiit
KBaAPaT, OKPYXEHHbIN Kymo/AbHLIM MWUPOM,
ecTb 61aro Npupoabl YepHoro ugeta. a5 Tem-
HOW AylK, MpeacTosieln nepes KBaApaToM,
KBajpaT ecTb TeMHas 6e3gHa. U TemHas Aywa
TpeneLeT nepej CBOe TEMHOTOW, APOXUT OT
CTpaxa 1 BCIO BUHY B TOM MOJIaraeT Ha YepHbIN
KBaZpaT. A Ha CaMOM Jefie pajoCTb B YEPHOM
uBeTe KBaZpaTa rpaHuL, He umeeT. [lanbHel-
Lee BpeMsi OKpYy>aeT paZoCTb YepHOro LBeTa
kBagpaTta. opMmbl YalHO-KYNOIbLHOrO CO3Ha-
HUA noAbIMaloT 6oraTylo Urpy C pagocTblo
yepHOro LBeTa kBagpaTa. KBagpat He ocTancs
OZMHOK.

YucToTa LBeTa 0cobeHHo BaxHa. YncToTa use-
Ta 3aBUCUT OT BHYTPEHHEN AyXOBHOM YNCTOTHI,
TO ecTb paboTa ¢ LBEeTOM ecTb Takxe 1 paboTa
HaZ, OYMLLEHMEM CBOEro BHYTPEHHEro COoCTo-
AHUA. YNCTBIN LBET — 3TO LBET, KOTOPbIN 6bi/
OpraHv3oBaH, 6bl1 B KOJIOpPUTE W BbIWEN W3
HEro ¢ BOCMOMUWHAHWEM.

YepHblli LBET M 3Ha4yeHMe YepHOro LBeTa.
YepHbIlt LBET HUKOMAA He CANYXWUI U He MOXeT
CNYyXuTb Tonbko ¢oHoM. «McnaHus — yep-
HbI LBET, OKPYXaloWMi pacnaTne, HasbiBa-
toT $oH». YTObbI Kak-To onpesennTb. YepHsii
useT Micnanum go nocnegHero nosta — lapcuna
Jlopku — nmeeT 3HaueHwue. Mo3ToMy ocobeHHo
3HauMTesIeH YepHbIi LIBET B OKpYXatoLei reo-
mMeTpum. HepHbIi LiBET COBCEM He 0653aTeNbHO
HeceT B cebe yHbIHWe 1 ropeub, HeT. OH HeobbI-
YaMHO cogepxaTesieH, YepHbI LBeT. Hanpu-
Mep, UCMaHCKMI YepHbIV LiBET U YepHbIN LiBET y
Mukacco paboTaloT NpekpacHO 1 COBEpPLIEHHO
no-pasHomy.

Benbliii LBET ceityac 1 BO BpeMeHW. besbili LiBeT
[Jenakpya, UMNpeccuoHUcToB, GOBUCTOB, Ky-
6uctos v 6enbi LBET cenyac.

Benbilt uBeT MoHUapoBoii 1 /lapnoHoBa.

Benbili uBeT cynpematuama. benbiit uet Aei-
CTBYET MUCTUYECKM.

Tonwa MupoBoro LBeTa, ybeanuTenbHo roka-
3aHHaa Knogom MoHe B «PyaHckunx cobopax»,
CesaHHOM (ntobasi paboTa) M, KOHeYHO, pyc-
CKOW VMKOHOW — OCTaHaBJ/IMBaeT BCTPeYy U30-
6pasuTenbHbIX MOHATUWA UM TeMm, ycTpauBaeT
LiBETOBOE MPOCTPAHCTBO, @ OHO eCTb AencTBUE
MOASt ZyXOBHO-HPABCTBEHHbIX cua. W BuAHO
cpasy, rAe BMeCTO 3TOro NnoJjis eCTb KyCOK XO/1-
CTa, Ha KOTOPOM NPOCTO Ba/ISIOTCA pa3Hble Kpa-
CKN.YTO OHM AenatoT — KTO ux 3HaeT! Ha camom
Xe fese KaxAbli aToM NPOCTPaHCTBa TBOEro
XO/ICTa ecTb HecKoHeYHoe npoucLIecTBMe BO
BceneHHoMn. Tak He nopTu ee...

COLOR

The blessing of Malevich's square. The square,
the black square, surrounded by the cupola
world, is a black blessing of nature. For the dark
soul, standing before the square, the square is a
dark abyss. And the dark soul trembles before
its darkness, shakes from fear and places all the
blame for this on the black square. But, in fact,
the joy in the black color of the square knows
no boundaries. The joy of the square’s black col-
or surrounds all subsequent time. The forms of
cup-cupola consciousness strike up a rich game
with the joy of the square’s black color. The
square did not remain alone.

The purity of color is especially important. The
purity of color depends on inner spiritual purity,
that is, the work with color is also work on the
purification of one’s inner state. Pure color is
color that has been organised, which was part
of a color scheme and left it with remembrance.

The color black and the meaning of the color
black. The color black never served and cannot
serve as a mere background. “Spain — the color
black, surrounding the crucifixion, is called the
background”. To define it somehow. The black
color of Spain before the last poet — Garcia
Lorca — is significant. For this reason the color
black is important in the surrounding geome-
try. The color black does not necessarily imply
gloom and sorrow, no. It is incredibly rich in
content, the color black. For example, Spanish
black and Picasso’s black work wonderfully and
in completely different ways.

The color white now and over time. The white
of Delacroix, the Impressionists, Fauvists, Cub-
ists, and white now.

The white of Goncharova and Larionov. The
white of Suprematism.

The color white acts in a mystical way.

The thickness of world color, convincingly
shown by Claude Monet in the “Rouen Cathe-
dral” series, by Cezanne (in any work) and, of
course, in Russian icons halts the meeting of
visual concepts and themes, organises color
space, and this is the action of the field of spir-
itual-moral forces. And it is immediately visi-
ble where in place of this field there is a piece
of canvas, on which different colors are sim-
ply sprawled. What are they doing — no one
knows! In actual fact, on every space of your
canvas there is infinite happening in the uni-
verse. So don't ruinit...

BOJA

BnarocnosoT Ha kBagpaToT Ha Manesuy. Ksa-
ApaT, LLpHWOT KBaZpaT ONKPY>XeH CO CBETOT Ha
Kyrnonata, e LpH 6aarocnos Ha npupogarta. 3a
TeMHaTa Zylla Koja CToM npej KBajpaToT, KBa-
ApaToT e TeMHa be3gHa. M TemHaTa Aywa Tpe-
nepu npeJ cBojaTa TEMHWHa, Ce Tpece 04 CTpaB
1 33 CeTO TOa ro 0bBMHYBa LpHMOT KBaApaT.
Ho, BcywHocT, pagocTa 3a LpHaTa 60ja Ha KBa-
ApaToT HeMa rpaHuum. PagocTa 3a LpHata 6oja
Ha KBa/ZpaToT ro OMnKpy>yBa L,esI0To nocie0-
BaTesiHO Bpeme. DopmuTe Ha ,Kyn-KynosiHaTa
cBecT" npegun3BuMKyBaaT boraTta Urpa co pago-
cTa 3a upHaTa 6oja Ha kBagpaToT. KBagpaToT
He OCTaHyBa caM.

YucroTaTa Ha 6ojaTa e ocobeHo BaxHa. YucTo-
TaTa Ha 60jaTa 3aBWUCM O/ BHATPeLLHATa fyXOB-
Ha uNCTOTa, WITO Ke peye, paboTereTo co 6oja e
1 paboTa Ha NPOYMCTYBaHETO Ha BHATpeLUHaTa
cocTojba. Yucrata 60ja e 6oja wro 6una opra-
HU3MpaHa, 61na Aen o4 KOJOPUT U U3NierNa Of,
Hero 3anamereHa.

LipHaTta 6oja u 3HaueweTo Ha LpHaTa boja.
LipHaTa 60ja HMKorall He cayxena U He Moxe
Aa nocyxu kako obuyHa nosaguHa. ,LlUnaw-
ckata — upHaTta 6oja okosny pacneTtuerto, ce
HapekyBa nosaguHa“. [la ce gedpuHupa Heka-
Ko. LipHaTa 60oja Ha LLinaHuja Ao nocnegHuoT
noet — lapcuja Jlopka — MMa 3Hauetbe. 3aT0a,
LipHaTa e 0cobeHo 3HauajHa BO OMKPYy>yBakbe-
TO Ha reometpujata. LipHaTa 6oja He mMopa Aa
HOCM TeMHWMHa U Tara, He. Taa, LupHaTa 60ja, e
HeBepojaTHO boraTa co coapxuHa. Ha npumep,
LnaHckata LpHa boja v LipHaTa 60ja Ha Mukaco
coBpLUeHO GpyHKLMOHMPAaT Ha COCEM Pa3/inyeH
HauuH.

Benara 60oja cera v Bo TekoT Ha BpemeTo. Bena-
Ta Ha /lenakpoa, MMNpecMoHncTuTe, GoBUCTU-
Te, KybuctuTe 1 6enata cera.

Benata 60ja Ha loH4YapoBa v JlapnoHoB.

Benata Ha cynpematusmor. benata 6oja geny-
Ba MUCTUYHO.

[JlebennHata Ha 6ojata Bo cBeToT, ybeaamso
npukaxaHa o Knog MoHe Bo cepujata ,KaTe-
Apanata PyeH", og Ce3aH (Bo koe 6uso geno)
1, CeKaKo, BO PyCKMTe MKOHW ja 3anupa cpeaba-
Ta Ha BU3yeNHUTE KOHLENTU 1 Temu, ypeaysa
oboeH nNpocTop, a Toa e ZejCTBO Ha NONEeTO Ha
AYXOBHO-MOpasHuTe cunn. W, BegHaw ce rne-
Ja Kaje Ha MeCTOTO Ha OBa MoJsie MMa napye
NAaTHO, Ha KOe eAHOCTaBHO Ce pacnpcHyBaaT
pasnnyHu 6ou. WTo npaBat — koj3Hae! Beyw-
HOCT, CeKoj NpOCTOP 0/ BALLETO MIaTHO e bec-
KOHeYHO CnydyBare BO YHMBep3yMoT. 3aToa,
He ro yHULITYBajTe...
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OAVH XyAOXHUK BUAMUT Yrosl B MPaBOM HW3y
MJI0CKOCTHM, 3aKpaleHHbIN ronyboi Kpackom.
Apyroit XyAOXHWUK oliyliaeT MUpOBOe Npo-
CTpaHCTBO, ronybon pan uamn agosy 6esgHy
KPaCHOrO OrHs.

LiBeToBble 6e3aHbl. Be3aHbl LBeTa. besgHa —
Be4YHOCTb ocnoga boxusa.

Jloruka 6ecLl,BeTHaﬂ. U'BeTOBaFI loruka.

B ualHO-Kyno/sbHOM MWCKycCTBE MNpPOHUKAET
ApPYr B Apyra camo NpoCTPaHCTBO, LBET Mpo-
CTPaHCTBaBLBETNPOCTPAHCTBA, aNpesgMeT<...>
HUYeM He OT/IMYaeTCsl OT NPOHVMKHOBEHWN. 3a-
MEYatoTCs TONbKO MPOHUKHOBEHWS. .

XyBoXHWK: Habogato 6biTue BceneHHol B
usere.

OcobeHHo, Korga nuwy KapTuHy — Habaoge-
Hue 6bITNA BceneHHOM LBETOM.

OAHV PUCYIOT 3eMHOE C YyBCTBOM, APYrue Bbl-
TecHsIloT ero abcTpakumei, HO CHacT/IMBLI Frap-
MOHWYHO CoYeTalolme 1 To, U Apyroe.

3anwucu B. B. Crepavrosa Bocnpon3BoaATca No usga-
HUIo: LLlecmHadyame namHuy: Bmopas 80aHA AeHUH-
2padckozo asaHzapda // Experiment / SKcnepumeHT:
MypHan pycckoit KyabTypbl. / — LA, USA. — 2010. —
Ne 16. B 2-x u.

NYBANKALMA M NMOATOTOBKA TEKCTA:
EJNJEHA CNULUBbIHA

One artist sees the corner in the bottom right of
the plane, painted in light blue. Another artist
senses global space, light blue paradise or the
hellish abyss of red fire.

Colored abysses. Abysses of color. The abyss is
the eternity of the Lord God.

Colorless logic. Colored logic.

In cup-cupola art, space itself penetrates one
another, the color of space into the color of
space, and the object [...] differs in no way from
penetrations. Only penetrations are noticed...

Artist: | observe the being of the universe in
color.

Especially when | am painting a picture — the
observation of the being of the universe in col-
or.

Some paint the earthly with feeling, others
crowd it out with abstraction, but those who
harmoniously combine one and the other are

happy.

The notes of V. V. Sterligov are reproduced from
Shestnadtsat’ piatnits: Vtoraia volna leningradskogo
avangarda, Eksperiment: Zhurnal russkoi kul’tury (Los
Angeles, 2010), Vol. 16.

PUBLICATION AND PREPARATION OF THE TEXT BY
ELENA SPITSYNA

TRANSLATION BY
JONATHAN BROOKS PLATT

EsfeH yMeTHMK rneza aron Bo JONHUOT jeceH
Ae/l Ha NOBPLUMHATA HAC/IMKaH CO CBET/IO CUHA
6oja. [lpyr yMeTHUK 4yBCTBYBa rnobaneH npo-
CTOp, CBET/IO CMH paj uau nekosHaTa 6esgHa Ha
LipBEeH OraH.

O6oeHa 6e3sHa. BesgHa og 6ou. BesgHata e
BeYyHOCTa Ha [ocnog Bor.

BesbojHa noruka. OboeHa noruka.

Bo kyn-KynosiHaTa yMeTHOCT, CaMMOT NpOCTop
npoaupa egeH Bo gpyr, 6ojata Ha npocTopoT
Bo 60jaTa Ha MPOCTOPOT, a NPeAMETOT <...> He
ce pas/iMKyBa og npogupatbata. Ce 3abenexy-
BaaT caMo NpoAopuTe...

YMeTHMKOT: Jac ro rneAam NoCTOeHeTo Ha YHU-
Bep3yMoT Bo 60ja.

OcobeHo kora cankam cavka — ro raejam no-
CTOerEeTO Ha YHMBep3yMoT Bo 60ja.

Hekou ro camMkaaT 3eMHOTO CO Y4yBCTBO, ApYru
ro npenosiHyBaaT €O ancTpakuuja, HO CPeKHM
Ce OHMe KOV XapMOHWYHO ro KOMBUHMpaaT ef-
HOTO CO APYroTo.

3anucuTte og B. B. CTepauros ce penpoayLmpaat o,
nybnukauwjata: LLlecHaecem nemoyu: Bmop 6paH Ha
JleHuHepadckama asaHeapda // Experiment / Ekcnepu-
meHT: CnuncaHue Ha pyckaTa kyatypa. / — J1A, CAL. —
2010. — bp. 16. Bo 2 aena.

OBJABYBAHE N MOATOTOBKA HATEKCTOT:
ENJEHA CNUUWNHA

NMPEBOJ O4 PYCKM HA MAKEAOHCKW JASMK
MPNHA AOHEBCKA

JNEKTOP HA MAKEAOHCKW JA3UNK
3APABKO KOPBE3MPOCKMW

KOPEKTOP
KOPHENWNJA KOHECKA

O BECNMPEAMETHOCTMU

TATbAHA TNEBOBA

MN306pasuTesibHoe UCKYCCTBO HAZO0 HAyumMTbCs
BOCMPUHUMATL HEMOCPeACTBEHHBIM BUAEHUEM
bopM 1 uBeTa, OTB/IEKAsACH OT NUTEPATYpPHOro
cogepxaHus. Torga KauyecTBo MNpOU3BEAEHUS
onpegensieTcs BepHee. JluTepaTypHoe coaep-
aHve MOXHO BOCMPUHMMATb BTOPUYHO — ANS
onpeAeneHns CTUAUCTUYECKUX CBOWCTB U duo-
codCKOro CMbICAa.

YesnoBekK, 3pUTeNIbHO YyBCTBYIOWMIA 1 MOHMMAat0-
LMt HOBOE UCKYCCTBO, MO HOBOMY BOCMPUHUMA-
€T 1 NpoLLNoe UCKYCCTBO, BMIOTb A0 €ro UCTo-
KoB. Be3pasIMyHO — nNpeAmeTHOE U3obpaxeHue
nnm 6ecnpegmeTHoe. PurypaTtneHoe unu Hedpu-
rypatvBHoe. Tak Ha3blBaeMoe «abcTpakTHoe»
WAV TaK Ha3bIBAEMOE «PeaNCTUHECKOe.

XyAoOXHUK BCerga abcTparvpyer, nmes 4yBCTBO
Bbl6Opa. XyA0XHVK BCerga peanmncT, Tak kak bec-
npeAMeTHOCTb Takas e Halla PeasbHOCTb, Kak
1 NpeAMETHOCTb.

Asbik abcmpakyuu (TepMyH KaHAMHCKOrO), Yu-
cmoll abcmpakyuu (TepmmH QuioHoBa), bec-
npedmemHocmu  (TepMuH  Manesuya) AaBHO
MOHATEH, TaK e, KaK A3blK BCeX NpeAMeTHO-dU-
rypaTUBHbIX BUAOB: MPUMUTUBA, «Peasn3man,
CUMBOAWKM, CTUAM3aLMK, doTorpadusma.

BaxHO — umncTble an MbIC/IX, 4YBCTBa U COCTOA-
HUA BbIPaXatoTCA Ha 3TOM A3blKe UAN BHYTPEH-
HAA rpAasb.

EcTb cTpacTh 3emHble, ecTb cTpacTu HebecHble.
CTpacTvi 3eMHble BeAYT K rpexam, CTpacTui Hebec-
Hble K ouuLLeHmto. [lnst oumnLLeHust HyxHa paboTa
BMOCTOSIHHOW COCPeA0TOYEHHOCTU Ha BHELLHUX U
BHYTPEHHMX NPOSABAEHUAX AYXOBHO-HPABCTBEH-
HoW cylwHocTn. Camoe BbICOKOE WCKYCCTBO —
pe3ysnbTaT 3ToM paboTbl. BbipaxeHue 3eMHbIX
cTpacTeit BegeT K «be3ymcTBY rnbesibHONM cBO-
604b1» (1). OHO MOXET 6bITb MOPOM TaNAHTANBO U
yB/leKaTe/IbHO, HO BCErAa HaxoAMTCS Ha HU3LLEM
YPOBHE 1 6eCKpbINO TAHET BHU3 (2).

PasHuua Mexay abcTpakTHOM XMBONUCHIO 1 Bec-
NMpeAMETHOM <...>.

EecnpegmeTHaﬂ XXnBonncCb BoONAOWaeTca OT
Bbiclinx BCeNeHCKMX 3aKOHOB.

A6CTpaKkTHas XMBOMUCbL eCTb OTBJIEYEHME OT
npeameTa B CWJly BHYTPEHHUX MepeXuBaHWUM
(4yBCTB) XyAOXHMKA.

AB6CTpaKTHas XMBOMMUCh SKCMPECCUOHNCTUYHA.
BecnpemeTHas apxmMTeKTOHMNYHa.

Ha 3anage 1ckyccTBOBeAbl 3TOM pasHuULLbI He ge-
NatoT, y HKX BCe abcTpakums.

BbiClune BceneHcKmne 3aKoHbl MO3HAKTCA XyA0XK-
HUKOM MHTYUTMBHO. IMOL UM NOAUYMHEHbI Pa3yMy
M lyXOBHOCTU.

Mpu abcTpakTHOM >MBOMMCUM Toxe paboTaer

ON NON-OBJECTIVITY

TATYANA GLEBOVA

We must learn to understand visual art through
the direct perception of form and color, ignoring
literary content. In this way the quality of the
work can be determined more effectively. Liter-
ary content can be recognised secondarily — for
the definition of stylistic characteristics and phil-
osophical meaning.

The human being, approaching modern art with
vision and understanding, also perceives the art
of the past in a new way, all the way back to its
origins. It makes no difference whether the im-
age is objective or non-objective. Figurative or
non-figurative. So called “abstract” or so called
“realistic”.

Having a sense of choice, the artist always ab-
stracts. The artist is always a realist, since our
reality is as much non-objectivity as objectivity.
The language of abstraction (Kandinsky’s term),
pure abstraction (Filonov’s term), non-objectivity
(Malevich's term) has long been understood, just
as the language of all objective-figurative forms
has: primitivism, “realism”, symbolism, stylisa-
tion, photo-realism.

What is important is whether this language ex-
presses pure ideas, feelings, and states or inter-
nal grime.

There are earthly passions, and there are heavenly
passions. Earthly passions lead to sin; heav-
enly passions lead to purification. For puri-
fication one must work with constant focus
on external and internal manifestations of
the spiritual-moral essence. The highest art
is the result of such work. The expression of
earthly passions leads to the “madness of ru-
inous freedom” (1). It can sometimes be tal-
ented and entertaining, but it always lies
heavy on the lower level and pulls one down (2).
The difference between abstract and non-objec-
tive painting [...].

Non-objective painting comes into being from
higher universal laws.

Abstract painting is abstraction away from the
object through the internal experience (feelings)
of the artist.

Abstract painting is expressionistic.
Non-objective painting is architectonic.

In the West, art historians do not make this dis-
tinction, for them everything is abstraction.

Higher universal laws are always grasped by the
artist intuitively. Emotions are subordinated to
reason and spirituality.

Intuition is also at work in abstract painting, but
here the entire material-mental-spiritual com-
plex takes part. It has an individual character.

3A HENMPEAMETHOCTA

TATJAHA TNEBOBA

JlukoBHaTa YMETHOCT MOpa Aa Ce Hayuu Aa ce
nepuMnupa AMPEeKTHO Mpeky cornejyBarbe Ha
dopmuTte 1 boute, ognanedyBajku ce oA -
TepaTypHaTa COApXMHa. Toraw KBa/jMTeToT Ha
AeNoTo ce onpeAenyBa MOBUCTUHWTO. JluTe-
paTypHaTa CoApXWHa MOXe ga ce nepuunupa
CeKyHAapHO — 3a Ja ce yTBpAaT CTUACKUTE
cBOjCTBa U $GUN030CKOTO 3HAYEE.

YoBek KOj BM3yenHO ja YyBCTBYBa W ja pasbupa
HOBaTa YMETHOCT, Ha HOB HaYMH ja Nepuumnmpa u
MMHaTaTa YMETHOCT, NMOYHYBAjKMU Of HEej3nHUTE
ussopwu. bes pasnnka —ganm ce pabotu 3a cavka
Ha HeKoj NMpeAMeT UK 3a cnka 6e3 KOHKpeTHa
dopma. OurypaTueHa nam HedpurypaTtvsHa. Ta-
KaHape4eHaTa ,peasHa" WAM TakaHapeyeHaTa
»ancTpakTHa".

YMETHMKOT ~ cekorawl — ancTpaxupa, WMajKku
UyBCTBO 3a M360p. YMETHMKOT e ceKkoralw pe-
a/mcT, buzejkn HalwaTa peasiHoCT UCTO Taka e
Henpe/AMeTHa, Kako 1 06jeKTUBHOCTa.

JasukoT Ha anctpakumjata (TepmmH Ha KaH-
AMHCKM), YMcTaTa ancTpakumja (TepmuH Ha Qu-
JIOHOB), HenpeAMeTHOCTa (TepMUH Ha Manesuy)
ce oAaMHa pa3bpaHu, UCTO KaKo U jasuKOT Ha
cnTe 06jeKTHO-GUrypaTUBHU GOPMU: MPUMU-
TMBaTa, peanusmoT, cumboaukaTa, CTUU3MU-
pareTo u poTorpadckaTa yMeTHOCT.

BaxHO e fann Ha 0BOj ja3nk ce M3pasyBaaT uu-
CTUTE MUCAK, YyBCTBATa U COCTOj6MUTe UK BHAT-
peliHaTa HeYncToTHja.

MocTojaT 3emMHM cTpacT, MMa U HebecHu
cTpacTh. 3eMHUTe CTpacTM JoBeJAyBaaT Ao
rpeBoOBM, CTpacTuTe HebecHW BOAAT KOH Mpo-
4nCTyBakbe. 3a NPOYUCTYBatbe € HEOMXOAHO Aa
ce paboTu Bo nocTojaH GpoKyC Ha HaZBOpeLHUTE
n BHaneuJHI/ITe MaHI/I¢eCTaLU/IVI Ha ,qyxoaHaTa n
MopasiHaTa CylTuHa. Pe3ynTat Ha oBa e HajBu-
cokaTa yMeTHOCT. M3pasyBarbeTo Ha 3eMHUTe
cTpacT gosedyBa AO ,JYAUNO Ha rubesnHata
cnoboaa" (1). MoHekoraw Toa Moxe ga 6buge
TaNeHTUPaHO ¥ GaCUMHAHTHO, HO CeKorall e Ha
MOHUCKO HWMBO M Kako nTuua 6e3 kpuaja Baeve
Hagony (2).

PasnvkaTta nomery ancTpakTHOTO W Henpea-
MeTHOTO C/IMKApPCTBO <...>.

HenpeAMeTHOTO CIMKapPCTBO e 0TE/I0TBOPEHO O/
HajBUCOKMTE YHUBEP3a/IHW 3aKOHMU.

ANCTPaKTHOTO C/IMKApCTBO € OBpaKatbe 04
TemaTa 3apajAu BHATPELWIHUTE JO0XWUBYBakba
(4yBCTBa) Ha YMETHUKOT.

ANCTPaKTHOTO C/AMKAPCTBO €  eKCMPEeCUOHW-
CTUYKO.

HeﬂpeAMeTHOTO C/INKapCTBO € apXUTEKTOHCKO.

Ha 3anag, uctopuyapuTe Ha yMeTHOCTa He ja
npaBaT OBaa pasnvka, TMe MM KaacupuumpaaT u
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MHTYULMSA, HO y4aCTByeT BeCb KOMM/IEKC MaTepu-
a/IbHO-AYLIEBHO-AyXOBHbIA. OHa HOCUT MHAMBU-
AyanbHbli XapakTep.

Mpu BecnpeAMETHOM XUBOMUCU UHAUBUAYA b-
HOCTb NOAYMHEHa BbICLUMM MUPOBbLIM 3aKOHaM (3).

PaCCMOTpVIM TPW NOHATUA, onpejenaromne Ho-
Bbleé Te4eHNA B UCKYCCTBE:

abcTpakuoHnsm
6ecnpesmeTHOCTb
HedUrypaTUBHOCTb

ABCTPAKL WA — omsnaeyeHue: noHATMe camoe
obuee n wupokoe. OHO coAepxuT B cebe Bce
BU/AbI U306pasnTeNbHOrO UCKYCCTBA, Tak Kak Xy-
JOXHVKa, KOTA@ OH PUCYET, BCErAa HeUTO OTBJIe-
KaeT OT BUAMMOIO AU OT Nepexmsaemoro. Ab-
CTPaKTHOE UCKYCCTBO MOXET ObITb OTBJIEYEHHO
npeAMeTHbIM, MOXeT BbiTb OTB/IEUEHHO A0 bec-
npeAMeTHOCTM Budumol n Ao becnpesMeTHOCTH
Hesudumol, TO eCTb U3HYTpU n30bpeTaemon A4/s
BbIPAXXEHWS BHYTPEHHUX SBNEHUN.

TakoBO YMCTOE 3HAYEHME 3TOrO NOHATUSA. B xmn3-
HM UCKYCCTBa UCKYCCTBOBE/bI M OTHACTU XYZA0XK-
HMKW HaumMHatloT KnaccnduumpoBaTb paboTsl U
MN3MEHSIOT N0 CBOEMY NPOU3BOJY 3HAYEHMNE C/OB,
3anyTbiBas MpaBW/bHOE MbilieHne. «AbCTpak-
LMOHM3M» npuobpetaeT Hosee y3Koe 3HayeHue
nTem yManHETCH.

BECMPEAMETHOCTb — pacTBOpeHve BU-
AVMBIX GOPM C MOMOLLBIO Pa3/IUYHBIX CUCTEM
3peHus: Kybusm, CynpemaTusm, paclivpeHHoe
CMOTpeHUWe 1 Tak Aasiee. ITO sIBJIEHUE Mpenmy-
LWeCTBEHHO UM306pasuTeNbHOE, UCKOYaoLee
ncuxo-GUsMoNoruyeckne COCTOSIHUS, OUMLLEH-
HOe B FOPHWJIE 3pUTE/IbHbBIX FaPMOHWIA.

OHO MOXET 6bITb OTB/IEYEHHO YMO3PUTENbHBIM
UAN NepepoXAaoLLMM NPEeAMETHbIN MUP C HeU3-
MEHHOW YACTOTOM 3PUTENbHbIX OLLYLLEHW.

HEOUIYPATUBHOCTb — noHATME U TepMuH,
nosiBMBLUMECH Noc/ie AByXx nepsbix. Onpegene-
Hue 6osee NOBEPXHOCTHOE, He BAaloLieecs B
yrnybneHHoe paccMOTpeHue BONpoca, a NoKasbl-
Batollee Ha COBEPLUMBLUMICS daKT.

MpeAmMeT pacTBOPU/ICH, OH HE BaXeH COBPEMEH-
HOMY Ye/lOBeKY-XYAOXHMKY ANA TOro, 4Tobbl
3pUTE/IbHO MOHUMATL ApyT Apyra.

K aHanutuyeckomy metogy M. H. dunorosa 6o-
Nlee NPUNOXMMO MOHATUE abCTpakLMOHM3M, Aa
1 caM OH HasblBaJl CBOW BeLLU, CAe/laHHble U30-
6peTeHHbIMM GOpMaMK, «HUCTON abCTpakLmemn».
B 0CHOBY MO/NIOXEHa aHANUTUYECKas UHTYULUS,
KoTopas obpallyeHa He TO/IbKO Ha BHELIHWN, BU-
AVMBIV MMP, HO U Ha BHYTpeHHWIA. PaboTa Tou-
KO BBOAMT B My3bIKaJ/IbHbIl PUTM U yAepXuBaeT
OT pa3Hy3/aHHbIX 3MOLIMI, AaeT BbiCLIee MacTep-
CTBO W NPOHWKHOBEHME B CYLLHOCTb Bellew, ge-
NaeT Bellib NPUPOAHON, TaK KaK KOHCUCTEHLMS
BelWM AO/MKHA 6bITb AoBegeHa fo Buonoruve-
CKOW CAAeNaHHOCTY.

In non-objective painting individuality is subordi-
nated to higher global laws (3).

Let's examine the three terms that define the
new movements in art:

abstractionism
non-objectivity
non-figuration

ABSTRACTION — the most general and widest
of concepts. It contains all the forms of visual
art, since the artist, when he paints, is always
abstracting something from the visible or the
experiential. Abstract art can be abstractly objec-
tive, or it can be abstracted to the point of visible
non-objectivity or invisible non-objectivity, that is
created from within for the expression of internal
phenomena.

This is the pure meaning of this concept. In the
life of art, art historians and sometimes artists
begin to classify works and arbitrarily change the
meaning of words, confusing correct thinking.
The term abstractionism acquires a narrower
meaning and in this way becomes less significant.

NON-OBJECTIVITY — the dissolution of visible
forms with the help of different systems of vision:
Cubism, Suprematism, expanded looking and so
on. This phenomenon is primarily visual, exclud-
ing psycho-physiological states, purified in the
crucible of visual harmonies.

It can be abstractly theoretical or give birth anew
to the objective world with the immutable purity
of visual sensations.

NON-FIGURATION — a concept and term that
appeared after the first two. Its definition is more
superficial, not going into the deeper examina-
tion of the question, but indicating a completed
fact.

The object has dissolved; it is not important to
the contemporary people-artists for visually un-
derstanding one another.

The concept of abstractionism is more applicable
to the analytical method of Filonov, and he him-
self called his works, made from invented forms,
“pure abstraction”. The foundation is analytical
intuition, which is directed not only at the exter-
nal, visible world, but also at the inner world. The
work enters like a point into a musical rhythm
and refrains from unbridled emotions, promot-
ing a higher craftsmanship and penetration into
the essence of things, making the thing natural,
since the thing's consistence must be taken to
the point of biological well-madeness.

The fundamental thing is to paint any color
with any color and any form with any form.
All these pure and hard foundations put
Filonov's abstractionism in a special po-
sition, wider than the non-objectivity of
Suprematism, but no less pure than it
Now we can turn to the conclusion Sterligov
made from Suprematism — cup-cupola being.

/\BaTa OBMe BM/a C/IMKAPCTBO Kako ancTpakuuja.

HajBucoknTe 3aKOHM Ha YHWBEP3yMOT yMeT-
HUKOT M Mpeno3HaBa MHTyMTMBHO. Emouunte
1M Ce MOKOPYBaaT Ha Pas3yMoT 1 AyXOBHOCTA.

Co ancTpPakTHO CAnKakbe, I/IHTyMLI'MJaTa UCTO Taka
pa6o1'14, HO € BKJ/Iy4eH LeNnoT KoMnaekc Ha Ma-
Tepl/lja!'lHOTO-eMOTMBHOTO-AyXOBHOTO. Taa uma
NHANBUAYa/IEH KapaKkTep.

Bo HenpeAMeTHOTO CaMKame, MHAMBUAYANHOCTa
e MoTYMHeTa Ha HajBUCOKUTE 3aKOHW Ha YHU-
BEpP3yMOT (3).

Ja pasrnegame Tpu KOHLeNTU wTo ru Aedu-
HMpaaT HOBUTe TPEHA0BM BO YMETHOCTA:

ancTpakuuja
HenpeAMeTHOCT
HedUrypaTMeHoCT

ANCTPAKLWMIA — opBpakare: KOHLenToT e
HajonwT 1 Hajwmpok. Coapxu Bo cebe cekakos
BUA /IMKOBHA YMETHOCT, BuAejKM yMETHUKOT,
KOra TOj C/IMKa, CEeKOrall HeWTo ancTpaxmpa o4
BUA/IMBOTO UK OZ A0XKMBEAHOTO. ANCTPaKTHaTa
YMeTHOCT MoXe Aa buge ancTpakTHo objek-
TUBHA, MOXe Ja Ce ancTpaxupa A0 Touka Ha
HenpeAMeTHOCT Ha BMAJIMBOTO U A0 Herpej-
METHOCT Ha HeBWU/A/IMBOTO, OAHOCHO CO3jajeHa
0/|BHaTpe 3a Za r' n3pasu BHaTPeLHUTE NojaBu.

Toa e BUCTUHCKOTO 3Hauere Ha OBOj KOHLLeMT.
Bo XMBOTOT Ha yMETHOCTa, YMETHUYKUTE KpW-
TWYapU 1 NOHeKOrall YMETHULMTE 3amnoyHyBaaT
Aa ™ knacmduumpaaT genata U Npov3BOJIHO
/ia rO MeHyBaaT 3HauereTo Ha 36opoBuTe, BHe-
cyBajku 3abyHa BO MPaBMIHOTO pacyAyBatbe.
TepMMHOT ancTpakuMoHusam AobuBa MoTecHo
3Hauyere M Ha OBOj HauYMH CTaHyBa MOMasKy
3HavaeH.

HEMPEAMETHOCT — pasnoxyBare Ha BUA-
NvBKTE GOPMM CO MOMOLL Ha PA3NNYHUN BU3YEHU
cucTemm: Kybusam, cynpemaTusam, npolmpeHo
rnesare UTH. OBOj peHOMEH e rNaBHO BU3yeneH
KOj M MCKkAydyBa NCKUXO-GU3MONOLIKNTE CO-
CT0jbU, NPOUNCTEH BO CaA0T Ha BU3yeNHUTE Xap-
MoHuM. Moxe ga buae ancTpakTHO TeOpeTCcKu
UM Aa ro npepoAn 06jeKTMBHUOT CBET CO Henpo-
MEH/I1BATa YNCTOTa Ha BU3Ye/IHUTE CeH3aL N,

HEOUIYPATUBHOCT — KoHUenT v TepMWH
WITO ce nojasBu no npeuTe ABa. Herosata gedu-
HULMja e NOBPLUHA, He HaB/Ierysa BO Noaaaboko
UCMUTYBakbe Ha NpallareTo, HO YKaxyBa Ha 3aB-
pWHWOT daKT. MpesMEeTOT e pas/sioxeH, Toj He e
6uTeH 3a coBpeMeHuTe Jiyre-yMeTHWUM 3a Aa
MOXaT Meryce6Ho BU3yesHO Aa ce pa3bepar.

KoHuenToT Ha ancTpakuuoHM3MOT e nonpu-
MEH/IMB BP3 aHaNUTUYKMOT MeToz Ha [1. H.
DWOHOB M TOj CAMMOT M Hapeye CBOUTE Aesa
HampaBeHW o4 M3MUCIeHW GOpMK ,4nUCTa an-
cTpakumja“. Taa ce 3acHoBa Bp3 aHa/JUTWUYKa
MHTYyMUWMja, KOja Ce 0ZjHeCyBa He CaMo Ha Ha/BO-
PELHNOT, BUAAMB CBET, TYKY M Ha BHATPELUHNOT
cBeT. /lenoTo BneryBa Kako TOYKa BO My3UUKM

dDyHAaMeHTOM siBAsieTCS: MUK NtoboW LBeT to-
6biM LBETOM U N6y popMmy toboi popmoii.
Bce 3TW uncTble 1 TBepAble OCHOBbI CTaBAT ab-
cTpakuuoHnsm OunoHosa Ha ocobyio nosuumio,
6osee wupokyio, yem becnpegMeTHOCTL Cynpe-
MaTK3Ma, a MO YMCTOTE He YCTYMaloLLYIo emy.

Tenepb obpaTMcs K BbIBOAY U3 CynpemMaTnama,
caenaHHomy B. B. CTepaunrosbiM, — YallHO-Ky-
nosibHoMy 6bITHO.

3T0 — no-xpuctnanckm — bnarogats nam Osape-
Hue, cBbllle, oT bora coweliee Ha XyA0XHMKa.

lMywknH ckasan o BAOXHOBeHUN: «BaoxHoseHMe
eCTb Pacro/ioxeHne Aylwn K XuBelliemy BOC-
MPUSTUIO BEYaTNeHU, COOBPaxeHUIO MOHATUN
1, CIeACTBEHHO, K 0OBSCHEHMIO OHBIX» (4).

CTaBMl0  PAAOM  MYAPOCTb  JOXPUCTUAHCKYHO:
«McKyccTBO A0 Tex Nop coBepLUeHHO, Moka OHO
KaXxeTcs NpUpoAOWA, 1, HaobopoT, npupoga npe-
ycreBaeT Hauayywum obpasom, noka B Hew 3a-
K/IIOYEHO CKPbITOE OT B30POB UCKYCCTBOY (5).

YalHO-KynosbHOe OTKPbITUE, KOHe4Ho, 6blno
COBEpLIEHO MNPV BAOXHOBEHWW, NPU CUAHUM C
NPUPOAON U ellie MPY MOJINTBE.

XyA0XHMKK, MoanTeck Bory, pucys!

3To oCHOBHOM 3BYK. PenurnosHocTs, [JyxoBs-
HOCTb BO3BpalLaeT MCKyccTBO, bayxzatoliee B
noTemkax, B JIOHO eMy u3zpese npucyluee (6).

MNpumeyanHua:

1. Ctpoka 13 BapuaHTa cTuxoTBopeHuma MNylkuHa «Boc-
nomuHaHue (Korga ansa cMepTHOrO YMONKHET WYMHbIA
OEHb...)».

2. Ny6aukyeTcsa no pykonuck (1970-e).

3. My6naukyetca no pykonuewm (1975 r.).

4. U3 cTaTbu «Bo3parkeHue Ha cTaTbu Kioxenbbekepa B
“MHemo3nHe”».

5. «O BO3BbIWEHHOMY, NEPEBOA, CTaTbA U NPUMEYaHUA
H. A. Yucrtakosown, M. — /1., 1966, c. 15-16.

6. NMy6aunkyetcsa no pykonuck (1975 r.).

NYBNKALNA N NOATOTOBKA TEKCTA:
ENEHA CNULbIHA

In Christian terms this is Grace or Revelation,
from on high, coming from God to the artist.

Pushkin wrote of inspiration: “Inspiration is the
soul's disposition to the vital perception of im-
pressions, to the collection of ideas, and, conse-
quently, to the explanation of both” (3).

To this one can add the pre-Christian adage: “Art
is perfect insofar as it seems to be nature, and
conversely, nature thrives in the best way when it
contains a hidden element of art” (5).

The cup-cupola discovery, of course, was made
through inspiration, through fusion with nature,
and also through prayer.

Artists, pray to God while you are painting!

Thisisthe fundamental sound. Religiosity, spiritu-
ality, returnsart, wandering inthe darkness, tothe
fold that was proper to it from ancient times (6).

Notes:

1. A line from a variant of Pushkin’s poem “Recollection
(When the noisy day falls quiet for mortal man...)".

2. Published from the manuscript (1970s).

3. Published from the manuscript (1975).

4. From the article, “In Opposition to Kiukhelbeker’s
Article in Mnemosyne”.

5. “On the Sublime” translation, article and notes by

N. A. Chistyakova, Moscow — Leningrad, 1966, p. 15-16.
6. Published from the manuscript (1975).

PUBLICATION AND PREPARATION OF THE TEXT BY
ELENA SPITSYNA

TRANSLATION BY
JONATHAN BROOKS PLATT

pUTaM U1 ce BO3APXKYBa 04 HECKPOT/IMBU EMOLUH,
NPOMOBMPa HajBMCOKa BELITWHA W HaBJjerysa
BO CYyWTWHATa Ha HewTaTa, ro NpaBu HEWTOTO
Aa u3rnesa npupoaHo, bugejkn  cywTuHaTa
Ha HEeLWTOTO Mopa Aa Ce AoBeae A0 6MO/OWKO
OCTBapyBatbe.

BaxHo e ga ce obow Koja 6uno 6oja co koja 6uno
60oja u koja 6uno dopma co koja buno popma.
CuTe oBMWe jaCHW W LBPCTU TeMenu ro ctaBaaT
ancTpakunoHnsmoT Ha uoHos Bo nocebHa no-
31LMja, NOWMPOK OZ HEMPeAMETHOCTA Ha cynpe-
MaTM3MOT, HO HE MOMAJIKy jaCeH OZ Hero.

Cera ce cBpTyBaMe KOH 3aK/ly4OKOT 3a Cynpema-
TU3MOT HanpaBeH og B. B. CTepanros — nocro-
eHeTO Ha Kyn-Kyrnonara.

Bo xpucTujaHcka cmucna — 6aaroget uam npo-
cBeT/lyBatbe, LWITO Aoara oz03ropa, o4 Bora go
YMETHUKOT.

MywknH Hanuwa 3a uHcnupauwujata: ,MHcnu-
pauujaTa e OAHOCOT Ha AyllaTa KOH BUTanHaTa
nepuenuuja Ha BrneyaTounTe, KOH CobupareTo
Ha WAeun 1, CNeACTBEHO, KOH 0bjacHyBameTo Ha
asete" (4).

Ha oBa Moxe Aa ce goAaje NpeTxpucTujaHckaTta
MyApOCT: ,YMeTHOCTa e MOoCOBpLIeHa KO/KY
WTO MOBEKe JIMYM Ha NpuUpoaaTa, u obpaTHo,
npupoaaTta Hajaobpo Hanpegysa kora Bo cebe
COAPXM CKPUEH eNleMeHT Ha yMeTHocTa" (5).

OTtkputneTo 3a Kyn-kynonata, ce pasbupa,
bewe nocTurHato npeky MWHCNMpauuja, npeky
cnojyeatbe CO MpMpoAa M UCTO Taka Npeky Mo-
nnTBa.

YmeTHuuM, monete My ce Ha bBora pogeka
cnvkare!

OBa e 6asnuHMOT 3BYK. PenuruosHocta, Ay-
XOBHOCTa, ja Bpaka yMETHOCTa Koja TasKka BO
TEMHMHATa, TaMy Kaje LITO Taa OTceKoraw npu-
narana (6).

Benewku:

1. Pep, of Bep3ujaTta Ha necHaTa Ha MywkuH ,CekaBatbe
(Kora 6yuyeH aeH Ke 3aMo/14M 33 CMPTHUK...)

2. O6jaseHo cnopepa, pakonuc (1970-Tute).

3. ObjaBeHo crnopes pakonuc (1975).

4. Opg cratujaTa ,lMpurosop KoH ctatumute Ha Knxen-
6ekep” neyateH Bo ,, MHemo3nHa".

5. ,3a BO3BULIEHOTO", NpeBos, cTaTuja u benewukn og,
H. A. Yuctujakosa, M. — /1., 1966, cTp. 15-16).

6. O6jaBeHo cnopepa pakonuc (1975).

OBJABYBAHE N MOATOTOBKA HATEKCTOT:
EJEHA CNUUWHA

MPEBOJ O4 PYCKM HA MAKEAOHCKW JASMK
MPUHA JOHEBCKA

JIEKTOP HA MAKEAOHCKW JA3MK
3APABKO KOPBE3MPOCKM

KOPEKTOP:
KOPHENWNJA KOHECKA

3AN
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OPATMEHT U3 MNCbMA

TATbSAHbB TNEBEOBOWN

AKOBY APYCKUHY

psiMoro onpezeneHns TepMUHOB abCcTpaKTHOM
xuBonucu 1 becnpeAmeTHoi y Manesuya s noka
He Halna, Ho Tak kKak ManeBny HasbiBan CBOKO
XMBOMUCL becnpeAMeTHOW, a He abcTpakTHOMN,
MOXHO CAeNaTb BbiBOA, YTO OH MOA TEPMUHOM
«becnpeMEeTHbIN» NOHUMA.

MprBOXY HECKONbKO BbLIMMCOK M3 €ro nucem
N KHUr: «Kaoun cynpemaTmMsma BeAyT MeHA K
OTKPbLITUIO elje He OCO3HaHHoro. Hosad MosA
XMBOMUCb He MPUHAANEXUT 3eMae WUCKIoUU-
TesIbHO. 3em/s BpolleHa Kak A0M, U3beAEeHHbIN
wawnsmu. M, Ha camom gene, B Yenoseke, B €ro
CO3HaAHMMN NEXUT YCTPeMIeHMe K NPOCTPaHCTBY,
TAroTeHWe “0TpbIBa OT Wapa 3eMan”» (U3 nnucbma
Maneenuya MaTiownHy). «...MNoBelweHHasa Xe
MNIOCKOCTb XMBOMUCHOTO LiBeTa Ha MPOCTbIHe
6enoro xoncTa gaeT HenocpeACTBEHHO Hallemy
CO3HAHMIO CU/IbHOE OllylleHne NpoCTPaHCTBa.
MeHs nepeHocUT B 6e340HHYIO NYCTbIHIO, rAe
olyylaellb TBOPYeCKMe MyHKTbl BceneHHow
Kpyrom cebs» (M3 nucbma ManeBnya Ma-
TIOLWWHY).

«...C@3aHHOBCKUI “MMNPEeCccHoHnsM” passucs
B KybucTtuuyeckoe Teno, a Ban-lTor B ¢yTypu-
cTUYeckuMn AuvHammsMm. MocnegHuin ¢ 6onbluon
CUI0M HAYan BbIPaXaTb AMHAMUKY Yepes pas/iom
1 npober Belyein, 6pocaeMbix SHEPrUYHOM CUJION
Ha NyTb BCEIEHCKOTO e4MHCTBA ABUXEHUS K Npe-
oA0/1eHn0 beckoHeYHoro» (M3 KHUrn Manesuya
«OT Ce3aHHa A0 cynpemaTusma»).

BecnpegmeTHas >uBonuch BoM/oWaeTcA OT
BbICWUIMX BCENEHCKMX 3aKOHOB, MO3HaBaeMbIX
XYAOXHUKOM MHTYUTUBHO. DMOLUM U BCe Ay-
WeBHble W MNCUXUYECKME MepeXnBaHUs Mog-
YnHeHbl Pasymy n JlyxoBHocTw.

A6CTpaKTHasi XMBOMUCL eCTb OTBJIEYEHME OT
npesameTa B CUy BHYTPEHHUX NEPEXUBaHNM Xy-
A0XHWKa. Mpun abcTpakTHOM XMBOMMCK ToXe pa-
60TaeT MHTYULMS, HO y4acCTBYeT BeCb KOMMIEKC
MaTepuasibHO-AyLeBHO-4yX0BHbIN. OHa HocuT
MHAMBUAYaNbHBIA XapakTep. MoxeT 6biTb 3KC-
NPeCCUOHUCTUYHOW.

B 6ecnpeAMeTHOM XMBOMUCKU WHAMBUAYASb-
HOCTb MOAYMHEHA BbICLUIMM MUPOBbLIM 3aKOHaM.
OHa apXWUTeKTOHUYHA.

Ha 3anaze uckyccTBOBeAbl 3TOW PasHULbl He
AenaloT, y Hux Bce abcTpakuyus. 3anagHbin
TePMUH «HedUrypaTMBHO» O3HAYaeT npsiMoe
oTcyTCTBME NpeAMeTa. XoTs dpaHLy3CcKoe C/10BO
figure o3HavaeT obpas, a npegmeT — objet.

BecnpeamMeTHas XMBOMUCL MOXET M306paxaTtb
npeamet becnpeAMeTHO, TO eCTb OTAaBaTb

FRAGMENT OF THE LETTER

FROM TATYANA GLEBOVA

TO YAKOV DRUSKIN

| have yet to find a clear-cut definition of the
terms of abstract and non-objective painting
in Malevich’s writing, but since he called his
painting non-objective, and not abstract, one can
conclude what he meant by the term “non-ob-
jective”.

I will quote a few of his letters and books: "The
streams of Suprematism lead me to the dis-
covery of what has not yet been understood. My
new painting does not exclusively belong to the
earth. The earth is abandoned like a house that
has been eaten up by wood-fretters. And, in fact,
in the human being, in his consciousness, there
is a striving toward space, a gravitation toward
‘tearing off from the planet earth’ (from a letter
to Matiushin). *...A suspended plane of painterly
color on a sheet of white canvas directly confers a
strong feeling of space to our consciousness. | am
carried into a bottomless wasteland, where you
feel the creative points of the universe around
you” (from a letter to Matiushin).

“...Cezanne’s ‘Impressionism’ developed into the
cubist body, while Van Gogh developed into Fu-
turist dynamism. The latter began to express dy-
namism with great power through the breaking
and running of things, cast with energetic force
onto the path of universal unity of motion, the
path toward overcoming the infinite” (from Ma-
levich’s book, From Cezanne to Suprematism).

Non-objective painting is formed from higher
universal laws, which the artist grasps intuitively.
Emotions and all mental and psychic experience
is subordinated to Reason and Spirituality.

Abstract painting is the abstraction from the
object though the inner experience of the artist.
Intuition is also present in abstract painting, but
the entire material, mental, and spiritual complex
participates. It has individual character. It can be
expressionistic.

In non-objective painting, individuality is subor-
dinated to higher global laws. It is architectonic.
In the West, art historians do not make this dis-
tinction, for them everything is abstraction. The
western term “non-figurative” means the direct
absence of the object. Although the French word
figure means image, while object is objet.

Non-objective painting can represent the object
non-objectively, that is, it can give preference to
the appearance of forms and expression of color,
rather than to the direct readability of the object.

Inthe period of his life preceding the return to the
representation of objects, Malevich considered

®PArMEHT O4 NMNCMOTO

HA TATJAHA TNEBOBA

AO JAKOB APYCKWH

Cé ywTe He HajA0B jacHa geduHULMja 3a TepMU-
HUTE ancTPakTHO W HenpeAMETHO C/MKapCcTBO
kaj ManeBuy, Ho 6KAejKM TOj ro Hapeye CBOETO
CMKApCTBO HEMpeAMeTHO, a He ancTpakTHO,
MOXe Jia ce 3aK/y4u WTo Toj noApasbupan noa
NOUMOT ,HenpeMeTHO".

U'MTMpaM HEKO/IKy n3Bagoumn oa HeroeuTe nMcma
N KHUTU:

«KnyuyeBute Ha cynpematusmoT m™e BoOAaT
KOH OTKPMBat€ Ha OHa LITO Ce yliTe He e OC-
MUCNeHo. MOeTO HOBO CAMKapCTBO He 1 Mpu-
nara WckAyuuBo Ha 3emjaTa. 3emjaTa e Ha-
nywTeHa Kako KyKa W3eleHa Of TepMuTu.
W, BCyWHOCT, BO 4Y0OBEKOT, BO HEroBOTO CO-
3HaHMEe MOCTOM CTpemeX KOH MpocTop, CTpe-
MeX 3a ,04BOjyBatbe 0f 3emjuHaTa TOnka“
(oa nncmo Ha Maneswuy 40 MaTjyLimH).

»...IcNpyxeHaTa paMHMHa CO XMBOMMCHaTa
6oja Ha 6en0TO NNaTHO AWMPEKTHO M AaBa Ha
HalaTa CBeCT CW/IHO YyBCTBO 3a MNpPOCTOP.
Ce npeHecyBaM A0 6eckoHeyHaTa MyCcTUHA
6e3 gHO, Kajze WTO M 4YyBCTBYBaM TBOpeu-
KUTe TOYKM Ha YHuBep3ymoT okony Bac"
(o4 NnMcmoTOo Ha Manesuy A0 MaTjyLunH).

»e-'IMNpecnonnsamot’ Ha CesaH ce pas3su BO
Kybuctunuko Teno, goseka BaH lor ce passu Bo
byTypucTHyka AvHamuka. Bropuos co ronema
MOK 3amnoyHa Aa ja u3pasyBa AMHaMMUKaTa Npexy
Kplere U Bogere Ha paboTute, dpreHn co
eHepruyHa cusia Ha natekaTta Ha yHUBEp3asHOTO
eIMHCTBO Ha ABMUXEHETO, Ha naTekaTa 3a HaA-
MUHyBame Ha beckoHeuHocTa" (04 KHWraTta Ha
Maneswny 04 CesaH g0 cynpemaTnsmoT").

Hel'lpeAMeTHOTO C/INKapCTBO € OTe/IoTBOPEHO
o4 HajBVICOKMTE YHUBEP3a/IHN 3aKOHU WTO YMeET-
HUKOT rm npeno3HaBa UHTYUTUBHO. EMOLI,I/IMTe n
cnTe AYXOBHU U MEHTA/NIHU UCKYCTBa UM Ce NOoA-
peseHu Ha pasyMoT 1 AyXOBHOCTaA.

ANCTPaKTHOTO C/MKapCTBO € O/BpaKake 0f,
06jekTOT 3apaAW BHaTpelHWTe WUCKYCTBa Ha
YMETHUKOT. BO ancTpakTHOTO CAuKatbe, UHTYU-
yujaTa e UCTO Taka MpUCYTHa, HO UCTOBPEMEHO
y4ecTByBa LLe/IMOT MaTepujasieH, MeHTaneH 1 Ay-
XOBeH Komniekc. Toa Ma UHAMBUAYaNeH Kapak-
Tep. Moxe za 6uae ekcrpecroHNCTUYKM.

Bo HenpeAMeTHOTO CAMKApCTBO, WHAMBUAY-
a/HoCTa UM e NoApe/eHa Ha HajBucokuTe ro-
6anHK 3akoHW. Taa e apXUTEKTOHCKA.

Ha 3anag, ymeTHMYKMTE KpUTUYAPK He ja npaBaT
0Baa pas/nKa, 3a HMB Cé e ancTpakuuja. 3anaa-
HUOT TEPMUH ,HePUIYPaTUBHO" 3HAUMN JUPEKTHO
OTCYCTBO Ha NPeAMEeTOT, Mako GppaHLyCcKMoT 360p

npeAnoutenne ¢opmoobpasoBaHMaM U LBe-
TOBOMY BbIPaXeHUIO, a He MPAMON YMTaeMOoCTH
npeameTa.

ManeBuy, B nepnoy Xn3H1 40 BO3BpaTa K U30-
bpaxeHuto nNpegmeTa, CuMTaN NpeAMeT CTapbim
X/1aMoOM, MO3TOMYy ANA Hero TepmuH 6ecripeg-
METHOCTb 1 Oblal BbIpaXeHWeM HauBbICLIErO CO-
CTOSAIHWA B NPOMN3BEAEHNMN NCKYCCTBaA.

OunoHoB He ynoTpebnsn TepmuHa «becnpes-
MeTHOCTb». OH CYMTasI, YTO BCE UCKYCCTBO ab-
CTPaKTHO, TaK Kak, AeNCTBYys YyBCTBOM Bblbopa
M aHaNUTUYECKON MHTYULUK, XYAOXHWK BCeraa
abcTparupyer.

Ho y Hero 6bin TepMuH «umcTas abcTpakuus,
AencTene n3obpeTeHHON GopMOin».

BecnpeametHble ¢opmbl  Manesuua reome-
TPUYHBI.

MN306peTeHHble  ¢dopmbl  DuioHoBa  pasHoo-
6pasHbl.

KoBTyH cunTaeT, uto xoTa OunoHoB He ymo-
Tpebasn TepMuHa «BecnpeAMeTHOCTbY, HO XU-
BOMUCb ero 6ecnpesMeTHa, a He abCTpakTHa, Tak
KaK BO3HWKAET W3 MO3HaHWS BbICLIMX MUPOBbIX
3aKOHOB.

Hackonbko «becnpeAMeTHOCTb» TOYHO  Bbl-
paxkaeT TO 3HayeHWe, KOTOpPOe emy npuzasan
ManeBuy n ero yLIEHl/IKl/I M nocnejosartenun, 4
He 3Hato. Jlymato, YTO OH MOXET bbITb He O4YeHb
YAaueH, ¥ BHOCUT HEKOTOPYIO MyTaHMLy, HO Mo-
CKOJIbKY 3TO Y>Ke BOLU/IO B UCTOPUIO, TO TOMOPOM
€ro He BbIpybuLLb.

(DMI]OHOB HUKOrAa He cYnTan npegMeT X1amMoMm,
1 x0T npeanounTtan pabotatb M306peTeHHOM
¢dopmoii, kak bonee cBobOAHOM, HO Mo Mpu-
KpbITUEM CAENAHHOCTU WM AHANUTUHECKON WH-
Tynumn He 6osnCA nonacTb B JIOBYLWKY nepe-
XUTKOB.

Mpumeyanua:

TeKcT BKAtoYeH B Nucbmo dpunocody AkoBy CemeHoBUYY
[LpyckuHy (1902-1980). My6anKyeTca no pyKonucu,
MMeloLLei MHOroYMCAeHHble YepHOBUKHM (1970-e rr).

Ha paHHOM TeKcTe cBepXy «MMCbMO OTOC/aHHOe». B
TeKCTe ynomuHaetca uckycctsoses, EsreHnint Pegoposuy
KoBTyH (1928-1996), ¢ KoTopbim T. H. [ne6oBa Takxe
BE/1a NepenuncKky B 3TO BPEMA.

NYBINKALMA N NOATOTOBKA TEKCTA:
ENEHA CNULUBIHA

the object to be old junk; this is why, for him, the
term non-objectivity was an expression of the
highest condition of a work of art.

Filonov did not use the term “non-objectivity”.
He believed that all art is abstract, since the artist
always abstracts, following his sense of choice
and analytical intuition.

But he did use the term “pure abstraction, the
action of invented form”.

Malevich’s non-objective forms are geometrical.
Filonov's invented forms are diverse.

Kovtun believes that though Filonov did not
use the term “non-objectivity”, his painting is
non-objective and not abstract, since it arises
from the cognition of higher global laws.

| don’t know how precisely the term non-ob-
jective expresses the meaning that Malevich and
his students and followers gave to it. | think it can
be unfortunate, leading to confusion, but since it
has already entered history, there’s no getting rid
of it.

Filonov never considered the object to be junk,
and though he preferred to work with invented
form, because it was freer, he was not afraid to
fall into the trap of atavism, protected by well-
madeness and analytical intuition.

Notes:

The text was included in a letter to the philosopher
Yakov Druskin (1902-1980). Published from the man-
uscript, which has numerous drafts (1970s). This text

is marked: “letter sent”. The text mentions the art his-
torian Evgenii Kovtun (1928-1996), with whom Glebova
also corresponded at this time.
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figure 3Haun cnvika, Aogeka npeAmeToT e objet.
HenpeAMeTHOTO CAMKapCTBO MOXe Za npuKaxe
npeamet 6e3 npeAMeT, OAHOCHO, Aa UM Aaje
npeAHOCT Ha GOpMUTE U M3pasyBareTo Npeky
60oja, HamMecTo Ha AMpeKTHaTa YMTAMBOCT Ha
npeAMeToT.

ManeBuy, BO NeprOAOT 0/, CBOjOT XMBOT Npej Aa
1 Ce BpaTW Ha C/IMKaTa Ha NPeAMeTOT, ro CMeTan
npeAMeToT 3a CTapo rybpe, 3aToa 3a Hero Tep-
MUHOT HemnpesMeTHOCT MNpeTcTaByBa M3pa3 Ha
HajBMcoka cocTojba BO eJHO YMETHUYKO Zeno.

®unoHoB He ro ynotpebyBa TEPMUHOT ,Henpea-
meTHOCT". Toj BepyBalle JeKa LenaTta yMeTHoCT e
ancTpakTHa, 3aT0a LWTO, A€jCTBYBAjKMN CO YyBCTBO
Ha u360p M aHaNNTUUKA UHTYWLMjA, YMETHUKOT
cekorall ancTpaxmpa.

Ho, Toj ro nmalle TepMUHOT ,4MCTa ancTpakLmja,
AejCTBO Ha n3mmcieHa popma".

HenpeameTHute dopmm Ha ManeBuu ce reome-
TPUCKN.

MN3mucnennte dopmmn Ha PuioHoB ce pasHo-
BUAHN.

KoBTyH cmeTa geka nako OuioHOB He ro ynoTtpe-
byBan TepMUMHOT ,HenpeAMeTHOCT", HeroBoTo
C/IMKApPCTBO e HerpeAMEeTHO M He e ancTpakTHO,
61AejKku Nponsnerysa o/ CBECHOCTA 3a HajBUCO-
KUTe yHMBEpP3a/IHN 3aKOHMU.

He 3Ham KO/IKy TOYHO TEPMWHOT ,HenpeameT-
HOCT" o M3pasyBa 3HauYeHEeTOo WTO My ro Aaj0a
ManeBuy u HeroBUTe CTYAEHTU U CneabeHnLu.
Mucnam geka Toj MoXebu He e HajcooABeTEH U
AoBeayBa A0 3abyHa, Ho bugejkun Beke Brese BO
ucrtopwjata, Hema ocnobogyBare 04 Hero.

(DI/II'IOHOB HUKOraw He ro cMetawe npeameToTt
3a rybpe, u nako npetnouuntaie ga pabotu co
u3mMmucneHaTa Gpopma Kako nocsobogHa, Ho nog,
MackaTa Ha OCTBapyBat-€TO W aHA/IUTUYKa WH-
TyuuMja, TOj He Ce naalleLe Aa najHe BO CTanu-
LaTa Ha aTaBU3MOT.

Benewkn:

TeKcTOT e BK/y4eH BO MUCMOTO A0 ¢pnno30¢poT Jakos
CemeHoswu4 [ pyckuH (1902-1980). O6jaseHo e cnopes,
paKonucoT, BO Koj nma 6pojHu HaupTh (1970-TuTe). Bo
TEKCTOT Norope Uma 3abeneluka: ,McnpaTeHo NUCMO”.
Bo TEKCTOT ce cnomeHyBa YMETHUYKMUOT KpUTUYap
Esrenunj ®egoposuy KostyH (1928-1996), co Koro Bo Toa
Bpeme KopecnoHaupa 1 T. H. Tnebosa.

OBJABYBAHE N MOATOTOBKA HATEKCTOT:
EJEHA CNUUWNHA

NMPEBOJ, Of, PYCKN HA MAKEJOHCKM JA3MK
MPUHA AOHEBCKA

NEKTOP HA MAKEZOHCKM JA3UK
34PABKO KOPBE3UPOCKM

KOPEKTOP
KOPHENNJA KOHECKA

3AN
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BAAANMWUP
BACUNBEBWY
CTEPAIUNTOB

(1904-1973)

YALLHO-KYNONbHOE
CTPOEHMUE BCEJIEHHOM
1960-€

XOACT, MACNO

60 x 74 cm

13 KONNEKUUMU
AHAPEA 3AXAPEHKOBA

VLADIMIR
VASILIEVICH
STERLIGOYV

(1904-1973)

CUP-CUPOLA CONSTRUCTION
OF THE UNIVERSE

1960s

OIL ON CANVAS

60 x 74 cm

FROM THE COLLECTION

OF ANDREY ZAKHARENKOV

BAAANMWUP
BACUNIJEBWUY
CTEPAUTOB

(1904-1973)

KYN-KYMOJ/IHA CTPYKTYPA
HA YHUBEP3YMOT
1960-TUTE

NAATHO, MAC/10

60 x 74 cm

O/ KONEKLUMIATA

HA AHZPEJ 3AXAPEHKOB

3AN
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BAAAUWMUP BACNNBEBWNY CTEPZINTOB

(1904-1973)

MWUPOBbIE OTHOLUEHUA
1965

BYMATA, AKBAPE/b
19,5 x 22,7 cm
13 KONNEKLMM ENEHBI CANULbIHOM

WORLD RELATIONS
1965

WATERCOLOUR ON PAPER
19,5x22,7cm
FROM THE COLLECTION OF ELENA SPITSYNA

CBETCKMTE O4HOCH
1965

XAPTUIA, AKBAPEN
19,5 x 22,7 cm
O KONEKUUIATA HA ENEHA CMULUHA

VLADIMIR VASILIEVICH
STERLIGOV

(1904-1973)

NPABAf U NIEBASA
CTOPOHA MUPA
1968

BYMATA, AKBAPE/Ib
26,3x22cm

13 KONNEKUUU
ENIEHbI CMULbIHOM

RIGHT AND LEFT
SIDES OF THE WORLD
1968

WATERCOLOUR ON PAPER
26,3x22cm

FROM THE COLLECTION
OF ELENA SPITSYNA

OECHATA U IEBATA
CTPAHA HA CBETOT
1968

XAPTWJA, AKBAPE/
26,3x22cm

O, KONEKUMIATA
HA ENTIEHA CNULMHA

BAAAUWMUP BACUNIEBWUY
CTEPAUTOB

(1904-1973)

3AN
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BAAAUWMUP BACNNBEBWNY CTEPZINTOB

(1904-1973)

BE3 HA3BAHMA
1969

BYMATA, AKBAPE/Ib
42,8 x30,2cm
13 KONNEKUUKN
ENEHbI CNULbIHOM

UNTITLED
1969

WATERCOLOUR ON PAPER
42,8 x 30,2 cm

FROM THE COLLECTION
OF ELENA SPITSYNA

BE3 HACNOB
1969

XAPTWIA, AKBAPEN
42,8 x 30,2 cm

Of1 KONEKLMIATA
HA ENEHA CNIULMHA

VLADIMIR VASILIEVICH
STERLIGOV

(1904-1973)

BE3 HA3BAHMA
1968

KAPTOH, MACNO
12,5x8,7cm

M3 KONNEKLMN
E/IEHbI CMMLbIHOW

UNTITLED
1968

OIL ON CARDBOARD
12,5x8,7cm

FROM THE COLLECTION
OF ELENA SPITSYNA

BE3 HAC/I0B
1968

KAPTOH, MAC/IO
12,5x8,7cm

Off KONEKLMIATA
HA ENIEHA CNULUHA

BAAAUMUP BACUNNIJEBWUN
CTEPIUTOB

(1904-1973)
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BAAAWNMWUP
BACUNBEBWY
CTEPIUNTOB

(1904-1973)

BAAANMWUP
BACUNIJEBWUNM
CTEPAIUTOB

(1904-1973)

BAAANMWUP
BACUANMNEBWUNM
CTEPIUNTOB

(1904-1973)

KOCMOTOHUYECKAA CTPYKTYPA
HAYANO 1970-X

BYMATA, MACNAHASA NACTENb
38x26cm

M3 KONNEKUMM TATbAHDI

M AHAPEA NEHBbKOBbIX

COSMOGONIC STRUCTURE
EARLY 1970s

OIL PASTEL ON PAPER

38x26cm

FROM THE COLLECTION

OF TATIANA AND ANDREY PEN’KOV

KOCMOTOHUCKA CTPYKTYPA
MOYETOKOT HA 1970-TUTE

XAPTWJA, MAC/IEH MACTEN
38x26cm

0O KONEKUMIATA HA TATJAHA
NEHKOBA U AHAPEJ NEHKOB

TATbAHA
HNKONAEBHA
FMEBOBA

(1900-1985)

BECMPEAMETHOCTb
1962

BYMATA, AKBAPE/Ib
50,5x41cm

M3 KONNEKL MU
ENEHbI CMULbIHOM

NON-OBJECTIVITY
1962

WATERCOLOUR ON PAPER
50,5x41cm

FROM THE COLLECTION
OF ELENA SPITSYNA

BECMPEAMETHOCT
1962

XAPTWJA, AKBAPE/
50,5x41cm

O KONEKLMIATA
HA ENIEHA CNULUHA

TATYANA
NIKOLAEVNA
GLEBOVA

(1900-1985)

TATJAHA
HNKONTAEBHA
FEBOBA

(1900-1985)
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TATbAHA HUKONTAEBHA TNEBOBA

(1900-1985)

Komnosuuusa
1979

KAPTOH, MAC/IO
30,5x25cm

M3 KONNEKUUKN
ENEHbI CNULbIHOM

COMPOSITION
1979

OIL ON CARDBOARD
30,5x25cm

FROM THE COLLECTION
OF ELENA SPITSYNA

KOMMNO3UUUIA
1979

KAPTOH, MAC/IO
30,5x25cm

0O KONEKLMIATA
HA ENIEHA CNULUHA

TATYANA NIKOLAEVNA

GLEBOVA

(1900-1985)

BE3 HA3BAHMA
1978

KAPTOH, MAC/IO
20,4 x24 cm

M3 KONNEKLMM ENEHBI CNULbIHOM

UNTITLED
1978

OIL ON CARDBOARD
20,4 x24 cm

FROM THE COLLECTION OF ELENA SPITSYNA

TATJAHA HUKONTAEBHA
FMEBOBA

(1900-1985)

BE3 HAC/10B
1978

KAPTOH, MAC/IO
20,4 x 24 cm
Of1 KONEKUMIATA HA ENEHA CNIULMHA
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TATbAHA HUKONTAEBHA TNEBOBA

(1900-1985)

KomMno3sunuuma
1971

KAPTOH, MAC/IO
32,5x27cm

13 KONNEKUMM
ENEHbI CNULbIHOM

COMPOSITION
1971

OIL ON CARDBOARD
32,5x27cm

FROM THE COLLECTION
OF ELENA SPITSYNA

KOMMNO3UUUIA
1971

KAPTOH, MAC/IO
32,5x27 cm

0O KONEKUMIATA
HA ENIEHA CNULUHA

TATYANA NIKOLAEVNA

GLEBOVA

(1900-1985)

KomMnosuuua
1971

KAPTOH, MAC/IO
25x36cm

M3 KONNEKL MU
ENEHbI CMULbIHOM

COMPOSITION
1971

OIL ON CARDBOARD
25x36cm

FROM THE COLLECTION
OF ELENA SPITSYNA

TATJAHA HUKONTAEBHA

FMEBOBA

(1900-1985)

KOMNO3UUUIA
1971

KAPTOH, MAC/10
25x36cm

0, KONEKLMIATA
HA EJIEHA CNULUHA

3AN
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TATbAHA HUKONTAEBHA TNEBOBA

(1900-1985)

KOHTPACT U AHTUHOMMUA
1984

BYMATA,
MACNAHAA NACTENb
41x20,3cm

13 KONNEKUUKN
ENEHbI CMULbIHOM

CONTRAST AND ANTINOMY
1984

OIL PASTEL ON PAPER
41x20,3cm

FROM THE COLLECTION
OF ELENA SPITSYNA

KOHTPACT U AHTUHOMUIA
1984

XAPTWIA, MAC/IEH MACTEN
41x20,3cm

Of1 KONEKLUMIATA

HA ENEHA CNULMHA

TATYANA NIKOLAEVNA

GLEBOVA

(1900-1985)

KomMnosuuua
1971

KAPTOH, MAC/IO
27x21cm

M3 KONNEKL MU
ENEHbI CMULbIHOM

COMPOSITION
1971

OIL ON CARDBOARD
27 x21cm

FROM THE COLLECTION
OF ELENA SPITSYNA

KOMMNO3UUUIA
1971

KAPTOH, MAC/IO
27x21cm

O KONEKLMIATA
HA ENIEHA CNULUHA

TATJAHA HUKONTAEBHA

FMEBOBA

(1900-1985)
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TATbAHA HUKONTAEBHA TNEBOBA

(1900-1985)

OB OTPELUEHHOCTHU
1980

BYMATA, AKBAPE/Ib
36,5x29,8cm
M3 KONNEKU MU
E/IEHbI CMULbIHOW

ON DETACHMENT
1980

WATERCOLOUR ON PAPER

36,5x29,8cm

FROM THE COLLECTION

OF ELENA SPITSYNA

3A OTYFEHOCT
1980

XAPTUIJA, AKBAPEN
36,5 x 29,8 cm

O KONEKUUIATA
HA ENEHA CMULIMHA

TATYANA NIKOLAEVNA
GLEBOVA

(1900-1985)

KOMMNO3MUUA 2 (MY3bIKA) COMPOSITION 2 (MUSIC)
1960 1960

KAPTOH, MACNO OIL ON CARDBOARD
31x41cm 31x41cm

13 KONNEKUUMU FROM THE COLLECTION
ENEHbI CMULbIHOM OF ELENA SPITSYNA

TATJAHA HUKONTAEBHA
FMEBOBA

(1900-1985)

KOMMO3ULMIA 2 (MY3UKA)
1960

KAPTOH, MAC/IO
31x41cm

O/ KONEKLMIATA
HA ENNIEHA CNULMHA
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TATbAHA HUKONTAEBHA TNEBOBA

(1900-1985)

BE3 HA3BAHMA
1980

BYMATA, MACNIAHAA MACTE/Tb
21x26cm
13 KOMMEKLMM ENEHbBI CNIULLbIHOM

UNTITLED
1980

OIL PASTEL ON PAPER
21x26cm
FROM THE COLLECTION OF ELENA SPITSYNA

BE3 HAC/IOB
1980

XAPTUIA, MACNEH NACTEN
21x26cm
O, KONEKUMIATA HA ENEHA CMULMHA

TATYANA NIKOLAEVNA

GLEBOVA

(1900-1985)

BE3 HA3BAHMA
1979

BYMATA,

MACNAHAA NACTE/NIb
39,4x29,7cm

M3 KONNEKLMKN
E/IEHbI CMULbIHOW

UNTITLED
1979

OIL PASTEL ON PAPER
39,4x29,7cm

FROM THE COLLECTION
OF ELENA SPITSYNA

BE3 HAC/I0B
1979

XAPTUIA, MACNEH NACTEN

39,4x29,7 cm
O KONEKLUUIATA
HA ENEHA CNMULUKUHA

TATJAHA HUKONTAEBHA

FMEBOBA

(1900-1985)
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TATbAHA HUKONTAEBHA TNEBOBA

(1900-1985)

BE3 HA3BAHMA
1980

BEYMATA, MAC/TAHAA
NACTENb
37x24,5cm

13 KONNEKUMMU
ENIEHbI CMULbIHOM

UNTITLED
1980

OIL PASTEL ON PAPER
37x24,5cm

FROM THE COLLECTION
OF ELENA SPITSYNA

BE3 HAC/10B
1980

XAPTUIA, MACNEH
NACTEN
37x24,5cm

O[] KONEKLMIATA
HA ENEHA CMIULUMHA

TATYANA NIKOLAEVNA

GLEBOVA

(1900-1985)

BE3 HA3BAHMA
1980

BYMATA, AKBAPE/Ib
24 x32cm

M3 KONNEKL MU
ENEHbI CMULbIHOM

UNTITLED
1980

WATERCOLOUR ON PAPER
24 x32cm

FROM THE COLLECTION
OF ELENA SPITSYNA

TATJAHA HUKONTAEBHA

FMEBOBA

(1900-1985)

BE3 HAC/10B
1980

XAPTWJA, AKBAPEN
24x32cm

0, KONEKLMIATA
HA EJIEHA CNULUHA

3AN
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NABEN MUXAWNOBWUY KOHAPATbEB

(1902-1985)

KPECT
1960-

XOJICT, MAC/10

60x 78 cm

M3 KONMNEKU MU
AH[PEA 3AXAPEHKOBA

CROSS
1960s

OIL ON CANVAS

60 x 78 cm

FROM THE COLLECTION

OF ANDREY ZAKHARENKOV

KPCTOT
1960-TUTE

NAATHO, MAC/IO

60 x 78 cm

Of1 KONEKLUMIATA HA
AHJPE) 3AXAPEHKOB

PAVEL MIKHAILOVICH
KONDRATIEYV

(1902-198%)

KPECT
1960-

XOJICT, MAC/10

60 x 78 cm

M3 KONNEKL MU
AH[PEAl 3AXAPEHKOBA

CROSS
1960s

OIL ON CANVAS

60 x 78 cm

FROM THE COLLECTION
OF ANDREY ZAKHARENKOV

NMABEJT MUXAJNTOBUY
KOHAPATIJEB

(1902-1985)

KPCTOT
1960-TUTE

NJATHO, MACNO

60 x 78 cm

0O, KONEKLMIATA HA
AH[PEJ 3AXAPEHKOB
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NABEN MUXAWNOBWUY KOHAPATbEB

(1902-1985)

Komno3suuusa
1964

KAPTOH, MACNO
31x23cm

13 KONNEKUMNU
rPUroPUA
MO/TYAHOBA

COMPOSITION
1964

OIL ON
CARDBOARD
31x23cm
FROM THE
COLLECTION
OF GRIGORY
MOLCHANOV

KOMNO3ULUUIA
1964

KAPTOH, MAC/IO
31x23cm

Of1 KONEKLUMIATA
HA TPUTOPWUJ
MONYAHOB

PAVEL MIKHAILOVICH
KONDRATIEYV

(1902-198%)

FTOPU3OHTA/IbHAA
KomMnosunuuma
1972

KAPTOH, MACNO
32,8x36cm
M3 KONNEKLUN
rPUropPuna
MOJ/TYAHOBA

HORIZONTAL
COMPOSITION
1972

OIL ON CARDBOARD
32,8x36cm
FROM THE
COLLECTION

OF GRIGORY
MOLCHANOV

XOPU3OHTA/IHA
KOMMNO31LUIA
1972

KAPTOH, MAC/IO
32,8x36cm

O, KONEKLUMIATA
HA TPUTOPUJ
MO/TYAHOB

NMABEJT MUXAJNTOBUY
KOHAPATIJEB

(1902-1985)
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CEPFEMN HUKOJNIAEBMNY CNMMLUbIH

(1923-2014)

PUCYHOK
HA CYNPEMATU3M
1969

BYMATA,

rPA®UTHBIN KAPAHOALL
28,5x22cm

13 KONNEKUMM

ENEHbI CNULbIHOM

DRAWING
ON SUPREMATISM
1969

GRAPHITE PENCIL ON PAPER
28,5x22cm

FROM THE COLLECTION

OF ELENA SPITSYNA

LPTEX HA TEMATA
CYNPEMATU3AM
1969

XAPTUIA,

rPA®UTEH MONUB
28,5x22cm

Of1 KONEKUMIATA
HA ENTEHA CMIULMHA

SERGEY NIKOLAEVICH
SPITSYN

(1923-2014)

PUCYHOK
HA CYNPEMATU3M
1969

BYMATA,

IPAGUTHBIA KAPAHZALL
20,4 x20,7 cm

M3 KONNEKL MU

E/IEHbI CMULbIHOM

DRAWING
ON SUPREMATISM
1969

GRAPHITE PENCIL ON PAPER
20,4 x20,7 cm

FROM THE COLLECTION

OF ELENA SPITSYNA

LPTEX HA TEMATA
CYNPEMATU3AM
1969

XAPTUIA,

FPA®UTEH MOIUB
20,4 x 20,7 cm

O KONEKLUUIATA
HA ENEHA CMULUKUHA

CEPFEJ HUKOJNIAEBUNY
CNULUH

(1923-2014)

3AN

51



ABCTPAKLINA wmexayHapoaHas BbiCTaBKa abcTpakTHOrO U
B aBaHra p,a,e! 6ecnpegmeTHOro nckyccTsa XX 1 XXI Bekos

52

CEPFEMN HUKOJNTAEBUY CN mMuyblH

(1923-2014)

PUCYHOK
HA CYMPEMATU3M
1969

BYMATA,

IPAGUTHBIIA KAPAHZALL
19,6 x 12,7 cm

M3 KONNEKL MU

ENIEHbI CMULbIHOM

DRAWING
ON SUPREMATISM
1969

GRAPHITE PENCIL ON PAPER
19,6 x 12,7 cm

FROM THE COLLECTION

OF ELENA SPITSYNA

LPTEX HA TEMATA
CYNPEMATU3AM
1969

XAPTUIA,

FPA®UTEH MO/IUB
19,6 x 12,7 cm

O KONEKLUUIATA
HA ENEHA CNMULUMHA

SERGEY NIKOLAEVICH
SPITSYN

(1923-2014)

PUCYHOK
HA CYMPEMATU3M
1969

BYMATA,

TPAGUTHBIIA KAPAHZALL
23,2x 19,7 cm

M3 KONNEKL MU

ENEHbI CULbIHOM

DRAWING
ON SUPREMATISM
1969

GRAPHITE PENCIL ON PAPER
23,2x 19,7 cm

FROM THE COLLECTION

OF ELENA SPITSYNA

LPTEX HA TEMATA
CYNPEMATU3AM
1969

XAPTUIA,

FPA®UTEH MOIUB
23,2x19,7 cm

O KONEKLUUIATA
HA ENEHA CMULUKUHA

CEPFEJ HUKOJNIAEBUNY
CNULUH

(1923-2014)
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BAAANMUP METPOBWMNY BOJZIKOB
(1923-1987)

BE3 HA3BAHMA
1980-

KAPTOH, TEMMEPA
80x49 cm

M3 KOJINEKL MU
rPUTOPUA MOMTYAHOBA

UNTITLED
1980s

TEMPERA ON CARDBOARD
80x49 cm

FROM THE COLLECTION
OF GRIGORY MOLCHANOV

BE3 HAC/10B
1980-TUTE

KAPTOH, TEMMEPA

80 x49 cm

0, KONEKLMIATA HA
rPUrOPUI MOJTYAHOB

VLADIMIR PETROVICH
VOLKOYV

(1923-1987)

nuKk |
1987

BYMATA, AKBAPE/Ib, BKNEMKA
48,5 x63 cm
M3 KONINEKUMM TPUTOPUA MOTYAHOBA

BAAAUMUP NETPOBUNM
BO/Z1KOB

(1923-1987)

CONGREGATION | nuKk |

1987 1987

WATERCOLOUR ON PAPER, PATCH XAPTWIA, AKBAPE/, NPUOT

48,5 x 63 cm 48,5 x 63 cm

FROM THE COLLECTION OF GRIGORY MOLCHANOV O/ KONEKLWMIATA HA TPUTOPUJ MONYAHOB
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BAAAUWMUP NETPOBUY BOJIKOB

(1923-1987)

3HAK
HAYANO 1970-X

XOJICT HA KAPTOHE,
TEMMEPA

53x72cm

M3 KONNEKLUN
rPUrOPUA MONYAHOBA

SIGN
EARLY 1970s

TEMPERA ON CANVAS ON
CARDBOARD

53x72cm

FROM THE COLLECTION
OF GRIGORY MOLCHANOV

VLADIMIR PETROVICH
VOLKOYV

(1923-1987)

3HAK
MOYETOKOT HA 1970-TUTE

NJIATHO HA KAPTOH,
TEMMNEPA

53x72cm

0[] KONEKLMIATA

HA FPUTOPWJ MONYAHOB

NOCBALLEHUE
ocuny MAHAENbLWITAMY
HAYANO 1970-xX

XOJICT, MAC/I0

70x 70 cm

M3 KOJINEKL MU
rPUFOPUA MONYAHOBA

DEDICATION TO
OSIP MANDELSHTAM
EARLY 1970s

OIL ON CANVAS

70 x 70 cm

FROM THE COLLECTION
OF GRIGORY MOLCHANOV

NOCBETA HA
OCUN MAHAE/NLUTAM
NOYETOKOT HA 1970-TUTE

NAATHO, MAC/IO

70x70 cm

0, KONEKLMIATA

HA TPUTOPUJ MONTYAHOB

BAAAUMUP NETPOBUNM
BO/ZKOB

(1923-1987)
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SAA I

HEMYXWVH B.
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MNMOCNEBOEHHAA
ABCTPAKLUWA B CCCP:

JNNOTUKA N NAPAAOKCbHlI PA3BUTUSA

CEPFEW NMONOB

MocneBoeHHan abctpakums B CoseTckom Coto-
3e POXAAETCA B HACTOSAWMX MyKax, O KOTOPbIX,
BMpOYEM, Kak BCAKMIM HOpMasibHbIl pebeHoK, OHa
He MOMHUT. Ho conpoBoxaBLumne ee nosiBieHne
Ha CBET TPaBMbl CTOWT BbISIBUTb, YTObbI MOHATHL
cneundurky HoOBOM abcTpakLmmM, ee KOMMAEKChI.
3TWX TPaBM TPU, U BCE OHW COCTAB/IAIOT BAXHbIV
NCUXONIOrMYeckuii GoH Takoro TUMa UCKYCCTBa:
TpaBMa colupeannsma; TpaBMa BOMHbI; TpaBMa
3anosgaHus. Mosogoe nokoseHne NpoTUBOMO-
CTaBASIO CBOM MOWUCKM U SKCMEPUMEHTbI arunTa-
LIMOHHOM HarSAHOCTU COLpeasnin3ma, CAyXuB-
Lero ToTaslbHbIM GOHOM COBETCKOM KYNbTYPHOM
un3HU. Cnegbl MUPOBOI BOWHbI 6bIM Takxe no-
BCEMECTHbI, BCe MEPEXUNN ee TAroTbl, a KTO-TO
Zaxe NPUHUMan B Hel yyacTue — Tak, Hukonan
BeuToMOB BCMOMMWHA/, YTO WMMEHHO BOEHHblE
BreYaT/IeHUsi NO3Xe JIer/IY B OCHOBY €ro OnbiTOB
B NorpaHuybe abctpakumm u epurypaTmea (Haum-
Has ¢ «PekBuema», 1958). Bo Bcem Mupe BoMHa
OKasanacb HenoCpesCTBEHHbIM KaTa/sn3aTopom
paAuKasbHbIX nepemeH B 3cTeTuke. OgHako B
HaleM C/ly4yae NPUHLMUNUANBHYIO PO/b UrpaloT
MMEHHO Te Heckosbko — bonee gecatn — neT,
4TO pasfenstoT OKOHYaHWE BOMWHbI U MNepsble
OnbITbl «APYroro UcKyccTsa». ITOT 3a30p, Tpe-
LWMHY nopora coBpemeHHoro nckyccrsa B CCCP,
He 3aLleMeHTMPOBaTb, He UFHOPUPOBATb HUKOT-
Aa. YncToTy n3obpasuTenbHOro A3bika pycckue
obpesnn nosxe Bcex B EBpone; 370 npogosixano
CMyWaTb W 3aCTaBAsSIO OMNAABIBATLCA CMYCTH
AEeCATKM NeT.

MHorune 4epTbl HOBOM abCcTpakuuM, KOHEYHO,
0bycoBNeHbI CNeLUPUIEcKUM KAMMATOM MOA-
NOJILHOTO  CyL,eCTBOBaHUS, HEOTAE/MMbIM OT
BPEMEHW ee CTAHOB/EHWS. AHAErpayHA npea-
CTaeT B Takom c/yyae obpasom «obpaTHoi cTo-
poHbl 6bITUA», Kak nucan XaH-Moab CapTp 06
abcTpakTHBIX KOMMo3MUMsAX Bosbca. Sk3ncTeH-
LIMANNCTCKOE HACTPOEHWE, APaMaTUHECKUIA NOA-
TEeKCT OMpeAensioT cogepxaHue NpousBeseHni
nepBOro nmepuoAa NocC/ieBOeHHON abcTpakumu.
Jliob0oM 3puTeNb OTMETUT MPaYHOCTb, HAMPAXEH-
HOCTb, CKOBAHHOCTb 3TUX Bellel, C/IOBHO MbiTa-
IOLLMXCA MPOPBATbCA M3-MOA TAXKOro CryAa Ha
BOJIt0. Ml — N0 KOHTpPaCTy — COBCEM PAAOM, UHO-
T3 Y OZHOTO U TOrO Xe XyzA0XHuka — 3ddekT
HaYMHAHUA C HYAIS, C YNCTOrO /INCTA, C/IOBHO MO-
cne 60/1bLWOro MHPOPMaLMOHHOO B3pbIBa. ITOT
abdekT valle Bcero o6o3HayeH HeTpoHyTOM be-
/10N MJI0CKOCTBIO — INCTA, XOICTa — Ha KOTOPO#
BO3HMKAIOT CaMble PasHble 3HakW, CTPYKTypbl,
OT 3KCMPECCUBHBIX 0 CTPOrO FeOMETPUUECKMX,
pacnonarascb B NOAYMHEHHOM HENMHENHON J10-

POST-WAR ABSTRACTION
INTHE USSR:

THE LOGIC AND PARADOXES OF ITS DEVELOPMENT

SERGEY POPOFF

Post-war abstraction was born in great torments
in the Soviet Union, although, like any normal
child, it has no memory of it. But the traumas
that accompanied its appearance deserve to be
discussed, in order to understand the specificity
of the new abstraction, its complexes. There are
three of these traumas, and they compose an im-
portant psychological background for this type of
art: the trauma of socialist realism, the trauma
of the war, and the trauma of belatedness. The
young generation opposed its pursuits and ex-
periments to the illustrational agitation of social-
ist realism, which served as a total background
for Soviet cultural life. Traces of the world war
were also everywhere; everyone lived through
its hardships, and some artists even took part —
for example, Nikolai Vechtomov recalled that his
wartime impressions laid the foundation for his
experiments at the border of abstraction and fig-
urative painting (beginning with Requiem, 1958).
Across the world, the war served as a direct cata-
lyzer of radical changes in aesthetics. However, in
this case, precisely those few — more than ten —
years, that divide the end of the war from the first
experiments in the “other art” play a central role.
This gap, this crack at the threshold of contem-
porary art in the USSR, can never be cemented
over, never be ignored. Russians achieved a puri-
ty of figurative language later than everyone else
in Europe; this continued to disturb them and de-
cades later it forced them to look back.

Of course, many characteristics of the new ab-
straction were conditioned by the specific climate
of underground life, which cannot be separated
from this time. The underground here forms an
image of “the other side of being”, as Jean-Paul
Sartre wrote about the abstract compositions of
Wols. An existentialist mood and dramatic sub-
text determine the content of works of the first
period of post-war abstraction. Any viewer will
note the gloominess, tension, and constraint of
these works, as if they are trying to break through
from under a heavy weight, pressing down on the
will. And — by contrast — right beside, some-
times with the same artists, is an effect of start-
ing from zero, from a clean slate, as if following a
great explosion of information. This effect is most
often created by an untouched white plane —
a page, canvas — upon which the most diverse
signs and structures arise, from the expressive to
the strictly geometric, arranged in an order driv-
en by non-linear logic but lending itself to calcu-
lation. The most important works, the necessary
points of departure for the new abstraction in the

NMOBOEHATA
ATICTPAKLNJA BO CCCP:

JIOTUKA N PABBOJHU MAPAAOKCK

CEPFEJ NONOB

Mosoenata anctpakunja Bo CosetcknoT Cojy3
Ce para BO BUCTUHCKM MaKW, WITO, cenak, Kako v
cekoe HOPMaJIHO AeTe, He ce cekaBa. Ho, nospe-
AWTe KOW ja NPUAPYXYBaa, Bpeau Aa ce OTKpU-
Baar 3a Za ce pasbepat cneyudukmTe Ha HoBaTa
ancTpakuuja, HejsuHuTe komnaekcu. Vima Tpu og
OBWe MOBPEeAM M CUTe TMe NPeTCTaByBaaT BaXHa
MCUXO/OLIKa MO3aAMHa Ha OBOj BUJ YMETHOCT:
TpayMa Ha COLMja/IMCTUYKMOT peannsam; Tpayma
Ha BOjHaTa; TpayMa Ha JouHetbe. [omnagata re-
Hepaliuja rm CnpoTMBCTaByBalle HUBHUTE UCTPa-
XyBakba 1 eKCNepUMeHTM CO arnTaumnoHaTa npe-
rNeAHOCT Ha COLMjaNIMCTUYKMOT peanmnsam, Wro
c/yKelle Kako ToTasHa No3azmMHa Ha COBETCKUOT
KynTypeH xuBoT. Tparute oz CeeTckaTa BOjHa
ncTo Taka bea MpUCYTHW, cUTe U MpexuBeaja
Hej3MHMTe TELIKOTMMN, @ HeKOj Aypy yyecTByBalle
BO TOa — Ha npumep, Hukonaj Bextomos notceTtn
Aeka cTaHyBa 360p 3a BOeHM BrieyaToLM Kou no-
AOLHa ja popMuMpaaT ocHoBaTa Ha HEroBUTE eKC-
NepUMEHTU Ha rpaHuuaTa Mery ancTpakuuja u
¢durypatmsHa (NoyHyBajkum og ,PekBrnem", 1958).
Bo cBeTckn pamku, BojHaTa ce nokaxa Kako Au-
peKTeH KaTa/aM3aTop 3a paAuKanHWU MPOMEHM
BO ecTeTukaTa. Kako v ga e, BO HaWMOT Cyuyaj,
rnaBHaTa ysora ja urpaaT TOKMY OHMWeE HeKOJ-
Ky — roBeKe oJ AeceT roAnHU — Kou ro Aenat
KpajoT Ha BojHaTa 1 NpBUTe UCKYCTBa Ha ,Apyra-
Ta ymetHocT". OBOj ja3, NykHaTWHaTa Ha nparoT
Ha coBpemeHaTa ymeTHOCT BO CCCP He moxe aa
ce 3aLeMeHTUpa, HUTY ga ce urHopupa. Pycute ja
CTeKHaa jacHOCTa Ha BM3Ye/IHWOT ja3uK NoZoLHa
o4 koj buno Apyr Bo EBpona; oBa npogonxyBsalue
Aa 36yHyBa 1 Aa Tepa Aa ce norieAHe HaHasaz,
AEeCeTULM FOAMNHM NOAOLLHA.

MHory kapakTepucTMku Ha HOBaTa ancTpakuuja
CeKako ce Zo/mkaT Ha cneuyuduyHaTa KAMMa Ha
nneranHo nocToere, HepasZdesiHa 0J BPeMeTo
Ha Hej3uHOTO dopmMupare. AHgeprpayHs ce
nojaByBa BO OBOj C/Tyyaj KaKo ,3a/jHaTa CTpaHa Ha
6uTHneTo", Kako Wwro Hanuwan Xax-Mon CapTp 3a
ancTpakTHMTe Komno3nuun Ha Bonc. Erancren-
LMjaIMCTUYKOTO PacronioXeHne, ApaMaTUYHNOT
MOATEKCT ja o4peJyBaaT COApPXMHaTa Ha AenaTa
0/, NPBMOT MEPUOZ, Ha NMOBOEHaTa ancTpakumja.
Cekoj rnepay ke 3abenexu MpayHOCT, HamnHa-
TOCT, OFPaHMYEMHOCT Ha OBUe Jena, Kako ga ce
obuzyBaaTt a ce NpoApaT 04 NOA TELIKMOT TOBap
KOH HMBHaTa cnobogaa. M — Kako KOHTpacT —
cocema 621CKy, NMoHeKoralw Kaj e4HUOT UCTUOT
YMeTHUK — edeKTOT Ha 3arnoyHyBare og Hyna,
0f, YUCT JIUCT, Kako rocsie rosemMa nHbopmaum-
oHa ekcnio3uja. OBOj epekT HajuecTo ro osHa-
yyBa HeZorpeHaTa 6ena pamMHWHa Ha /UCTOT,
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rMKe, HO MOAAAOWEMCA BbIYMCNEHUIO MNOPAAKE.
TakoBbl BaxHeNLme paboTbl, C KOTOPLIX HAA0 Ha-
4MHaTb OTcYeT HoBoM abcTpakuymn B CoBETCKOM
Coto3e: «CurHanbi» HOpus 310THUKOB], «Ttobu-
ku» EBreHns MmuxHoBa-BoliTeHko, paHHWe cepum
Onera Mpoko¢besa 1 bopuca Typelkoro.

Bo3MOXHO, pe3kas nepemMeHa COLMasbHOro
ZaB/ieHnsi, BO3MOXHO, MOJIOAOCTb XYZAOXHUKOB,
X HeobpeMeHHOCTb 3HaHUsAMK 06 UcTopum ab-
CTpakumu, Aa v Booble WKoNspckum npodec-
cnoHanmsmom — bor BecTb, 4TO 0bycs0BUNO
Ty apTUCTUYECKYIO SIPKOCTb, C KOTOPOW COo34a-
Ba/NCb 3TW Beww... BoT rae MoxHO 6bi10 6bl C
HaCcToAWMM, He HaZyMaHHbIM YCMexoM npume-
HUTb N103yHr XpyweBa «AOrHaTb W MeperHatb
AMepuKy», BCEro JiMlb OTKPbIB BO3MOXHOCTU
ANt CBEXErO MOKONeHUsI TBOPYECKON UHTeNN-
reduun! Victopusa He TepnuT cocnaraTesNlbHoro
HaK/IOHeHUs: Kak M3BeCTHO, BMeCTO 3TOro npa-
BUTE/IbCTBO B JIMLe TOrO Xe XpyLieBa HeyasH-
HO BBE/JIO B O6GOPOT CTaBLIEE HAPULLATE/IbHLIM
MOHATUE «abCTpakuMCTbI», 3a04HO noobellas
MOJIOAbLIM TEPOSIM UCMbITaTb «MPEUMYLLECTBA»
NarepHbiX J1€CO3aroToBOK (MCMOIHUTL KOTOPOE,
MO CYaCTbio, MOLWM Y Hero yxe He 6bl10). Hop-
MasibHasa peakuus Bnact B nosgHem CCCP: 6o-
f13Hb, OCKOp6/IeHVE HEMOHATHOrO, HEBEAOMOTO,
NCCNeA0BaTh KOTOPOE XYAOXHMKM, Haobopor,
6pocanncb, CIOBHO B OMYT FO/IOBOM, C SHTY3M-
a3MoM HeodUTOB, NMEpBOOTKPbIBATE/NEN, COMO-
CTaBMMbIM C PaLMOHa/bHLIM @3apTOM y4eHblX, B
3TV Xe roZbl COBEPLIABLIMX PEBOIOLMIO B Chepe
HTP. OTcioga npoucTekaeT 1 BbICTPbIN CKavoK B
HanpaB/eHUN KOHLENTYa/IbHOFO MCKYCCTBA, CO-
KpalleHne MpexHEero paspbiBa, CMHXPOHM3aLMUA
XYZ,0KECTBEHHbIX NPOLLeccoB Mexay Poccuent un
3anajoM, XOTb U pa3ze/ieHHbIX CTeHOW Xene3Ho-
ro 3aHaBeca. AbCcTpakuus geicTBoBaNa Nog06HO
NpYy>XWHe, NO3BOAMB MPONTU ANUTE/bHBINA NYTh,
Ha koTopbi EBpone n CLUA noHagobunucs ge-
CATU/IETUS, 33 KaKu1e-To NATb-CeMb NieT. Pycckue
J0/IM0 3aMNpsAratoT, HO ABWUraTbCs CNOCObHbI CTpe-
MUTENBHO.

3aHumaTbcs abetpakument B CCCP 6bi10 cnewm-
duyeckMm npusBaHueM, BblAepxkaTb KOTOpoe
MOr/IM COBCEM HeMHorue. [MockonbKy Ha Hee
He 6bl/10 COLMANBLHOMO 3anMpoca, B TOM Yuc/ie
M B CpeAe mnokymatenew MOAMO/bHOrO WCKyC-
CTB3, MO MPEVMYyLLECTBY MHOCTPAHHBIX AMMAO-
MaToB, A/ NOCAeAOBATENbHOW peanusauum
6ecnpeameTHOM NpobaeMaTUKU HyXHO 6bl10
obnagath 0cobbIM yNnOpCTBOM, FpaHUYalUM C
UCCTYNNEHHOCTBIO MK M3BpaHHoCTbio. OTcloaa
npodetunyeckme, YyTb He MECCUAHCKME HOTKM
M WHTOHALMKM, KOTOpble HepesKko BCTPevaloT-
CAl B COMPOBOXAAQWOLMX AEATENbHOCTb TEKCTaX
XYZAOXHUKOB MW MX BOCMOMMHaHWAX. Ho Kyaa
Kak uale abcTpakuus OKasbliBasacb KPaTKUM
3MNM3040M B TBOPYECTBE He BblAEPXKMBABLUIErO
ee 3anpocoB XYAOXHWKA; OCTAHOBKOW Ha MyTH,
NPUYEM OCTAHOBKOMW Ha OYEHb BLICOKOM Fpagy-
Ce, CPABHVMMOM C BbICOKOTOPHbLIM MepeBasioM,
A€ NOYTU HET Aaxe MPUrOAHOIO ANS AbIXaHUS

Soviet Union, can all be described this way: Yuri
Zlotnikov's Signals, Evgeny Mikhnov-Voitenko's
Tubes, the early series of Oleg Prokofiev and Bo-
ris Turetsky.

Perhaps it was the sharp change in social stress,
or perhaps it was the youth of the artists, un-
burdened by knowledge about the history of
abstraction and professionally immature in gen-
eral — God knows what was responsible for the
artistic brilliance with which they created these
things... Here one could have applied Khrush-
chev’s slogan about “catching and overtaking
America” with real, not invented success, simply
by opening up opportunities for a fresh genera-
tion of the creative intelligentsia! History does
not tolerate the conditional mood: as is well-
known, instead of this, the government, in the
person of Khrushchev himself, unwittingly intro-
duced the word and concept “abstractists” into
usage, promising its young heroes the “advan-
tages” of the timber labor camps (carrying this
out, thankfully, was already beyond his power).
The normal reaction of the government in the
late USSR was to fear and insult what it didn't
understand, what it didn’t know, while artists on
the contrary rushed to study these things, like
diving headfirst into a pool, with the enthusiasm
of neophytes, pioneers, comparable to the ratio-
nal passion of scientists, who in these same years
were leading their own scientific and technical
revolution. The great leap in the field of concep-
tual art also flows from this, bridging the previ-
ous rupture and synchronizing artistic processes
in Russia and the west, even though they were
divided by the iron curtain. Abstraction acted as
a spring, enabling the traversal of a long path in
something like 5-7 years, while Europe and the
USA needed decades. Russians take a long time
to horse a carriage, but they ride very fast.

To engage in abstraction in the USSR was a spe-
cific calling, which only a few could endure. Be-
cause there was no social demand for it, even
among buyers of underground art, for the most
part foreign diplomats, it was necessary to have
a special obstinacy, bordering on religious frenzy,
to pursue the logical realization of non-objective
problems. This is the source of the prophetic, al-
most messianic notes and intonations, which one
often finds in the texts artists wrote to accompa-
ny their work or in their memoirs. But more often
than not abstraction was only a short episode
in the work of an artist who couldn‘t endure its
demands; stopping on the path, indeed stopping
at a very high point, comparable to a high moun-
tain pass, where there is almost no air to breathe.
There is nothing surprising in the fact that few
people endured this point of maximal tension for
long. This is why there are only a few significant
individuals in the evolution of contemporary ab-
straction in Russia. From the generation of artists
who emerged on the scene at the border of the
1950s and 1960s, one should name first of all
Lidiya Masterkova, Evgeny Mikhnov-Voitenko,

MNaTHO — Ha Koja ce MojaByBaaT Hajpas/iMuHM
3HaLM, CTPYKTYpW, OZ eKCMpecuBHWU A0 CTPOro
reoMeTpUCKH, I0LMPaHN BO NOAPeseHa HenHe-
apHa /10rvKa, Ho Ha npecmeTans HaumH. OBa ce
HajBaXKHUTE Ze/1a 04 KOU Ke ce 3anoyHe o46pojy-
BakeTO Ha HoBaTa ancTpakumnja Bo CoBETCKMOT
Cojys: ,CurHanun® og Jypuj 3noTHukos, ,Lleskn™
oy, Esrennj MuxHos-BojTeHko, paHute cepum Ha
Oner Mpokodues 1 Bopuc TypeLku;.

Moxebu ocTpa npomMeHa BO COLMjaNHNOT MPUTH-
COK, MOXebu MIaf0CTa Ha yMETHULUTE, HUBHATa
HeoMnTOBapeHOCT CO 3Haere 3a UCTopujaTa Ha
ancTpakuuja U reHepasHO WKOACKU Npodecno-
Hasm3am — 3Hae bor, wTo belwe npegycnos 3a
nojaBa Ha yMeTHMuYKaTa 6pUAMjaHTHOCT CO Koja
ce co3zaz0a oBue pabotu... OBa e MecToTo Kage
WTO MOXelle YCMewHo Aa Ce NpUMeHu caora-
HOT Ha XpyLU4oB ,Aa ce CTUrHe 1 Aa ce npeTpka
Amepuika"“, 0TBOPajKM CaMo MOXHOCTH 3a HOBaTa
reHepaumja Ha KpeaTuBHa MHTeanreHuymja! cro-
pujaTa He TpNY pa3sMUC/yBara Ha Tema WTO 6u
6uno0 kora 6v 6uN0..., KaKo LUTO 3HAETE, HAMECTO
TOa B/aAaTa BO JIMYHOCTA HA MCTUOT XpyLiuoB
HeéHaMepHoO ro nsMmcin NOUMOT ,ancTpakumno-
HUCTK" WTO CTaHa BoobuyaeH, BO UCTO Bpeme
BETYBajKV MM Ha MAIaZ1Te Xepou Aa v JoxuBe-
aT cuTe ,npejHocTUTE" Ha Noropcka paboTa 3a
ceyerbe WyMa (WUTO, 33 CPeKa, TOj BeKe Hemalue
MOXHOCT Za rm ucnonHu). HopmanHata peakuuja
Ha HagnexHuTe Bo gouHnot CCCP bewe cTpa-
BOT, HaBpeAaTa Ha Hepa3bup/anBOTO, HenosHa-
TOTO, 33 KOe yMeTHULMTE, HanpoTue, nobpsaa
Aa ro ucnutaart, ce ¢psmja Kako BO BPT/IOF, CO
€HTy3Mja3aM Ha HeodUTH, OTKpPMBAUW, Criopes-
/B CO pauuoHasHaTa Bo3byaa Ha Hay4HuLWTe
KO BO MCTUTE rOAMHM Hanpasuja pesosyLnja BO
obnacTa Ha Hay4HWTe ucTpaxyBatba. OBa UCTO
Taka BOAM KOH 6p3 CKOK KOH KOHLIenTyasHaTa
YMETHOCT, CTeCHyBate Ha ja30T, CMHXPOHW3M-
patbe Ha YMEeTHUYKUTe npouecu mery Pycuja u
3anafoT, Mako OAJeNeHn CO Xenes3HaTa 3aBe-
ca. Anctpakuujata Aenysalle Kako KaTanynT,
0BO3MOXYBajKM1 Aia ce U30AM AOJT MaT, 33 KOj Ha
EBpona n CoeguHeTute [Jpxasu um Tpebane ge-
LleHUK, 3a OKONy MeT A0 CeAyM roauHu. Pycute
AO/IFO BPEMe ce MoAroTByBaaT, HO Ce CrocobHK
Aa ce ABwxart 6p3o.

Ja ce 6aBuw co anctpakuyuja Bo CCCP bewe
cneymduuHa CTpyKa, WTO MasKyMMUHa MOXea Aa
usapxat. bugejkn Hemalwe coumjanHa nobapy-
BayKa 3a TOa, BKAYYUTE/SIHO U Mery KyrnyBauunte
Ha aHAerpayHz YMeTHOCT, KoM BO rnaBHO 6ea
CTPaHCKW AMMNAOMATH, 33 Aa MOXeE AOC/eAHO Aa
ce 6aBu co npobnemaTrkaTa Ha becnpegmeTHaTa
yMeTHOCT, bellle HEONXOAHO Aa ce uMa nocebHa
YMOPHOCT WTO rpaHnyn co dpaHaTM3aM AN eKc-
KNy3uBHOCT. OTTyKa, NPOPOYKM, CKOPO MECUjaH-
CKM 6eneLlky v MHTOHaL MKW, KOW YecTo ce HaoraaTt
BO TEKCTOBUTE HA YMETHULUTE KOU ja MPUAPYXKY-
BaaT HMBHATa AejHoCTa UM cnomeHn. Ho, MHory
noYecTo ancTpakumjaTa ce nokaxa Kako kpatka
ennsoga Bo paboTaTta Ha YMETHMKOT LITO He MOo-
Xele Aa rv nsgpXu Hej3suHuTe bapatrba, Kako 3a-

BO34yxa. Huuero yauBUTENbHOro B TOM, YTO
NOCTOSIHHOTO NpebbIBaHUS B 3TON TOUYKE MaKCK-
Ma/ibHOrO HanpsXXeHWsi Mano KTO BblAepXWu-
Ba/a. [o3TOMy Mo-HacToAlWEeMy 3HaUYMMbIX ANA
3BO/IOLUM COBPEMEHHOM abCTpakuMn aBTOpOB
B Poccun epmHubl. B nokoneHnn Xys0XHUKOB,
BOLLeALNX Ha CLieHY Ha pybexe 1950-60-X FOA0B,
HYXXHO Ha3BaTb B MnepBylo ouepesb Jlnauio
MacTepkoBy, EBrenns MwuxHoBa-BoliTeHko,
tOpua 3noTHukoBa, Bopuca Typeukoro, Muxau-
na Kynakosa, Muxaunna LLsapumaHa, Bragnmm-
pa AHkunesckoro, OpaHuymcko NHbaHTe, Mrops
Bynoxa, Anekcesa Kamenckoro. KopoTko oxapak-
Tepu3oBaTb TBOPYECTBO HECKOJbKUX U3 HUX —
3HAYWUT ONMCaTb OCHOBHbIE NyTU BecnpeameTHO-
CTW B MCKYCCTBE Tex JIeT.

MacTepKkoBy C MO/HLIM NPAaBOM MOXHO paccMa-
TPMBaTL KaK MEpBOrO XYAOXHWKA, MOCAeA0Ba-
TenbHO MocBATMBLIEro cebs GecnpegmeTHoMy
TBOpYecTBy. OHO He OT/MYaeTCs paAnKasbHOM
MHHOBATMBHOCTbIO, HO Ha MPOTFXEHUM BCeX
3TanoB NpeACTaBAAET OPUrMHA/bHbIE BapUaLMm
M3BECTHBIX NAACTUYECKMX JIMHWI Ha CTbIKE reo-
METPWUM M OPraHUKKM; OHO FEHETUYECKM CBSI3aHO
C aBaHrapAoM: B Nepuoy, CcTaHoBeHUs MacTep-
KoBa oblanack C y4eHnKoMm Manesnya MBaHom
KyapsiwoBbiM. XyA0XHWLa akTUBHO paboTana ¢
TakMM BaXHbIM MeAMYMOM Kak KO/Nax, W nep-
BOWM M3 COBPEMEHHMKOB Hayana BBOAWTbL TKaHM
B $haKTypy NOBEPXHOCTH, YTO BbIAAET B HEW Npo-
BO3BECTHMKA reHAEepPHOro acnekTa B UCKYCCTBe.

LLiBapumaH — siereHgapHas ¢urypa B passeT-
B/IEHHON Mepapxun «Apyroro MCKyccTBa», ee
¢dakTuyeckmin natpuapx. Ero nonoxenvie on-
TUMaNbHO COBMAAAET C CaKpPasibHbIM 3apsifoM,
KOTOpbIN HeceT ero wuckycctBo. CBou paboTbi
OH Ha3blBa/l MepaTypaMu — OHU PaBHO OTCTOAT
OT UKOHbI U OT KapTUHbI, B cobolt obpasLibl
mMeTadUsnIeCcKnx CTpyKTyp B MaTepuane. CBAsb
MX MPOM3BOACTBA C TEXHWKOM MKOHbI HE MOXET
He HacTpauBaTb Ha BO3BbIWEHHOE BOCMPUATHE,
COOTHeCeHHOe C YeTKOM GpMA0CODCKO N0rMKOMN.

AHKWNeBCKMM — Kak pa3 ¢unocod rayboko
JMYHOTO, 3K3UCTEHLMANIBHOMO MNepexmBaHus,
COOTHECEHHOTrO C CUMBOJIMYECKUMW peanusmu
MUPO34aHWsA, KOTOpble OH WHTEprpeTupyeT B
BUAE AYaNNCTUYECKMX OMMO3ULMI «MYXKCKOFO —
XEHCKOro», «BepXa — HK3a», «BO3BbILLEHHOMO —
¢dusmonornyHoro» u T.4. OTTanknBascL oT ab-
CTPaKLMM KaK OCHOBbI, OH CO3AAeT C/NOXHYIO
KOHUrypaLuio aHTponosornyeckmx obpasos —
BM/IOTb AO HATYpa/UCTUHECKUX, CHUMAs KOH-
bAnKT durypatusHoro u becnpegmeTHoro naa-
CTOB M306paxeHus.

MHpaHTe, HauyaBWWUIA C UCCAEA0BaHUS coaep-
XaHNA reomeTpuuyeckmMx CTPyKTyp B rpynne
«/lBUXKEHME», B KOHLLE 1960-X FOA0B BbIXOAWUT K
acTeTuke apTedakta — doTorpadusam, KoTopbie
AOKYMEHTUPYIOT WCCNe0BaHNE MPOCTPAHCTBA
MNP NOMOLLM KaMepHbIX UHCTaNNALMIA, CO34aBa-
€MbIX B IPMPOAHOM OKpYyXeHun. Ero nHtepecyet
BU3yaamsayua I'IOHFITVII\/'I Ha CTblke 3MNNPUYeCcKo-

Yuri Zlotnikov, Boris Turetsky, Mikhail Kulakov,
Mikhail Schwarzman, Vladimir Yankilevsky, Fran-
cisco Infante, Igor Vulokh, and Alexei Kamensky.
A brief characterization of the work of several of
them will show the fundamental paths of non-ob-
jectivity in art in these years.

Masterkova fully deserves to be studied as the
first artist to devote herself consistently to
non-objective art. Her work is not marked by
radical innovativeness, but across all the stages
of her development she presents original varia-
tions of existing plastic trends at the place where
geometry and the organic meet. Her work is ge-
netically connected to the avant-garde: in the
period of her education Masterkova associated
with Ivan Kudriashov, a student of Malevich. She
actively worked in the important medium of col-
lage, and she was the first of her contemporaries
to introduce fabric into the texture of her surfac-
es, which makes her a forerunner of the gender
aspectin art.

Schwarzman is a legendary figure in the arbores-
cent hierarchy of the “other art”, in fact he is its
patriarch. His position perfectly coincides with
the sacral charge that his art carries. He called
his works “hieratures” — they stand equidistant
between icons and paintings as models of meta-
physical structure in material form. The link be-
tween their production and the techniques of
icon-painting inevitably tune one’s perception to
the sublime, correlated to a distinct philosophical
logic.

Yankilevsky is himself a philosopher of profound-
ly personal, existential experience, correlated to
the symbolic realities of the universe, which he
interprets in the form of dualistic oppositions
between masculine and feminine, high and low,
sublime and physiological, and so on. Starting
with abstraction as a foundation, he creates com-
plex configurations of anthropological images —
even naturalistic ones, resolving the conflict be-
tween the figurative and the non-objective layers
of representation.

Infante, who began with the study of geometric
structures in the “Movement” group, at the end
of the 1960s turned to the aesthetics of the arte-
fact — photographs, which document the study
of space in intimate installations created in a
natural environment. He is interested in the visu-
alization of concepts at the meeting point of the
empiricaland the speculative, the metaphysical —
infinity, light, the movement of thought.

In general, in many cases important for its evo-
lution, abstraction ended up in complex relations
with reality — either it alternated periodically
with gloomy, grotesque expressionist approach-
es or even strictly realist ones (Turetsky, Zlot-
nikov), or it was used as a platform for formal
and linguistic experiments (Kabakov, Vasiliev,
Bulatov). The issue was not the blurring of reali-
ty by means of abstraction, unfocusing, and the
mimetic collision of processes, which often ap-

CTaHyBat€e Ha NaToT, U TOa 3aCTaHyBake Ha MHO-
Iy BUCOK CTeMeH, CopeJ/IMBO CO MPeMUH BUCOKO
BO NJIaHMHW, Kaje LITO CKOPO U Aa HeMa BO34yX
Koj MoXe Aa Auwe. He e usHeHaAyBayku WTO
MaJIKyMWUHa 13pxane NocTojaH NpecToj BO OBOj
MOMEHT Ha MaKCMMaJIHa HaMHaToCT. 3aT0a, eAn-
HMUM Ha aBTOPUTE KOW Ceé HAaBMUCTMHA 3HAYajHM
3a eBo/lyLMjaTa Ha MoJepHaTa ancTpakuuja Bo
Pycuja. Bo reHepaumjata yMeTHULM KOU BAeroa
Ha CLeHaTa Ha KpajoT 0/ 1950-TuTe 1 60-TuTe,
notpebHo e mpey ce ga ce umeHyBsaaT Jlnauja
MacTtepkoBa, Esrenunj MuxHos-BojTenko, Jypuj
3notHukos, Bopuc Typeuknj, Muxann Kynakos,
Mwuxann LsapumaH, Bnragumup Jankunesckuj,
®paHuuncko UHdaHTe, Nrop Bynox Anekcej Ka-
MeHckuj. HakpaTko ga ce onwuwe paboTaTa Ha
HEKO/IKYMUHA OfF HMB — 3Hauu Aa ce onuwar
rNaBHMTE HACOKM Ha HenpeAMeTHa YMETHOCT O
THE FrOAMHM.

MacTepkoBa co NpaBo MoXe za ce cMeTa 3a np-
BMOT YMETHMK LITO AOC/Ne/HO Ce MOCBEeTyBa Ha
HernpezMeTHaTa yMeTHOCT. He ce oasnkyBa co
pasuKasHa WHOBATUBHOCT, HO BO cuTe ¢asu
npeTcTaByBa OpPWUrMHaNHM BapujaLumn Ha Jo6po
NO3HATK NAACTUYHM JIMHUM Ha MPEeCeKoT Ha re-
OoMeTpujaTa M OPraHCKOTO; Hej3MHOTO TBOpeLl-
TBO € FeHeTCKM e MOBP3aHO CO aBaHrapzarta: 3a
BpeMe Ha CBOeTO GopMMparbe Kako YMETHUK
MacTepkoBa KOMyHMUMPpaLIE CO YYEHMKOT Ha
Maneswny, MeaH Kyspujawos. YMeTHMYKaTa ak-
TUBHO paboTelle cO TONKY BaXeH MesnyM Kako
KONax, 1 NpBaTa 0/ Hej3MHMTE COBPEMEHNL 3a-
MoYyHa Aa BHeCyBa TKA@HMHM BO MOBPLIMHCKATA
TEKCTYpa, LWUTO ja UCTakHYBa Kako npeABeCHUK Ha
poAoBaTa AMMeH3Mja BO yMeTHOCTa.

LLIBapuMaH e nereHgapeH AnK BO pasrpaHeTaTa
Xvepapxuja Ha ,Apyra yMeTHOCT", Hej3VH BU-
CTUHCKM naTpujapx. HerosaTta nosuumja ontu-
MaJIHO Ce COBMara co CBETOTO HamMojyBatbe KOe ro
HOCKM HerosaTa yMeTHOCT. Toj r1 Hapeue cBouTe
Jena xuepaTypu — Tue ce eZHakBo OAAase4eHn
0/}, MKOHaTa 1 0/ C/IMKaTa, Kako NpuMepw 3a Me-
Tapu3NYKM CTPYKTYpW BO MaTepujanoT. BpckaTa
mMery HUBHOTO MULLYBake CO TEXHUKA Ha MuLy-
BahETO Ha MKOHATa He MOXe Jla He Be NpuaaroAmn
Ha BO3BWLLEHaTa nepLienymja noBp3aHa co jacHa
¢dunosodcka noruka.

JaHkuneBckuj e Tokmy dpunosod Ha gnaboko nny-
HO, ersucTeHuUMjasHO UCKYCTBO BO Kopenauuja
co cumbosimykaTa peasiHOCT Ha YHMBEP3YyMOT,
WTO TOj FO To/KyBa BO GOpMa Ha AyasMCTUYKK
CMPOTMBCTaByBatba Ha ,MaLlKO — XEeHCTBEeHO",
Lrope — gony", ,Bo3BUWEHO — GU3NONOLIKO",
UTH. Bp3 ocHOBa Ha ancTpakumjaTa Kako OCHOBA,
TOj co3zaBa KOMMJIeKCHa KOHWrypaLuuja Ha aH-
TPOMOJIOLWKN CIMKU — AYPU U HATYPANTUCTUYKK,
OTCTpaHyBajKu ro KOHGAMKTOT nomery éurypa-
TUBHUTE U HeMpPeAMETHM CI0eBU Ha C/INKMK.

MHdaHTe, Koja 3anoyHa Aa ja NpoyyyBa COApPXU-
HaTa Ha reomeTpuckuTe CTPYKTypu BO rpynata
J[BUXere", KOH KpajoT Ha 1960-TuTe oTuge
KOH ecTeTukaTa Ha apTedakToT — poTorpadum
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ro 1 yMo3puTenbHoro, Metadusmnyeckoro — bec-
KOHEYHOCTb, CBET, AABMUXXEHWE MbICAN.

Boobue, BO MHOrMX BaXXHbIX 4151 SBOJIIOL UM CNy-
yasx abcTpakumMs oKasbiBasiacb B C/AOXHBIX OT-
HOLUEHUSAX C PeasibHOCTbIO — TO YepesoBasiach
rnepuoZaMmn C MpaydHbIM FPOTECKHO-IKCNpPeccu-
OHUCTCKUM WAW Jaxe CTPOro peasmcTuyeckum
nogxogom (Typeukui, 30THUKOB), TO UCMO/b-
30Basiacb Kak nsowazgka Ans GopManbHbIX U
A13bIKOBbIX 3KCnepumeHTOB (Kabakos, Bacusbes,
Bynatos). [leno kak pa3s He B pasmblBaHWUM pe-
anbHoCTU nyTem abcTparvpoBaHus, pachoky-
CMPOBaHWUsA, MUMETUYECKOro COBMajeHUs npo-
LLeccoB, YTO 4acTo HabsoganocL B TBOpYECTBE
MOC/IEBOEHHbIX €BPOMENCKUX XyAO0XHUKOB. [0-
pasAo BaxKHee, KOTAQ KOHKPETHble COCTaBAsIO-
e — BOMpPOChI CMEKTPa, NPOCTPaHCTBEHHOrO
MOCTPOEHUsI KapTUHbl, UCXOASALLME U3 ZaHHbIX
O BM3ya/IbHOM BOCMPUATUU MAOCKOCTH (T.e. No
CYTW Hayu4Hble, O6bEKTUBHbIE AaHHbIE) CTABATCA
Ha cnyx6y ¢urypatmeHomy obpasy. Ypoku reo-
MeTpuyecko abcTpakuuu, MOCTENeHHO YTOou-
HsiemMble MO Mepe yBenuyeHus uHdopmaumun o
MOZepHMCTax W 3apybexHbIX COBPeMeHHMKaX,
Takum obpasom anpobupytoTcs Ans HOBbIX Le-
Nen v 3agau.

OTcyTCTBME TeopeTnyeckon 6asbl COBpeMeHHO-
ro UCKYCCTBA BO BPeMEHAa «OTTenesnn» KOMMeH-
CUPYEeTC UAENHBIM KOHCTPYMPOBaHWEM Yepes
norpyseHwue B NpakTuKy. B ngeane aBTop HoBoM
abcTpakumMn He MOXeT Mo3BoNTb cebe oTabixa
BHYTPW HalAEHHOro mpvemMa WA CTUINCTUKY,
Tem 6osiee B yC/I0BUSX, KOTAa TOBap He MMeeT
HW MaTepuanbHON, HU CUMBONINYECKON BOC-
TpeboBaHHOCTU. OH BbIHYXAEH ABUraTbCs, U
B 3TOM C/ly4ae Ha3BaHWe NepBON MOCKOBCKOM
XYAOXKECTBEHHOW Fpynnbl «/lBUXEHWE» MOXET
6bITb BOCMIPUHATO KaK ToYHas MeTadopa nocTo-
IHHOrO AencTBUsA TBopLa. OH C/I0BHO BCe BpeMms
npebblBaeT B COCTOSAHWUM JBUXEHUA — MbIC/Y,
NAacTUKU — MyCTb W HE 3aKpenaseT 3Toro B
Teopum (4acTo NMPOCTO He A0 3TOro), He nepe-
BOAWT B KayeCTBEHHble MaTepuasbl, He roBops
yXe — 3a peA4alliMM UCKNIOUEHNSIMU — O XOTb
KaKoM-HWOyAb NMPUMEHEHWM B HackBO3b Taby-
MPOBaHHOM MPOCTPaHCTBE (AW3alH, MOHYMeH-
TasbHas nuactvka). ABCTpakuus moytu cpasy
HauMHaeT UCMO/Ib30BaTbCs B KAaYecTBE MEeToAa,
No3BOJIAS NABMPOBaTb MeXJy 3HAKOMbIMU, yXe
pa3spaboTaHHbIMKU CTUAUCTMKAMK, YTOGbI 0bpe-
CTU HEMOBTOPUMYIO UAEHTUYHOCTb.

MoBOPOT B MOC/NIEBOEHHON OTe4YeCTBEHHOW ab-
CTPaKL1M NPOUCXOANA NPUMEPHO KaXAble NTb-
ceMb fieT. ECan BbICTPOWTL XPOHOOMMYECKUiA
psA KoYeBbIX PaboT No rosam, BUAHO, Kak BO3-
pacTaeT He CTO/bKO BECbMA YC/IOBHOE Ha STOW
TeppUTOPUM MaCTEPCTBO, CKOJIbKO YBEPEHHOCTb
B MCMO/b30BaHWUKN $OPMasIbHOrO MHCTPYMEHTa-
pus n metogonorun. Ecam k cepeguHe 1960-x
rofos abcTpakumus TUNMYHA Kak CPeACTBO A
BXOXAEHUA B My6UHbI «COBPEMEHHOMO WCKYC-
CTBa» W CO3AaHUSA YMO3PUTE/IbHBIX MUPOB, TO K

peared in the work of post-war European artists.
Much more important were concrete compo-
nents — questions about the spectrum and spa-
tial construction of the painting, emerging from
data about the visual perception of the picture
plane (i.e., essentially scientific, objective facts),
were asked in service of a figurative image. The
lessons of geometric abstraction, which were
gradually clarified, as more information about
the modernists and foreign contemporaries be-
came available, were in this way applied to new
goals and tasks.

Ideational construction by means of immersionin
practice compensated for the absence of a the-
oretical basis for contemporary art in the time
of Khrushchev's “thaw”. Ideally, the author of
a new abstraction cannot allow himself to rest
within the device or style he has found, especially
when there is no material or symbolic demand for
his work. He is forced to move and, in this case,
the name of the first Moscow art group, “Move-
ment”, can be taken as a precise metaphor for
the constant activity of the artist. It is as if he is
always in a state of motion — of thought, of plas-
ticity — even if he does not fix this fact in theory
(often there simply isn’t time), does not trans-
fer the work onto high-quality materials, not to
mention — with the rarest exceptions — applying
it to taboo spaces (design, monumental sculp-
ture). Abstraction almost immediately comes to
be used as a method, allowing one to maneuver
among familiar, already worked out styles, in or-
der to establish a unique identity.

A turn in post-war Russian abstraction occurred
practically every 5-7 years. If one makes a chrono-
logical list of key works by years, you can see that
it is not mastery, highly contingent in this area,
that increases but confidence in the use of formal
instruments and methods. If, by the mid-1960s,
abstraction is a typical means of entering the
depths of “contemporary art” and creating specu-
lative worlds, then by the beginning of the 1970s
it more often appears as a constituent element, a
conceptual function (for example, in completely
different ways, for Ivan Chuikov, Viktor Pivovarov,
and for the duo Komar and Melamid). When at
this same time Eduard Steinberg joins the artistic
scene with his “lightened” version of geometric
abstraction, or Evgeny Rukhin, with his textured
planes and elegant flair for retrospection, this too
obviously reeks of the gallery and commercializa-
tion. In these years it was too late to make artis-
tic discoveries, but it was a great time to make
money. After only a few years, an investigation of
minimalism (in the work of Valery Gerlovin, An-
drei Krasulin, but most of all, Alexander Yulikov)
dramatically changes both the resources and the
demands of the abstract artist. Incidentally, it is
necessary to recognize Igor Vulokh as the precur-
sor of this line, though he approached it with an
inimitable poetic sense mixed with nuances of
color and tone and natural organicism. Soon af-
ter there is a movement in the other direction, a

KOWLUTO OKYMEHTMUPAaT UCTPaxyBare Ha npo-
CTOPOT KOPUCTEjKM KOMOPHWU MHCTanauum cos-
A3aZeHU BO NPUPOAHO OMKpYy>XyBatbe. Toj e 3anH-
TepecvpaH 3a BU3yenu3aLuja Ha KOHLEeNTHTe Ha
packpcHULaTa Ha eMNUPUCKOTO Y UMarMHapHo-
TO, MeTapn3nyko — BeCKOHeYHOCTa, CBET/IMHA-
Ta, ABUXEHETO Ha MUCAaTa.

Bo npuHLMN, BO MHOTY CyYan BaXKHU 3a eBOAY-
umjata, ancTpakuumjaTta ce Haorana BO KOMMu-
LiMpaHa Bpcka Co peanHocTa — NepPUoAN Ha rpo-
TECKeH eKCrNpecuoHNCTUYKM UK AypPU U CTPOro
peannctunykm npuctan (Typeukuj, 3N10THUKOB) ce
MeHyBaJie, ¥ TOrall Taa ce KopucTesna Kako naat-
dopma 3a GopMasHM U jasUUHU eKCrnepuUMeHTH
(KabakoB, Bacunves, bynatos). MoeHTaTa He e
Za Ce pa3BOAHyBa peasiHOCTa CO ancTpakuuja,
Aedokycupatrbe, MUMETUYKO COBMarake Ha npo-
LlecuTe, WTO YecTo ce 3abenexyBsalue BO pabo-
TaTa Ha NOBOEHUTE eBPONCKM yMeTHUL M. MHory
€ MOBaXHO Kora crneunduUyHUTE KOMMOHEHTN —
TEMMW MOBpP3aHW CO CMeKTap, NMPOCTOpHaTa KOH-
CTPyKLMja Ha CAMKaTa, BP3 OCHOBAa Ha NoAaTo-
LuTe 3a BM3yesiHaTa nepLenuyumja Ha NnoBpLIMHaTa
(.., BCYLLHOCT, Hay4HU, 06jeKT1BHM NoAaToL M)
ce cTaBeHW Bo cnyx6a Ha durypaTmBHaTa camka.
JlekunnTe 3a reomeTpucKa ancTpakLmja, Kom no-
CTeneHo ce Aonpeuusnpaat co 3rosemMyBareTo
Ha MHPOPMaLUMTE 33 MOAEPHUCTUTE U CTPaH-
CKUTE COBPEMEHULM, Ha TOj HauYMH ce TecTupaaT
3a HOBM LLeNN U 3343a4K.

HepocTaTokoT Ha TeopeTcka OCHOBa Ha coBpe-
MeHaTa yMEeTHOCT 3a Bpeme Ha ,3aTomn/yBameTo"
Ce HaZloMecTyBa CO MAe0/0lWKaTa KOHCTPYKLUMja
npeky Hasseryeawe BO npakca. MgeanHo, as-
TOPOT Ha HOBa arncTpakLuja He MoXe Aa U Ao-
3BOJIM Jja Ce OAMOPW BO NpOHajaeHaTa TexHMKa
UK CTUA, 0cobeHo BO YCNOBU KOra NMPOu3BOA0T
HeMa HWUTy MaTepujasiHa HUTY cumbonnyka noba-
pyBauka. Toj e NpuHyAeH Aa ce ABUXW, U BO OBOj
C/lyyaj MMETO Ha MpBaTa MOCKOBCKA YMETHMYKA
rpyna ,Jsuxere" Moxe Aa ce chaT Kako Tou-
Ha MeTadopa 3a MOCTOjaHOTO AejCTByBake Ha
kpeaTopoT. Ce YMHM ZeKa TOj e NOCTOjaHO BO CO-
cTojba Ha ABWXerbe — MUC/IA, NaacTuka — Aypw
M aKo TOj He ro NOTBpAM OBa BO Teopuja (4ecTo
€/JHOCTaBHO He My € /10 TOa /0jeH0), He ro UM-
nnemMeHTMpa BO KBa/MTETHU MaTepujanu, a Aa
He CMOMHyBaM — CO HajpeTK1Te UCKNyYoLMn — 3a
6apem HekakoB BUg Ha ynoTpeba Bo ckpo3 Taby-
MpaH NpocTop (AM3ajH, MOHYMEHTa/Ha MaacTu-
Ka). AncTpakuumjaTa CKOpO Be/Hall 3anovHyBa
/ia Ce KOPWCTU KaKo METOA, OBO3MOXYBajKM BU
A MaHeBpupaTe nomery rnosHaTtaTta, BeKe pas-
BMEHa CTUINCTUMKA 3a Aa AobueTe HeMoOBTOPMB
NAEHTUTET.

MpecBpT BO MOBOeHaTa AOMalUHa ancTpakuuja
ce cayyyBas NPUBAUXKHO Ha CEKOW MET A0 CeayM
rOAWHW. AKO CrOpes roAWHUTE Ke HanpaBuTe
XPOHOJIOLLKA Cepuja Ha KJy4yHUTE Aena, MoXeTe
Aa BUAWTE KaKo Ha OBaa TepuTopuja ce 3rose-
MyBa He TOJIKYy MHOTY yC/I0BHaTa BEWTWHA, KO-
Ky curypHocTa BO ynoTpebata Ha ¢opmasHuTe
anaTku n metogonoruja. AKo A0 cpeAmnHaTa Ha

pybexy 1970-x OHa valle NpPOsIBASETCS Kak CO-
CTaBHOW 3/1EMEHT, KaK KOHLenTyasbHas ¢yHK-
una (Hanpumep, COBepLIEHHO MO-pa3HOMy Y
MBaHa Yylikosa, BukTopa MNuBoBapoBa v AyaTa
Komapa n Menamuga). Korga B 310 Xe Bpems
Ha XYAOXECTBEHHYIO CLEeHy BbIXOAUT SAyapA
LLITetHbepr c «obneruyeHHom» Bepcueit reome-
Tpuyeckoi abcTpakumn unm EBrenHnin PyxuH c
baKTypHLIMU MIOCKOCTAMM U U3SILLHBIM GlIepOM
peTpOCneKTUBHOCTW, 3TO CAWIIKOM OYEBUAHO
OTA@ET Ca/loHOM, KOMMepLUMeNn — B 3TU roAbl
6b1710 NMO3AHO COBepLIaTb 3/eCb XyA0XeCTBeH-
Hble OTKPbITWS, a BOT 3apabaTbiBaTb camoe Bpe-
M. CnycTs BCero HeCKO/IbKO JIET MPSMOW BbIXOA,
Ha npobneMaTnky MMHMManM3Ma (B TBOpYeCTBe
Banepwusa lepnosuHa, AHgpes KpacynuHa, HO B
nepsyto ouepesb — Yy AnekcaHgpa HOnukosa)
KapAMHaZbHO MOMeHsAeT Kak pecypchbl, TaK M
3anpockl abcTpakTHOro XxyzgoxHuka. K caosy,
HeobxozMMo Bo3AaTh YecTb Mropto Bynoxy kak
npeaTeye 3TOW JIMHUM B 3AELWHUX YCIIOBUSX, HO
noAoLIeALIEero K Hell C HEMOBTOPVMbIM MO3TUYe-
CKMM KaMepTOHOM, 3aMeLlaHHbIM Ha LiBETOBbIX U
TOHa/bHbIX HI0AHCaX, Ha NPUPOAHON OpraHuKe.
Bckope nocne npoucxoaut n obpaTHoe ABuxe-
HWe, NporpaMmHoe obpalleHue oT Gurypatmsa K
abcTpakuum (y Kuseeanstepa, HaxoBoM, KoHuen-
TyanmnctoB kpyra «KosnekTuBHbIX AeMCTBUIA»).
OTcioga yXKe COBCEM HEAA/IEKO U 10 OCTPOYMHOM
13/eBKMN Hay, abcTpakLMOHNCTaMM Y MAaJ0KOH-
uenTyanuncrtos KOpus Anbbepta n «MyxomopoBs».
K py6exy 1980-x rogos abcTpakLmna — npongeH-
HbI MaTepuas, obliee MecTo, He TpebytoLiee HU
3aBOEBaHWA, HW OMpaBAaHuUsA, NPUTOM TaK U He
nernTummnpoBaHHas B cpeze Coto3a XyA0XKHUKOB
1 Nopykun rocsakasa. Te, KTO nocneAoBaTeNbHO
peanusyloT CBOM MHTepec K abcTpakumun B 3TO
spemsa (Kupuosa, MapkoBHWMKOB), AOKa3blBalOT
ero B MacwTabe eABa He MHCTANNIALMOHHOM, B
OCHOBHOM B CBf3M C MOCTMUHUMA/IMCTCKOW Mpo-
61eMaTUKON, XPOMAaTUYECKUMU  COYEeTaHUSMMU
LiBETOB M B3aMMO/ENCTBMEM MaTepUuanos, Bros-
He B AyXe 3anajHbIX TEeHAEHLMI Tex Xe neT. Ho
3T0, Kak FOBOPUTCS, COBCEM Apyras UCTopus.

ABCTpakuMs Be3ze WCMbITbIBAET CAOXHOCTU C
BOCTpPUATUEM, BCEr4a — MOAO3PEHME C TOYKM
3peHUs MOHSATHOCTW, AOCTYMHOCTH, npexze
BCEro, CPeAn CUMBOJIMYECKMX MoTpebuTeneit
MCKYCCTBA, OT YC/IOBHOrO MpPOCTOrO 3puUTeNs
A0 NpoCBelleHHOro KosaekuuoHepa. Ho ab-
cTpakuusa 6eccnopHo SBASETCA CepALeBUHOM
COBpPEMEHHOro UCKYCCTBA, KBUHTICCEHLMEN ero
pasBeTB/IEHHON CTPYKTypbl, TOUKOM cOOpKU ero
pa3HOHanpaB/eHHbIX MPUHLMMOB.

MNpumeyanHua:

[laHHbIN TEKCT — COKpalleHHan U He3HauYUTeNbHO
OTpefaKTUPOBaHHaA BEPCHA CTaTbu «PycCKas nocneso-
eHHan abcTpakuma (1950-80-e): 10rMKa v NapagoKCbl
passuUTMAY».

programmatic turn from figuration to abstraction
(with Kizevalter, Nakhova, and the conceptualist
circle “Collective Actions”). From here one is not
far from the witty mockery of abstractionists
by the young conceptualists Yuri Albert and the
“Toadstools". By the beginning of the 1980s, ab-
straction was something that had already been
worked though; it was a cliché that did not re-
quire conquest or justification; moreover, it still
had yet to be legitimized by the Union of Artists
or state sponsorship. Artists who continued to
pursue their interests in abstraction in this peri-
od (Kirtsova, Markovnikov) took it almost to the
scale of installations, for the most part dealing
with post-minimalist issues, chromatic combina-
tions of colors and the interaction of materials,
fully in the spirit of western tendencies in those
years. But this, as they say, is a completely dif-
ferent story.

Abstraction experiences problems with its recep-
tion everywhere, and it always meets suspicion
regarding its comprehensibility and accessibility,
most of all, among the symbolic consumers of
art, from the “simple” viewer to the enlightened
collector. But abstraction is unarguably the heart
of contemporary art, the quintessence of its ar-
borescent structure, the point where its multifar-
ious principles meet.

Notes:

This text is an abridged and slightly modified version of
the article “Russian Post-War Abstraction, 1950-1980s:
The Logic and Paradoxes of Its Development”.

1960-TuTe, ancTpakuujata bewe TUNUYHa Kako
CpescCTBO 3a BeryBare BO AnabounHuTe Ha
»MOZlepHaTa yMeTHOCT" 1 CO3/AaBarbe MMarnHap-
HW CBETOBW, TOral A0 KPajoT Ha 1970-TuTe Mo-
4ecTo Ce NojaByBa Kako COCTaBeH e/leMeHT, Kako
KoHLenTyasHa pyHKLUMja (Ha NpuMep, Ha cocema
pasanMuHmM HaumHu Kaj Meax Yyjkos, Buktop MNu-
BoBapos 1 gyoTto Komap un Menamug). Kora Bo
MCTO BpeME Ha yMeTHM4KaTa ClieHa u3serysa
Eayapa WTajHbepr co ,onecHeta" Bep3uja Ha
reomeTpucka ancrTpakuymja uam Eerenmj PyxuH co
TeKCTypUpaHu NOBPLUMHN 1 A€NNKaTHO NpoBejy-
Bakbe Ha PETPOCMEeKTMBHOCT, MPEMHOry e Oun-
rNeZHO /leKa OBa € HaMeHEeTO Mpey, Ce 3a Ca/IoH,
Tprosuja — oB/Ae BO OBMe roguHu belwe npewm-
HOTYy ZI0LiHa la Ce NpaBaT YMETHUYKMN OTKPUTK)a,
HO Aa ce 3apaboTaT napu — Tokmy HaspeMme. o
CamMO HEKOJIKY FOAWHW, AMpeKTeH mpuctan Ao
npobnemnTe Ha MUHMMaNU3MOT (BO fenata Ha
Banepwj l'epnosuH, AHgpej KpacynnH, HO npBeH-
CTBeHO Kaj AnekcaHzAap Jy/IMKOB) paguKanHo ke
T NpoOMeHU 1 pecypcute U notpebute Ha an-
CTPaKTHWOT ymMeTHuK. MaTem, notpebHo e Aa ce
oaAaze nount Ha Mirop Bynox Kako npeTxozHnK
Ha 0BOj NpaseL|, BO JIOKa/NHWUTE YCN0BM, HO KOj My
ce A0BAMXKMA CO YHUKATEH MOETCKU KaMepTOH,
nogeceH co 60ja M TOHCKM HUjaHCK, CO NPUPOA-
Ha opraHuka. Hackopo, ce nojaBysa obpaTHOTO
ABUXeEtbe, NPOrpaMckoTo CBPTyBame o4 ¢ury-
paTuBaTa KOH ancTpakumja (kaj Kusesantep, Ha-
X0Ba, KOHLEeNTyanucTu o kpyrot ,KonekTmsxu
AejcteaY). OTTyka Beke e MHOry 6m1cky Ao Ay-
XOBUTOTO MCMejyBatbe Ha ancTpakLMoHUCTUTe
0f, CTpaHa Ha MaaAuTe KoHuenTyaauctu Jypuj
Anbept n ,Myxomopu®". KoH kpajoT Ha ocym-
JeceTTUTe rOAMHM, ancTpakuujata Beke bGelle
npojaeH MaTepujaj, 3aeAHMNYKO MEeCTO LITO He
Hapalle ocBojyBare WK OMNpaBAyBakbe, NpuUToa
He 6elwe nerntrmMmpaHro og Cojy30T Ha YMeTHULM
n 6e3 Hapauka oZ ApxaBaTa. OHue kou Aocnea-
HO ro cdakaaT CBOjOT MHTEpPeC 3a ancTpakuuja
BO 0BOj MomeHT (Kupuosa, MapkoBHuKkoB) Toa
ro loKaxcyBaaT peync Ha HMBO Ha UHCTanauuy,
rNaBHO BO BPCKa CO MOCTMUHMMA/UCTMYKATA Te-
MaTUKa, XPOMaTCKMTe KOMBUHaLMM Ha 6ou 1 UH-
TepakumjaTa Ha MaTepujaaunTe, cocema Bo AyxoT
Ha 3anaZHuTe TPEHAO0BM 04 UCTUTe roanHn. Ho,
0Ba, KaKo LITO BE/IAT, € CoCeMa Apyra npuKkasHa.

AncTpakumjaTa Hacekaje A0XMBYBa TELWKOTUM
CO nmepuenuujata, cekoraiw npejn3BUKyBa CO-
MHEX O/ rNesHa Touka Ha pasbupansocT, npu-
CTaMHOCT, Mpe C&, Kaj CMMBOIMYHUTE NoTpOoLLY-
BaUM Ha YMETHOCTa, 0/ YC/I0BHO 0buyeH rnezau
J0 VCKyCeH konekumoHep. Ho, ancTpakuymjata e
HECOMHEHO jaZipOoTO Ha MoJepHaTa yMeTHOCT,
KBMHTECEHUMja Ha Hej3uHaTa pasrpaHeTa CTpyK-
Typa, TOYKaTa Ha CK/I0MyBatbe Ha Hej3NHKTe pas-
HOCTPaHM NPUHLMMN.

Benewku:

OBOj TEKCT e CKpaTeHa M MasIKy ypeaeHa Bepsuja Ha CTa-
TujaTa ,Pycka nosoeHa anctpakumja (1950-80): normka u
pa3BOjHM NapagoKkcn™.
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3AN I

BAAANWMWUP
HNKONAEBWY

HEMYXWH

(1925-2016)

VLADIMIR

NIKOLAEVICH
NEMUKHIN

(1925-2016)

BAAANMUP
HNKONTAEBWY

HEMYXWH

(1925-2016)

HE3AKOHYEHHbI/ NACbAHC
1968

INCOMPLETE SOLITAIRE
1968

HE3ABPLUEH NACUJAHC
1968

XOJICT, MAC/O,
CMELUAHHAA TEXHUKA
99,5x 85,7 cm

13 KONNEKL MK
OEHUCA XUMWNANHE

OIL ON CANVAS,
MIXED TECHNIQUE
99,5 x 85,7 cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

MAC/O, NJIATHO,
MELLOBUTA TEXHUKA
99,5x 85,7 cm

0, KONEKLMIATA

HA LEHUC XUMUWIAIHE
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anmanmga ANEKCEEBHA MACTEPKOBA

(1927-2008)

ABCTPAKTHAA KOMNO3ULUA
1966

BYMATA, TYLb
47 x 57 cm
M3 KONNEKLUMM BOPUCA UCAEHKO

ABSTRACT COMPOSITION
1966

INK ON PAPER
47 x 57 cm
FROM THE COLLECTION OF BORIS ISAENKO

ANCTPAKTHA KOMNO3ULUIA
1966

XAPTUIA, TYLL
47 x 57 cm
01 KONEKLMIATA HA BOPUC UCAEHKO

LIDIYA ALEKSEEVNA

MASTERKOVA

(1927-2008)

KOMnosuuma Ne183
1995

BYMATA, TYLLb, KONNAX
86,5x73,5cm

M3 KONNEKLMN
HOBOIO MY3EfA

ACNAHA YEXOEBA

COMPOSITION Ne2183
1995

INK ON PAPER, COLLAGE
86,5 x 73,5 cm

FROM THE COLLECTION
OF ASLAN CHEKHOEV
NOVY MUSEUM

KOMMNO3ULMIA Ne183
1995

XAPTUIA, TYLL, KONAXK
86,5 x 73,5 cm

O KONEKUMIATA

HA HOBUOT MY3EJ

HA AC/TAH YEXOEB

ATNANIJA ANEKCEEBHA

MACTEPKOBA

(1927-2008)
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anmanmga ANEKCEEBHA MACTEPKOBA

(1927-2008)

Komno3uuua 28
1960-E

BYMATA,
CMELUAHHAA TEXHUKA
24 x 17 cm

M3 KONNEKLUNKN
DEHUCA XUMWUNARHE

COMPOSITION 28
1960s

PAPER, MIXED TECHNIQUE
24 x 17 cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

KOMMNO3ULIMIA 28
1960-TUTE

XAPTUIA,
MELUOBUTA TEXHUKA
24 x17 cm

0f, KONEKLMIATA

HA JEHUC XUMW/AJHE

LIDIYA ALEKSEEVNA

MASTERKOVA

(1927-2008)

Komno3uuua 52
1960-

BYMATA,
CMELLAHHAA TEXHUKA
24 x17 cm

M3 KONNEKLMKN
OEHUCA XMMUNANHE

COMPOSITION 52
1960s

PAPER, MIXED TECHNIQUE
24 x17 cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

KOMMO3ULWIA 52
1960-TUTE

XAPTUIA,
MELUOBUTA TEXHUKA
24 x17 cm

0, KONEKLMIATA

HA JEHWUC XMMW/JAJHE

ATNANIA ANEKCEEBHA

MACTEPKOBA

(1927-2008)
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MUXAUN
MATBEEBWY
WBAPUMAH

(1926-1997)

MIKHAIL
MATVEEVICH
SCHWARZMAN

(1926-1997)

MNXAWNN
MATBEEBWY
WBAPLMAH

(1926-1997)

YTPEHHAA AOPOTA
1978-1987

[OCKA, NEBKAC, TEMMEPA
113 x 88 cm

M3 KONNEKLUNKN

HOBOTIO MY3EA

AC/IAHA YEXOEBA

MORNING ROAD
1978-1987

TEMPERA ON PLANK, PRIMER
113x 88 cm

FROM THE COLLECTION

OF ASLAN CHEKHOEV

NOVY MUSEUM

YTPUHCKUOT NAT
1978-1987

TAB/IA, IEBKAC, TEMMEPA
113 x 88 cm

0, KONEKLMIATA

HA HOBMOT MY3EJ

HA ACNIAH YEXOEB

3AYAP/
APKAABbEBWUMY
WTEWMHBEPT

(1937-2012)

Komnosuuusa 1975-5
1975

XO/CT, MACNO

100 x 90 cm

M3 KONNEKLUN
OEHUCA XUMWUNANHE

COMPOSITION 1975-5
1975

OIL ON CANVAS

100 x 90 cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

KOMMO3ULMIA 1975-5
1975

NJATHO, MAC/IO

100 x 90 cm

O KONEKLMIATA

HA LEHUC XMUMWAIHE

EDUARD
ARKADYEVICH
STEINBERG

(1937-2012)

EAYAPA
APKAJJEBWUMY
IWWTEJHBEPT

(1937-2012)
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3N YAPA APKAJABEBUY IWWTENHBEPT

(1937-2012)

ABCTPAKTHASl KOMMO3ULMUA.
®EBPAJIb

1970

XO/CT, MACNO

69,5 x82,5cm

13 KONNEKUMW OEHUCA XUMUNANHE

ABSTRACT COMPOSITION.

FEBRUARY

1970

OIL ON CANVAS

69,5x82,5cm

FROM THE COLLECTION OF DENIS KHIMILYAYNE

ANCTPAKTHA KOMMNO3ULIMIA.
®EBPYAPU

1970

NAATHO, MAC/IO

69,5x82,5cm

01 KONEKUMIATA HA EHUC XUMUJIJAIHE

EDUARD ARKADYEVICH

STEINBERG

(1937-2012)

ABCTPAKTHASA
KoOMno3uuus.
EBPA3UA

1995

XONCT, MACNO
100 x 100 cm
13 KONNEKUMMU
OEHUCA
XUMUNANRHE

ABSTRACT
COMPOSITION.
EURASIA

1995

OIL ON CANVAS
100 x 100 cm
FROM THE
COLLECTION
OF DENIS
KHIMILYAYNE

ANCTPAKTHA
KOMMNO3UUUIA.
EBPOA3NIA
1995

NJATHO, MAC/IO
100 x 100 cm
0O KONEKLUMIATA
HA OEHWUC
XUMWNJAJHE

EAYAPA APKAJAJEBUUY

WTEJHBEPT

(1937-2012)
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NEB BONbAEMAPOBWUY HYCBEPT

(r.p. 1937)

CUCTEMA [OBYX CTPYKTYP
1961

OPTA/IUT, MAC/1I0, HUTPO3MA/Ib
54 x 124,5 cm

M3 KONNEKLMN

HOBOIO MY3EA ACTAHA YEXOEBA

SYSTEM OF TWO STRUCTURES
1961

OIL ON FIBERBOARD, NITROENAMEL
54 x124,5cm

FROM THE COLLECTION

OF ASLAN CHEKHOEV NOVY MUSEUM

CUCTEMOT HA ABE CTPYKTYPU
1961

NECOHWT, MACNO, HUTPOEMAJN

54 x 124,5 cm

0[, KONEKLMIATA

HA HOBMOT MY3EJ HA AC/IAH YEXOEB

LEVVOLDEMAROVICH
NUSBERG

(BORN 1937)

KOMMO3nuMA
(HA ®OHE MOPCKOW BO/IHblI)
1962

BYMATA, CMELWWAHHAA TEXHUKA
21,5x 21,5 cm

N3 KONNEKUNU

AEHUCA XUMUNANHE

COMPOSITION
(SET AGAINST THE SEA WAVE)
1962

PAPER, MIXED TECHNIQUE
21,5x21,5cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

KOMMO3ULMIA
(HA ®OHOT HA MOPCKU BPAH)
1962

XAPTUIJA, MELLOBUTA TEXHUKA
21,5x21,5cm

0, KONEKLMIATA

HA JEHUC XMUMW/JAJHE

NEB BONAEMAPOBWAM
HYCBEPT

(POAEH BO 1937)
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EBFEHUMW TFPUTOPbLEBUY MUXHOB-BOUTEHKO
(1932-1988)

ABE KOMNO3ULIUU U3 CEPUU TIOBMK TWO COMPOSITIONS FROM THE TUBE SERIES ABE KOMMNO3ULIMU Off CEPUIATA TYBA
1957 1957 1957

BYMATA, MACNO OIL ON PAPER XAPTUIA, MACNO

60 x 42 cm KAXOAA 60 x 42 cm EACH 60 x 42 cm CEKOJA

M3 KONNEKU MU FROM THE COLLECTION 0 KONEKLMIATA

HOBOTO MY3EA AC/TAHA YEXOEBA OF ASLAN CHEKHOEV NOVY MUSEUM HA HOBMOT MY3EJ HA AC/IAH YEXOEB

EVGENY GRIGORYEVICH
MIKHNOV-VOITENKO

(1932-1988)

NOCBALLEHUE APOH30HY DEDICATION TO ARONSON

1972 1972

BYMATA, CMELWWAHHAA TEXHUKA, SMA/Tb PAPER, MIXED TECHNIQUE, ENAMEL
73x101cm 73 x101cm

13 KONNEKUUN FROM THE COLLECTION

HOBOTO MY3EA ACNNAHA YEXOEBA OF ASLAN CHEKHOEV NOVY MUSEUM

EBFEHUWJ TPUTOPJEBWUY

MNXHOB-BOJTEHKO
(1932-1988)

NMOCBETA HA APOH30H
1972

XAPTUIJA, MELLOBUTA TEXHUKA, EMAIN
73x101cm

0/, KONEKLIMIATA

HA HOBWOT MY3EJ HA AC/IAH YEXOEB
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HUKONAMN
AHAPEEBWUY
CUNUC

(1928-2018)

®OPMVYNIA
1967

EPOH3A
61x22x22cm
13 KONNEKUMNK
CEPTEA NONOBA

NIKOLAI
ANDREEVICH
SILIS

(1928-2018)

FORMULA
1967

BRONZE
61x22x22cm
FROM THE COLLECTION
OF SERGEY POPOFF

HNKONMTA)J
AHAPEEBWHY
Cnnnc

(1928-2018)

SOPMYNA
1967

BPOH3A
61x22x22cm
O/ KONEKLUMIATA
HA CEPTEJ MOMNOB

EBFEHUWMW NbBOBUVY
PYXWH

(1943-1976)

BE3 HA3BAHMA
1974

XOJICT, MAC/O,
ACCAMBNAX

70 x 66 cm

M3 KONNEKLUN
HOBOrO MY3EA
AC/TAHA YEXOEBA

UNTITLED
1974

OIL ON CANVAS,
ASSEMBLAGE

70 X 66 CM

FROM THE COLLECTION
OF ASLAN CHEKHOEV
NOVY MUSEUM

BE3 HAC/10B
1974

NNATHO, MAC/IO,
ACAMBJIAX

70 x 66 cm

O, KONEKUMIATA
HA HOBMOT MY3EJ
HA ACNAH YEXOEB

EVGENY LVOVICH
RUKHIN

(1943-1976)

EBFEHWNJ NBOBWY
PYXWH

(1943-1976)
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NEOHMUWA KOHCTAHTUHOBWWY BOPUCOB

(1943-2013)

noBoPOT
1977

OPTA/INT, TEMMNEPA, ACCAMB/IAX
44 x52,5cm

M3 KONNEKLUN

HOBOTO MY3EA AC/TAHA YEXOEBA

TURN
1977

TEMPERA ON FIBERBOARD, ASSEMBLAGE
44 x52,5cm

FROM THE COLLECTION

OF ASLAN CHEKHOEV NOVY MUSEUM

CBPTYBAKE
1977

NECOHWT, TEMNEPA, ACAMBJ/IAX
44 x52,5cm

0, KONEKLMIATA HA

HOBMOT MY3EJ HA AC/IAH YEXOEB

LEONID KONSTANTINOVICH
BORISOV

(1943-2013)

LWAPUKO
2000

[OEPEBO, AKPUN
26x20x12cm
M3 KONNEKL MU
ANEKCAHAPA U
ANEKCAHAPbI
BOJIbLUIAKOBBbIX

SHARIKO
2000

ACRYL ON WOOD
26x20x12cm
FROM THE COLLECTION
OF ALEKSANDR

AND AKEKSANDRA
BOLSHAKOV

LWAPUKO
2000

APBO, AKPUN
26x20x12cm
O, KONEKUMIATA
HA ANEKCAHAPA
BO/bLLUAKOBA

W ANEKCAHOAP
BO/bLUAKOB

NEOHUWA KOHCTAHTMHOBWY
BOPUCOB

(1943-2013)
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IOPUW CABENBEBUY 3/IOTHUKOB

(1930-2016)

U3 CEPUMU NPOCTPAHCTBEHHAA KOHCTPYKLUUA
1989-1998

BYMATA, AKBAPE/Ib, M'YALLb
61 x86 cm
M3 KONINEKLMM CEPTEA MOMOBA

FROM THE SPATIAL STRUCTURE SERIES
1989-1998

WATERCOLOUR AND GOUACHE ON PAPER
61 x86 cm
FROM THE COLLECTION OF SERGEY POPOFF

OA CEPUIATA NTPOCTOPHA KOHCTPYKLNIA
1989-1998

XAPTWIA, AKBAPE/, MYALL
61x86cm
O/ KONEKLUMIATA HA CEPTEJ NOMOB

YURI SAVELYEVICH
ZLOTNIKOYV

(1930-2016)

ABCTPAKLMA
1962-1986

BYMATA, AKBAPE/Ib, M'YALLb
62 x 86 cm
M3 KONMNEKLMM CEPTEA MOMOBA

ABSTRACTION
1962-1986

WATERCOLOUR AND GOUACHE ON PAPER
62 x 86 cm
FROM THE COLLECTION OF SERGEY POPOFF

JYPWNJ CABENJEBWNM
3IOTHNKOB

(1930-2016)

ANCTPAKLMIA
1962-1986

XAPTWIA, AKBAPE/, TYALL
62 x 86 cm
Of1 KONEKLUMIATA HA CEPTEJ NOMOB
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IOPUN
CABE/IBEBUY
3/IOTHUKOB

(1930-2016)

U3 CEPUU CUMTHA/IbHAA CUCTEMA
1957-1962

BYMATA, AKBAPE/Ib, NYALLb
80 x 65 cm KAXAAA
13 KOMINEKLMW CEPTEA MOMOBA

YURI
SAVELYEVICH
ZLOTNIKOYV

(1930-2016)

FROM THE SIGNAL SYSTEM SERIES
1957-1962

WATERCOLOUR AND GOUACHE ON PAPER
80 x 65 cm EACH
FROM THE COLLECTION OF SERGEY POPOFF

JYpunl
CABENJEBWAM
3IOTHMNKOB

(1930-2016)

Ofi CEPUJATA CUTHA/IHUOT CUCTEM
1957-1962

XAPTUJA, AKBAPEJ, TYALL
80 x 65 cm CEKOJA
Of, KONEKLMIATA HA CEPTEJ NOMOB

BOPUC

3AXAPOBWNHY
TYPELUKWUMNU

(1928-1997)

CTPYKTYPA
1958

BYMATA, TYLUIb, KUCTb
81,5x57,5cm

13 KOMNEKLMM
BOPUCA UCAEHKO

STRUCTURE
1958

INK ON PAPER, BRUSH
81,5x57,5cm

FROM THE COLLECTION
OF BORIS ISAENKO

CTPYKTYPA
1958

XAPTUIA, TYLU, YETKA
81,5x57,5cm

Of KONEKUMIATA

HA BOPUC UCAEHKO

BORIS

ZAKHAROVICH

TURETSKY
(1928-1997)

BOPUC

3AXAPOBWNHY

TYPELUKN
(1928-1997)
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IOPI/II\/'I MBAHOBWMY AbIWLWAEHKO
(1936-1995)

KONNEKLMA
1983

KAPTOH, M'YALLb
40x30cm

M3 KONNEKLMKN MY3EA
CEPTEA KYPEXMHA

COLLECTION
1983

GOUACHE ON CARDBOARD
40x30cm

FROM THE COLLECTION OF
SERGEY KURYOKHIN MUSEUM

KONEKUMIATA
1983

KAPTOH, M'YALL

40x30cm

0, KONEKLMIATA HA
MY3EJOT HA CEPTEJ KYPJOXUH

YURI IVANOVICH
DYSHLENKO

(1936-1995)

Komnosuuyusa
1974

XO/CT, MACNO
197 x 197 cm

M3 KONNEKLMKN
HOBOrO MY3EA
ACNAHA YEXOEBA

COMPOSITION
1974

OIL ON CANVAS

197 x 197 cm

FROM THE
COLLECTION

OF ASLAN CHEKHOEV
NOVY MUSEUM

KOMMNO3UUUIA
1974

NNATHO, MAC/IO
197 x 197 cm

0[, KONEKLMIATA
HA HOBUOT MY3EJ
HA AC/IAH YEXOEB

JYPNJ NBAHOBWUY

ANWANEHKO
(1936-1995)
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BANEHTWH
MBAHOBWY
FrEPACMMEHKO

(r.p. 1935)

VALENTIN
IVANOVICH
GERASIMENKO

(BORN 1935)

BANEHTWH
MBAHOBWY
Fr’EPACMMEHKO

(POAEH BO 1935)

NPOAO/MKEHUE
urebl 1l
1989

OTMEYATOK 2/2
45 x40 cm

13 KONNEKLMMU
ABTOPA

CONTINUATION OF
THE GAME I
1989

IMPRINT 2/2

45 x40 cm

FROM THE AUTHOR'S
COLLECTION

NPOAO/MKYBAHETO
HA UrPATA llI
1989

OTMEYATOK 2/2

45 x40 cm

04, KONEKLMIATA HA
ABTOPOT

NEB EBFTEHbEBWNY
KPOMMUWBHULUKWNN

(1922-1994)

Komnosuuusa
1960-E

OPFA/INT, MACNO
64 x50 cm

M3 KOJINEKLMU
HOBOIO MY3EfA
AC/NIAHA YEXOEBA

COMPOSITION
1960s

OIL ON FIBERBOARD
64 x50 cm

FROM THE COLLECTION
OF ASLAN CHEKHOEV
NOVY MUSEUM

KOMMNO3UUUIA
1960-TUTE

NECOHUT, MACNO

64 x 50 cm

O KONEKLMIATA

HA HOBMOT MY3EJ HA
AC/NAH YEXOEB

LEV EVGENYEVICH
KROPIVNITSKY

(1922-1994)

NEB EBFTEHEBUY
KPOMMUBHULKHNU

(1922-1994)
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ANEKCAHAP OEAOPOBUY NAHKWH
(r.p. 1938)

Komnosuuua 1,1,2,3,5,8
U3 CEPUUN OTHOLLIEHMNA
2004

BEYMATA, MACNAHbIV
KAPAHOALL

85x 60 cm

M3 KONNEKUUKN
CEPTEfl NONOBA

COMPOSITION 1,1,2,3,5,8
FROM THE RELATIONS
SERIES

2004

OIL PENCIL ON PAPER
85 x 60 cm

FROM THE COLLECTION
OF SERGEY POPOFF

KomnosuuuA 1,1,2,3,5,8
0f} CEPUIATA O4HOCH
2004

XAPTWIA, MACNEH MONNB
85 x 60 cm

O[] KONEKUMIATA

HA CEPTEJ NONOB

ALEKSANDR FYODOROVICH
PANKIN

(BORN 1938)

KomMnosuuusa
C KPACHbIM KBAZIPATOM
1965

BYMATA, MAC/10
70 x 55 cm

M3 KONNEKLMHK
CEPrEfl NOMOBA

COMPOSITION
WITH RED SQUARE
1965

OIL ON PAPER

70 x 55 cm

FROM THE COLLECTION
OF SERGEY POPOFF

KOMMNO3MULMNIA
CO LPBEH KBALPAT
1965

XAPTUIA, MACNO
70 x 55 cm

O} KONEKLMIATA
HA CEPTEJ MONOB

ANEKCAHAAP dJOAOPOBMUY
MAHKWH

(POAEH BO 1938)
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PAMMA MOCUNODPOBHA 3AHEBCKAA-CANITmMPp

(r.p. 1930)

Komnosuuyusa
1970

XONCT, MAC/IO
90 x 90 cm

M3 KONNEKL MK
CEPTEA
ANEKCAHAPOBA

COMPOSITION
1970

OIL ON CANVAS
90 x 90 cm
FROM THE
COLLECTION
OF SERGEY
ALEXANDROV

KOMMNO3ULMUIA
1970

NJATHO, MAC/O
90 x 90 cm

01 KONEKUMIATA
HA CEPTE)
ANIEKCAHOPOB

RIMMA IOSIFOVNA
ZANEVSKAYA-SAPGIR

(BORN 1930)

A, WX HUKTO HUYETO HE 3HAET
1968

®AHEPA, CMELLUAHHAA TEXHUKA
52,5x73 cm
M3 YACTHOM KONNEKLUN

ME, OR NOBODY KNOWS NOTHING
1968

PLYWOOD, MIXED TECHNIQUE
52,5x73 cm
FROM THE PRIVATE COLLECTION

PUMA NOCUNDOBHA
SAHEBCKAJA-CATIITMUP

(POAEH BO 1930)

JAC, U HUKOJ HE 3HAE HULLITO
1968

®YPHWUP, MELLIOBUTA TEXHUKA
52,5x73 cm
Oofi MPUBATHA KONEKLMIA
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BAAAUWMUP BOPNCOBUN AHKUNEBCKUWN

(1938-2018)

KomMnosunuuna
1965

XONCT, MACNO
20,5x57 cm
13 YACTHOW
KONNEKLNN

COMPOSITION
1965

OIL ON CANVAS
20,5x57 cm
FROM THE PRIVATE
COLLECTION

KOMMNO3UUUIA
1965

NJATHO, MAC/IO
20,5x57 cm
Ofi NPUBATHA
KONEKUMIA

VLADIMIR BORISOVICH
YANKILEVSKY

(1938-2018)

BAAAUMUP BOPNCOBUNM
JAHKUNEBCKMU

(1938-2018)
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OPAHUMCKO MHOAHTE-APAHA

APTE®AKTbI U3 CEPUU
LUECTBUE
1977

®OTOrPA®UA
17x17 cm

M3 KONNEKUUKN
DEHUCA XUMWUNAWHE

ARTEFACTS FROM
THE PROCESSION SERIES
1977

PHOTO

17x17 cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

APTEDAKTU Of, CEPUIATA
NMPOLECHIA
1977

®OTOMPAGUIA

17x17 cm

O, KOMEKLMIATA

HA JEHUC XUMW/AJHE

FRANCISCO INFANTE-ARANA

(BORN 1943)

APTE®AKTbI U3 CEPUU
CYMNPEMATUYECKUE UTPbI
1968

®OTOrPAGUA, TUPAK 2/5
50 x 50 cm

M3 KONNEKL MU

OEHUCA XUMUNANHE

ARTEFACTS FROM
THE SUPREMATIST GAMES SERIES
1968

PHOTO, PRINT 2/5

50 x50 cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

APTE®AKTU Of, CEPUIATA
CYMPEMATCKU UTPU
1968

®OTOrPAGUIA, TUPAXK 2/5
50 x 50 cm

O KONEKUMIATA

HA OEHUC XMMWJAJHE

OPPAHUMCKO UHOAHTE-APAHA

(POAEH BO 1943)

3AN

99



SAA IV

CAMAPVH-TUADBb B. I. NMAYOHA
MAPAH O. MOAOYHWMKOB M.

NEBVMKOBA B.
KOLWEAOXOB bB.
KO>KVH A.
FTOBOPKOB WU.
TY3OB B.
CEPIrEeB C.
FTOBAHOB 1O.
3AITOPOB B.
AABBEPT lO.
TEPEBEHWVH A.
MOAYAHOB T'.
ABVIHAHVHOB A.
BEAOBA A.
'YBAHOBA E.
AANNMMIIVEB B.

KMCEAEB I.
BYFAEB (APPUKA) C.
METPOB I.
TATAPVHLEBA O.
BAPTEHEB A.
BAAAAOB
TOBPEAYTC O.
AHHWVHA .
CBVLEB M.
CAWNAEB A.
KYAbKOB B.
AMVTPVEBA M.
BOBKOBA E.

AAX H. 0.
METYHVH A. B.

NNewmITObl>»>>00=

AUIOWAO®SS>I0HOT P




BANEHTWH
MPOXOPOBWUN
CAMAPUH-TUANDb

(r.p. 1928)

METANOPTPET 19
1999

®0TO, NEYATb
BEPOM-CEPEGPSIHOI 3MY/IbCUEN
38 x24,5cm

13 KONNEKLMN MY3ES

CEPFEA KYPEXUHA

METAPORTRAIT 19
1999

PHOTO, PRINT WITH
SILVER-BROMIDE EMULSION

38 x24,5cm

FROM THE COLLECTION

OF SERGEY KURYOKHIN MUSEUM

METAMOPTPET 19
1999

®OTO, NEYAT CO EMY/I3NIA
Ofi CPEBEPEH EPOMU[,
38x24,5cm

O, KONEKLUMIATA HA
MY3EJOT HA CEPTEJ KYPJOXUH

VALENTIN
PROKHOROVICH
SAMARIN-TIL’

(BORN 1928)

BANEHTWH
MPOXOPOBWUN
CAMAPUH-TUJb

(POJEH BO 1928)

v
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ONAB MAPAH

(r.rp. 1933)

MNEEMESTUS
2017

BYMATA, TYALLUb,
TEMMEPA
40x33cm

M3 KONNEKLUN
MCTUCNABA
AGAHACLEBA

MNEEMESTUS
2017

GOUACHE AND
TEMPERA ON PAPER
40x 33 cm

FROM THE
COLLECTION

OF MSTISLAV
AFANASYEV

MNEEMESTUS
2017

TYALL, TEMMEPA,
XAPTUIJA
40x33cm

0[, KONEKLMIATA
HA MCTUC/IAB
A®AHACIEB

OLAV MARAN

(BORN 1933)

OLVAEL OLVAEL

1965 1965

BYMATA, MYALLb, TEMMNEPA GOUACHE AND TEMPERA ON PAPER
40 x50 cm 40 x50 cm

13 KOJVTEKUMUN MCTUCNABA AGAHACBEBA FROM THE COLLECTION OF MSTISLAV AFANASYEV

ONAB MAPAH

OLVAEL
1965

TEMMEPA, XAPTUIA
40 x50 cm

(POAEH BO 1933)

O/, KONEKUMIATA HA MCTUC/IAB AGAHACIEB

v
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ANEKCAHAPOBHA
NEBMNKOBA

(r.p. 1939)
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BENNA
ANEKCAHAPOBHA
NEBMNKOBA

(POAEH BO 1939)

ALEKSANDROVNA
LEVIKOVA

(BORN 1939)

B3AMMOQAENCTBUE No2
1977

XOANCT, MACNIO
140 x 140 cm

M3 KONNEKUUU
HOBOTO MVY3EA
ACNIAHA YEXOEBA

RECIPROCITY N22
1977

OIL ON CANVAS

140 x 140 cm

FROM THE COLLECTION
OF ASLAN CHEKHOEV
NOVY MUSEUM

3AEAHUYKO
AEJCTBYBAHE N2
1977

NNATHO, MAC/NIO
140 x 140 cm

O[] KONEKUMIATA
HA HOBUOT MVY3EJ
HA AC/TAH YEXOEB

BOPUC (BOB)
HUKONAEBWUY
KOWEAOXOB

(r.p. 1942)

BE3 HA3BAHMA
2011

KAPTOH,
LUEPCTAHAA TKAHbD,
MACNO

70x70 cm

13 KONNEKUMNN
Uropa CYXAHOBA

UNTITLED
2011

OIL ON CARDBOARD,
wooL

70 x 70 cm

FROM THE COLLECTION
OF IGOR SUKHANOV

BE3 HAC/N10B
2011

KAPTOH, BOJTHEHA
TKAEHWHA, MAC/IO
70 x 70 cm

O, KONEKUMIATA HA
WUrOP CYXAHOB

BORIS (BOB)
NIKOLAEVICH

KOSHELOKHOV

(BORN 1942)

BOPUC (BOB)
HUKONAEBWNY
KOWENOXOB

(POAEH BO 1942)

v
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ANEKCAHAP OEOAOCBEBUNY KOXMWH

(r.p. 1949)

AENEHUE
1976 -77

XOJICT, MAC/10, ACCAMBAAX
100 x 65 cm

M3 KONNEKUMM TATbAHDI

M AHAPEA NEHBbKOBbIX

DIVISION
1976 -77

OIL ON CANVAS, ASSEMBLAGE
100 x 65 cm

FROM THE COLLECTION

OF TATIANA AND ANDREY
PEN’KOV

PA3QENYBAHE
1976-77

NJATHO, MACNI0, ACAMB/IAX
100 x 65 cm

O KONEKLMIATA HA
TATJAHA MEHKOBA

M AHOPE) MNEHKOB

ALEKSANDR FEODOSYEVICH

KOZHIN

(BORN 1949)

KomMnosuuua
1983

XOJICT, MAC/10
49,5x70 cm

M3 KONNEKUMM TATbAHBI
M AHAPEA NEHBbKOBbIX

COMPOSITION
1983

OIL ON CANVAS
49,5x70 cm

FROM THE COLLECTION OF
TATIANA AND ANDREY PEN’KOV

ANEKCAHAAP OEOA4OCJEBWMNY

KOXWH

(POAEH BO 1949)

KOMMNO3UUUIA
1983

NJATHO, MAC/NIO
49,5x70 cm

O KONEKUMIATA HA TATJAHA
NEHKOBA U AHAPEJ NEHKOB

v
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3AN IV

MBAH BAAAJWCTABOBWAM
rOBOPKOB

(r.P. 1949)

YHUBEPCA/IbHbBIV NPU3HAK
®EHOMEHA/IBHOTO MUPA
2019

XO/ICT, MACNO
130 x 180 cm
M3 KONNEKLMKN
ABTOPA

IVAN VLADISLAVOVICH
GOVORKOV

(BORN 1949)

UNIVERSAL MARK OF THE
PHENOMENAL WORLD
2019

OIL ON CANVAS

130 x 180 cm

FROM THE AUTHOR’S
COLLECTION

MBAH BAAAJWCTABOBWNM
rFrOBOPKOB

(POAEH BO 1949)

YHUBEPCA/IHUOT BENET
HA ®EHOMEHAJIHUOT CBET
2019

NNATHO, MAC/IO
130x 180 cm

O, KONEKLUMIATA HA
ABTOPOT

v
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BUKTOP
NETPOBWNM
TY30B

(1954-1995)

VICTOR
PETROVICH
TUZOV

(1954-1995)

BUKTOP
NETPOBWUM
TY30B

(1954-1995)

BE3 HA3BAHUA
1992

KAPTOH, YALLb

90x 70 cm

13 KONNEKUMMN

MY3EA CEPTEA KYPEXMHA

UNTITLED
1992

GOUACHE ON CARDBOARD
90 x 70 cm

FROM THE COLLECTION
OF SERGEY KURYOKHIN
MUSEUM

BE3 HAC/10B
1992

KAPTOH, VAL
90 x 70 cm

O3 KONEKUMIATA
HA MY3EJOT HA
CEPTEJ KYPJOXWH

CEPTEMN
ANEKCAHAPOBWY
CEPFEEB

(r.p. 1953)

nyTu
2009

METAJ/1, ODOPTHAA KPACKA
110 x 140 cm
M3 KONNEKL MU ABTOPA

SERGEY
ALEKSANDROVICH
SERGEEYV

(BORN 1953)

TRACKS
2009

ETCHING PAINT ON METAL
110 x 140 cm
FROM THE AUTHOR’S COLLECTION

CEPIE)J
ANEKCAHAPOBWY
CEPITEEB

(POAEH BO 1953)

NATH
2009

METAN, O®OPTHA BOJA
110 x 140 cm
01 KONEKLMIATA HA ABTOPOT

v
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3AN IV

IOPUMN UBAHOBMUVY
rOEAHOB

(1941-2016)

ABCTPAKLINA wmexayHapoaHas BbiCTaBKa abcTpakTHOrO U
B aBaHra p,a,e! 6ecnpegmeTHOro nckyccTsa XX 1 XXI Bekos

YURI IVANOVICH
GOBANOV

(1941-2016)

JYpnJ NBAHOBWHY
FOBAHOB

(1941-2016)

114

OTPAMEHUE
1991

REFLECTION
1991

PE®NIEKCUIA
1991

XONCT, MACNO

85x95cm

M3 KONNEKLUKN

TATbAHbI U AHOPEA NEHbKOBbIX

OIL ON CANVAS
85x95cm

FROM THE COLLECTION OF TATIANA
AND ANDREY PEN’KOV

NAATHO, MACNO

85x95cm

0f, KONEKLMIATA HA TATJAHA
NEHKOBA U AHAPEJ NEHKOB
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BAAAUWMUP UTOPEBUY 3ATOPOB

(r.p. 1951)

KPACHAA
NONOCA
1993

XOJICT, MAC/IO
70x75cm

M3 KONNEKUUKN
ABTOPA

RED STRIPE
1993

OIL ON CANVAS
70x 75 cm
FROM THE
AUTHOR'S
COLLECTION

LPBEHA /IEHTA
1993

NAATHO, MAC/IO
70x75cm

Of1 KOJIEKLMIATA
HA ABTOPOT

VLADIMIR IGOREVICH
ZAGOROV

(BORN 1951)

NOCTENEHHOE CB/IMXXEHUE
1991

XO/ICT, MACNO
57x75cm
M3 KONNEKLMWN ABTOPA

STEADY CONTINGENCE

1991

OIL ON CANVAS
57x75cm

FROM THE AUTHOR’S COLLECTION

BAAAUWMUP UTOPEBWUHM
3ATroprPOB

(POAEH BO 1951)

MOCTEMEHO 3B/IXYBAHE
1991

NAATHO, MAC/IO
57x75cm
0, KONEKLMIATA HA ABTOPOT

v
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IOPUN
OENNKCOBWUVY
ANbBEPT

(r.p. 1959)

YURI
FELIKSOVICH
ALBERT

(BORN 1959)

JYpunl
OPENNKCOBUMY
ANBEPT

(POAEH BO 1959)

YNdPbl B TEMHOTE
BOCEMb (CBEPXY)
HONb (CHU3Y)
1997

XOJICT, MACNO
18 x 24 cm KAXOAA
13 KOMNEKLMM
LEHUCA XMMUNANHE

DIGITS IN THE DARK
EIGHT (ABOVE)
ZERO (BELOW)
1997

NJATHO, MAC/IO

18 x 24 cm

0, KONEKLMIATA

HA OEHUC XMMWJAJHE

YndPU BO TEMHUHA
0CYM (04,03roPA)
HYNA (080300NA)
1997

NAATHO, MAC/IO

18 x 24 cm

0, KONEKLMIATA

HA JEHUC XMMW/JAJHE

ANEKCAHAP
FrEOPr'MEBWNY
TEPEBEHWH

(r.p. 1959)

KPACHAA NIUHUA
2016

BYMATA, UN®POBAA NEYATb
70 x 100 cm
M3 KOJINEKL MM ABTOPA

ALEKSANDR
GEORGIEVICH
TEREBENIN

(BORN 1959)

RED LINE
2016

DIGITAL PRINT ON PAPER
70 x 100 cm
FROM THE AUTHOR’S COLLECTION

ANEKCAHAAP
FrEEOPITrMEBWNY
TEPEBHWH

(POAEH BO 1959)

LUPBEHA IEHTA
2016

XAPTWIA, ENIEKTPOHCKM NEYAT
60 x 40 cm
01 KONEKLMIATA HA ABTOPOT

v
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rPUTOPUN BAAANUMUPOBUNUY MONTHAHOB

(r.p. 1955)

BENOE-3 U3 LIMKNA WHITE-3 FROM

TOMOrPA®UA GE/IOrO TOPOGRAPHY OF WHITE CYCLE
2010 2010

XOJICT, MACNO, TEMIMEPA OIL ON CANVAS, TEMPERA
61x85cm 61x85cm

M3 KONNEKLMM ABTOPA FROM THE AUTHOR’S COLLECTION

BE/IOTO-3 0 ULUKNYCOT
TOMOrPA®UIATA HA BEJIOTO
2010

NNIATHO, MAC/10, TEMMEPA
61X 85cm
Of1 KONEKLMIATA HA ABTOPOT

GRIGORY VLADIMIROVICH
MOLCHANOYV

(BORN 1955)

3UMHMUE
METAMOP®O3bl.
BNINXKE K BECHE
1918 rogA
2018

XOACT, MACNO,
AKPWJI, TPADUT,
FPAGUTHBIN
KAPAHOALL, NECOK
99x91cm

13 KONNEKUUMU
ABTOPA

WINTER
METAMORPHOSES.
CLOSER TO THE
SPRING OF 1918
2018

OIL ON CANVAS, ACRYL,
GRAPHITE, GRAPHITE
PENCIL, SAND
99x91cm

FROM THE AUTHOR’S
COLLECTION

3UMCKUTE
METAMOP®O3M.
NOB/IUCKY A0
NPONETTA 1918
2018

NJATHO, MAC/O,
AKPUN, TPAGUT,
rPA®UTEH MO/INB,
NECOK

99x91cm

O KONEKLMIATA
HA ABTOPOT

rPUropn) BaAAANVMUPOBUY
MOJTHAHOB

(POAEH BO 1955)

v
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rPUTOPUN BAAANUMUPOBUNUY MONTHAHOB

(r.p. 1955)

BE/IbIE TEHU
2017

[EPEBO,

TEMMEPA
25x28x155cm/
31x14x23cm

13 KONNEKLUMM
ABTOPA

WHITE SHADOWS
2017

WOO0D,
TEMPERA
25x28x15,5¢cm/
31x14x23cm
FROM THE AUTHOR’S
COLLECTION

BE/IN CEHKM
2017

OPBO,

TEMMEPA
25x28x15,5¢cm/
31x14x23cm

01 KONEKLMIATA HA
ABTOPOT

GRIGORY VLADIMIROVICH

MOLCHANOYV

(BORN 1955)

KOKOH
2009

KAMEHb, META/I/1, CBAPKA
56 x22x21cm
M3 KONNEKL MU ABTOPA

COCOON
2009

STONE, METAL, WELDING
56 x22x21cm
FROM THE AUTHOR’S COLLECTION

KOXYPEL,
2009

KAMEH, META/1, 3ABAPYBAHE
56 x22x21cm
01 KONEKLMIATA HA ABTOPOT

rPUropn) BaAAANVMNUPOBUY

MOJTHAHOB

(POAEH BO 1955)

v
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AHAPEW
IOPbEBWUY
ABUHSAHMNHOB

(r.p. 1971)

ANDREY
YURIEVICH
DVINYANINOV

(BORN 1971)

AHAPE)
JYPJEBWUVY
ABUHBAHUHOB

(POAEH BO 1971)

®PATMEHTAPHOCTb BPEMEHU
2018

BYMATA, LBETHAA TYLUb, KONNAX
100 x 80 cm

U3 KONNEKLNKN

MY3EA CEPFEA KYPEXMHA

FRAGMENTARITY OF TIME
2018

COLOUR INK ON PAPER, COLLAGE
100 x 80 cm

FROM THE COLLECTION OF SERGEY
KURYOKHIN MUSEUM

®PATMEHTAPHOCTA HA BPEMETO
2018

XAPTWJA, TYLL BO BOJA, KONAX
100 x 80 cm

01 KONEKLMIATA

HA MY3EJOT HA CEPTEJ KYPJOXUH

NOAMUAA
HUKOMNAEBHA
BENOBA

(r.p. 1960)

MOAENUPOBAHUE BYAYLLIErO
2019

XO/CT, AKPUN
100 x 180 cm
M3 KONNEKLMWN ABTOPA

LUDMILA
NIKOLAEVNA
BELOVA

(BORN 1960)

FUTURE MODELING
2019

ACRYL ON CANVAS
100 x 180 cm
FROM THE AUTHOR’S COLLECTION

JbYAMUIA
HUKOMNTAEBHA
BENOBA

(POAEH BO 1960)

MOZENUPAHETO HA MUAHMHATA
2019

NAATHO, AKPUN
100 x 180 cm
0Of} KONEKLMIATA HA ABTOPOT

v
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ENEHA BAANWMOBHA T'YBAHOBA

(r.p. 1960)

OBAJ/1 BO3MOXHOCTEM
1991

[OCKA, IEBKAC, MAC/IO,
CMELUAHHAA TEXHUKA
100 x 75 cm

U3 KONNEKLUN ABTOPA

ELLIPSE OF POSSIBILITIES
1991

PLANK, LEVKAS, OIL,

MIXED TECHNIQUE

100 x 75 cm

FROM THE AUTHOR’S COLLECTION

OBA/IOT HA BO3SMOXHOCTUTE
1991

TABA, IEBKAC, MAC/O,
MELUOBUTA TEXHUKA

100x 75 cm

0, KONEKLMIATA HA ABTOPOT

ELENA VADIMOVNA
GUBANOVA

(BORN 1960)

OBUXEHME
CUMBOJIA
1999

XOANCT, MACNIO
111x101cm
13 KONNEKUNN
ABTOPA

MOVEMENT
OF THE SYMBOL
1999

OIL ON CANVAS
111x 101 cm

FROM THE AUTHOR’S
COLLECTION

OBUXXEHETO
HA CUMEONOT
1999

NNATHO, MACNIO
111x 101 cm

Of, KONEKLUMIATA HA
ABTOPOT

ENEHA BAANMOBHA

Fr'YBAHOBA

(POAEH BO 1960)
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Fr'YBAHOBA &
roOBOPKOB

GUBANOVA &
GOVORKOV

MPOCTPAHCTBO
BAPUAHTOB
2009

[EPEBO, PE/IbE®
60 x 160 cm

M3 KONNEKL MU
ABTOPA

SPACE OF
VARIANTS
2009

RELIEF ON WOOD
60 x 160 cm
FROM THE
AUTHOR’S
COLLECTION

NPOCTOPOT HA
BAPUJAHTUTE
2009

[OPBO, PE/INED
60 x 160 cm

0, KONEKLMIATA
HA ABTOPOT

Fr'YBAHOBA &
roBorPKOB

NPOCTPAHCTBO
BAPUAHTOB Il
2009

[OEPEBO,
MACNO, PE/IbE®
60 x 160 cm

M3 KONNEKLMN
ABTOPA

SPACE OF
VARIANTS Il
2009

OIL AND RELIEF
ON WOOD

60 x 160 cm
FROM THE
AUTHOR’S
COLLECTION

NPOCTOPOT HA
BAPUJAHTUTE |l
2009

OPBO, MACNO,
PENINED

60 x 160 cm

O KONEKUMIATA
HA ABTOPOT

BUKTOP
FrEATNEBWNY
AIJNMMNOWNEB

(r.p. 1973)

NOW TIME
2015

XO/CT, AKPUN
200 x 105 cm
M3 KONNEKLMN
BIALVMUPA
OBYAPEHKO

NOW TIME
2015

ACRYL ON CANVAS
200 x 105 cm
FROM THE
COLLECTION OF
VLADIMIR
OVCHARENKO

NOW TIME
2015

NNATHO, AKPUN
200 x 105 cm
Of, KONEKLUMIATA
HA BNAOAUMUP
OBYAPEHKO

VICTOR
GELIEVICH
ALIMPIEV

(BORN 1973)

MEYATAETCA
C PA3PEWEHNA
OVCHARENKO

BUKTOP
FrEATNEBUY
AINMOUNEB

(POAEH BO 1973)
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MAPTA NAYOHA

(r.p. 1961)

BE3 HA3BAHMUA
2019

CNELUMA/NBbHAA YHUKAJIbHAS TEXHUKA
TEKCTU/IbHOTO UCKYCCTBA U3 NEPEPABOTAHHbIX
TEKCTU/IbHbIX OTXOA0B

AvnTux: NEBAA 100 x 100 cm, NPABAA 100 x 200 cm
13 KONNEKLMMN ABTOPA

MARTA PACZONA

(BORN 1961)

UNTITLED
2019

SPECIAL UNIQUE TECHNIQUE OF TEXTILE ART FROM
RECYCLED TEXTILE

DIPTYCH: LEFT 100 x 100 cm, RIGHT 100 x 200 cm
FROM THE AUTHOR’S COLLECTION

MAPTA NAYOHA

(POAEH BO 1961)

BE3 HACN10B
2019

CNEUMIANHATA YHUKASTHA TEXHUKA HA TEKCTUTHA
YMETHOCT O/, NPEPABOTEHW TEKCTU/THN OTNAJOLN
annTux: NEBo 100 x 100 cm, HEAKM 100 x 200 cm
0, KONEKLMIATA HA ABTOPOT

v
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MNXAWNN
BUKTOPOBWY
MOJTOYHUNKOB

(r.p. 1963)

BE3 HA3BAHMA
2019

KAPTOH, NENOPEN/IO
30x 200 cm
M3 KOJINEKLMM ABTOPA

MIKHAIL
VIKTOROVICH
MOLOCHNIKOV

(BORN 1963)

UNTITLED
2019

LEPORELLO, CARDBOARD
30x 200 cm
FROM THE AUTHOR’S COLLECTION

MNXAWNN
BUKTOPOBWUY
MOJTOYHNMNKOB

(POAEH BO 1963)

BE3 HAC/I0B
2019

JNIENOPENO, KAPTOH
30x200cm
Of1 KONEKLUWMIATA HA ABTOPOT

MABEA
CEPTEEBWY
KWCE/NEB

(r.p. 1984)

HOBOE COOBLLEHUE:
CNEAYIOWAS CTAHLMUA
2016

[OEPEBO, CMELLUAHHAA TEXHUKA
120x 163 x32cm

M3 KONNEKLMHK

OEHUCA XUMUNANHE

PAVEL
SERGEEVICH
KISELEV

(BORN 1984)

NEW MESSAGE:
NEXT STATION
2016

WOOD, MIXED TECHNIQUE
120x 163 x32 cm

FROM THE COLLECTION

OF DENIS KHIMILYAYNE

MABEA
CEPTEEBWNY
KUCENJOB

(POAEH BO 1984)

HOBA NOPAKA:
CNEAHATA CTAHULA
2016

[OPBO, MELLOBUTA TEXHUKA
120x 163 x32cm

0O KONEKLMIATA

HA JEHUC XUMWIJAJHE
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CEPTEW
AHATOJNIBEBWUVY
BYFTAEB (AOPUKA)
(r.p. 1966)

SERGEY
ANATOLYEVICH
BUGAEV (AFRIKA)

(BORN 1966)

CEPIE)J
AHATONJEBWNY
BYTAEB (AODPUKA)

(POAEH BO 1966)

HEXOTE/IANO3UPOBATb
2015

XONCT, CMO/A

160 x 110 cm

13 KONNEKUNU MY3EA
CEPTEA KYPEXMHA

DIDNTWANTTOPOSE
2015

RESIN ON CANVAS

160 x 110 cm

FROM THE COLLECTION
OF SERGEY KURYOKHIN
MUSEUM

TAAHECAKALWLEAQANO3UPA
2015

NJATHO, CMONA

160 x 110 cm

0, KONEKLMIATA HA
MY3EJOT HA CEPTEJ KYPJOXUH

NMAATOH
ANEKCAHAPOBWY
NMETPOB

(r.p. 1986)

Sk8. No78
2014

XOJICT, MAC/10
110 x 100 cm
M3 KONNEKL MU
ABTOPA

Sk8. No78
2014

OIL ON CANVAS
110 x 100 cm
FROM THE
AUTHOR’S
COLLECTION

SK8.N278
2014

NJATHO, MAC/IO
110 x 100 cm
O KONEKLMIATA
HA ABTOPOT

PLATON
ALEKSANDROVICH
PETROV

(BORN 1986)

NMNAATOH
ANEKCAHAPOBWY
METPOB

(POAEH BO 1986)

3AN IV
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ONbTA
ANEKCEEBHA

TATAPUWHUEBA
(r.p. 1967)

OLGA
ALEKSEEVNA
TATARINTSEVA

(BORN 1967)

ONrA
ANEKCEEBHA
TATAPUHLUEBA

(POAEH BO 1967)

TULINHA Ne4
2017

NAEKCUTNAC,
AKPUN

50 x50 cm

13 KONNEKLMMU
OEHUCA
XUMUNANHE

SILENCE N24
2017

ACRYL ON
PLEXIGLASS
50 x 50 cm
FROM THE
COLLECTION
OF DENIS
KHIMILYAYNE

TULWIWHA BP. 4
2017

NNEKCUTNAC,
AKPUN
50 x 50 cm

O/ KONEKUMIATA

HA AEHUC
XUMWUNIJAIJHE

AHAPEW
AMUTPUEBWY
BAPTEHEB

(r.p. 1965)

AUCUUNAUHA Ne9
2019

XO/CT, MACNO

80 x 100 cm

M3 KONNEKLMWN ABTOPA

ANDREY
DMITRIEVICH
BARTENEV

(BORN 1965)

DISCIPLINE N29

2019

OIL ON CANVAS

80 x 100 cm

FROM THE AUTHOR’S COLLECTION

AHAPE)
AMUTPUEBUY
BEAPTEHEB

(POAEH BO 1965)

AUCUMNAUHA Ne9

2019

NAATHO, MAC/IO

80 x 100 cm

0O} KONEKLMIATA HA ABTOPOT
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3AN IV

BABUN BAAANOB

(r.p. 1959)

UTANIbAHCKARA 3CTPAAA
1990

XOJICT, MAC/I0

80 x 140 cm

M3 KOJINEKL MU
WUPUHbI AKTYTAHOBOM

BABI BADALOV

(BORN 1959)

ITALIAN ESTRADE
1990

OIL ON CANVAS

80 x 140 cm

FROM THE COLLECTION OF
IRINA AKTUGANOVA

BABUW BAAANOB

(POAEH BO 1959)

UTAJIMJAHCKATA ECTPALA
1990

NAATHO, MAC/IO

80 x 140 cm

0, KONEKLMIATA

HA UPUHA AKTYTAHOBA
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ONbTA
BAAAUWMUMPOBHA
TOBPENYTC

(r.p. 1970)

OLGA

VLADIMIROVNA
TOBRELUTS

(BORN 1970)

ONTA
BAAANUWMUPOBHA
TOBPENYTC

(POAEH BO 1970)

TPAHCKOAEP
2017

XOJICT, MAC/10
OVMAMETP 175 cm
13 YACTHOW
KONMEKUMM

TRANSCODER
2017

OIL ON CANVAS
DIAMETER 175 cm
FROM THE
PRIVATE
COLLECTION

TPAHCKOAEP
2019

NNATHO, MAC/IO
AVWJAMETAP 175 cm
O/ NPUBATHA
KONEKLMIA

MPUHA
MUXANNOBHA
AHHWUHA

(r.p. 1976)

Komno3uuua Ne3
2017

XOJICT, MAC/10
78 x 78 cm
M3 KONNEKL MM ABTOPA

COMPOSITION Ne3
2017

OIL ON CANVAS

78 x78 cm

FROM THE AUTHOR’S
COLLECTION

KOMNO3MULMNIA Ne3
2017

NAATHO, MAC/IO
78 x78 cm

0, KONEKLMIATA
HA ABTOPOT

IRINA
MIKHAILOVNA
ANNINA

(BORN 1976)

MPNHA
MUXAJNTOBHA
AHHUHA

(POAEH BO 1976)
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MPUHA MUXAMUNOBHA AHHUHA
(r.p. 1976)

KOIAA PO30BbIV PEXET
2017

BYMATA, CMELIAHHAA TEXHUKA
42 x29,5cm
M3 KOJINEKLMM ABTOPA

WHEN PINK CUTS
2017

PAPER, MIXED TECHNIQUE
42 x29,5cm
FROM THE AUTHOR’S COLLECTION

KOrA PO30OBATA BOJA BOAE
2017

XAPTUJA, MELLOBUTA TEXHUKA
42 x29,5cm
0O[ KONEKLMIATA HA ABTOPOT

IRINA MIKHAILOVNA
ANNINA

(BORN 1976)

CONPOTUB/IEHUE BENOTO
2019

BYMATA, CMELUAHHAA TEXHUKA
59,5x42 cm
M3 KOJINEKL MM ABTOPA

RESISTANCE OF WHITE
2019

PAPER, MIXED TECHNIQUE
59,5x42 cm
FROM THE AUTHOR’S COLLECTION

OTNOPOT HA BENIATA BOJA
2019

XAPTUJA, MELLOBUTA TEXHUKA
59,5x42 cm
0[, KONEKLMIATA HA ABTOPOT

MPUHA MNXAJNTOBHA
AHHUHA

(POAEH BO 1976)
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MAKCUM BAAAVUMUPOBUY CBULLEB

(r.p. 1982)

KAKO®OHUA YMA Unun
YKPALWUATE/IbCTBO MO3rA
2017

3D rPA®UKA, NEYATb HA OPTCTEK/IE
TPUNTUX: 50 x 50 cm KAXAbIN

13 KONNEKUUU

MY3EA CEPTEA KYPEXMHA

CACOPHONY OF MIND OR
EMBELLISHMENT OF BRAIN
2017

3D GRAPHICS, PRINT ON PLEXIGLASS
TRIPTYCH: 50 x 50 cm EACH

FROM THE COLLECTION

OF SERGEY KURYOKHIN MUSEUM

KAKO®OHMUIATA HA YMOT
WU YKPACYBAHE HA MO3OKOT
2017

3[], TPA®UKA, MEYAT HA MIEKCUT/IAC
TPUNTUX: 50 x 50 cm CEKOJ

0, KONEKLMIATA HA MY3EJOT

HA CEPTEJ KYPJOXWH

MAXIM VLADIMIROVICH
SVISHEV

(BORN 1982)

MAKCUM BANAAJVWMUPOBUY
CBUIWIYEB

(POAEH BO 1982)
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AHAPEW
GEAOPOBUN
CAWNEB

(r.p. 1982)

BHYTPEHHWI CBO
W3 CEPUWN NNIPOHUKHOBEHUE
2017

META/1, KEPAMUYECKAA NJINTKA,
CMELUAHHAA TEXHUKA

40 x 70 cm

M3 KONNEKL MU

OEHUCA XUMWNANHE

ANDREY
FYODOROVICH
SYAILEV

(BORN 1982)

INNER FAILURE
FROM PERCIPIENCE SERIES
2017

METAL, PAVING TILE,
MIXED TECHNIQUE
40x70 c™m

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

AHJAPE)J
®JOAOPOBMUY
CJAJNEB

(POAEH BO 1982)

BHATPELUHATA AUCOYHKLUIA
Of CEPUIATA HABJ/IETYBAHE
2017

METAJI, KEPAMUYKA N/I0YA,
MELLIOBWTA TEXHUKA
40x70cm

0/1 KONEKLIMIATA

HA JEEHUC XUMUIAJHE

BAAAWNCTAB
CEPFEEBUY
KYNTbKOB
(r.p. 1986)

CUBE DEFENDANCE U3 CEPUU PEBYC
2012

XONCT, MACNO, AKPUA, 211 x 256 cm
13 KONNEKLMU EHUCA XUMUNANHE

VLADISLAV
SERGEEVICH
KULKOV

(BORN 1986)

CUBE DEFENDANCE FROM REBUS SERIES
2012

OIL AND ACRYL ON CANVAS, 211 x 256 cm
FROM THE COLLECTION OF DENIS KHIMILYAYNE

BAAANCAAB
CEPIFEEBWUNM
KY/bKOB

(POAEH BO 1986)

CUBE DEFENDANCE Ofi CEPUJATA PEBYC
2012

M/IATHO, MAC/IO, AKPU/, 211 X 256 cMm
0O, KONEKLMIATA HA OEHUC XUMWUITJAJHE
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MAPbA
CEPFEEBHA
AMNUTPUEBA

(r.r. 1983)

ANALYSIS SITUS
2017

BYMATA, AKBAPE/Ib
100x 130 cm

13 KONNIEKUMM
ABTOPA

MARYA
SERGEEVNA
DMITRIEVA

(BORN 1983)

ANALYSIS SITUS
2017

WATERCOLOUR ON PAPER
100 x 130 cm

FROM THE AUTHOR’S
COLLECTION

MAPJA
CEPFEEBHA
AMUTPUEBA

(POJEH BO 1983)

ANALYSIS SITUS
2017

XAPTUIA, AKBAPE/I
100 x 130 cm

Of1 KONEKLIMIATA HA
ABTOPOT

ENJN3ABETA
BOBKOBA

(r.p. 1987)

BE3 HA3BAHMA
2017

BYMATA, TYLLIb, MEPO
32x39,5cm

13 KONNEKUUU
OEHUCA XUMUNAAHE

ELIZAVETA
BOBKOVA

(BORN 1987)

UNTITLED

2017

INK AND QUILL ON PAPER
32x39,5cm

FROM THE COLLECTION
OF DENIS KHIMILYAYNE

ENN3ABETA
BOBKOBA

(POAEH BO 1987)

BE3 HAC/NIOB

2017

XAPTUIA, TYLL, MEHKANO
32x39,5cm

0, KONEKLMIATA

HA OEHUC XMMWAJHE
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HATANbA
IOPbEBHA
NnAX

(r.p. 1968)

NATALIYA
YURIEVNA
LYAKH

(BORN 1968)

HATANJA
JYPJEBHA
JbAX

(POJEH BO 1968)

BbIXOA B ABCTPAKTHOE 41.
WUNNIIOMUHATOP
2016

LMOPOBAA MEYATD,
VHKPYCTALMA B NJEKCUINAC
9x11x6cm, TUPAXK 1

13 KONNEKLMU ABTOPA

EXIT TO THE ABSTRACT 41.
PORTHOLE
2016

DIGITAL PRINT,

INLAY IN PLEXIGLASS
9x11x6cm, PRINT1
FROM THE AUTHOR’S
COLLECTION

M3/IE3 BO ANCTPAKTHOTO 41.
TPKAJIE3HO NPO30PYE
2016

EJIEKTPOHCKM MEYAT,
WHKPYCTALMIA BO MNEKCUI/IAC
9x11x6cm, TUPAXK 1

0[, KONEKLMIATA HA ABTOPOT

ANEKCAHAP
MITOPEBWY
NMETYHWH
(r.p. 1986)

PA3PYLLEHUE BO/IHOBOA
GYHKLMK
2019

HEPXXABEIOLWAA CTANTb
48 x 48 x 80 cm
M3 KONNEKLMWN ABTOPA

THE DESTRUCTION OF THE
WAVE FUNCTION
2019

STAINLESS STEEL

48 x 48 x 80 cm
FROM THE AUTHOR’S
COLLECTION

PA3YPHYBAKETO HA
BPAHOBA ®YHKLMUIA
2019

HE‘PFOCYBAYKM YENUK
48 x 48 x 80 cm
0O, KONEKUMIATA HA ABTOPOT

ALEKSANDR

IGOREVICH
PETUNIN

(BORN 1986)

ANEKCAHAAP

MITOPEBWNY
NMETYHWH

(POJEH BO 1986)
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SAA I

ABCTPAKLVMA B MAKEAOHCKOM MCKYCCTBE




EECI'IPEAMETHbIl‘/’I MUPpP’

NN NOABNEHWNE NPA3BUTUE ABCTPAKL NN
B MAKEAOHCKOM MCKYCCTBE?

3/IATKO TEOA4OCUEBCKMN

CerozHs yxe CYMTaeTCsa HEOCMOPUMbIM MHEHWE,
4YTO NepBas Ye/10BeYeCKan NonbITKa «KMBOMUCU»
ABnseTcs abcTpakTHoW. leomeTpuyeckue y3o-
pbl, OCTaB/IeHHble Ha KaMHe B nelepe baomboc
B KOxHOM AdpuKe CeMbiecAT TpU TbiCAuM NeT
Ha3aj, OZHO3HaYHO NOATBEPXAAlOT 3T0. 3Hame-
HWTas BeHepa u3 Buanengopda nossutcs yepes
Lenbix NATbAECAT ThICAY JIET, @ NelepHble «Kap-
TUHbI» C U306paxeHvem ¢uryp B Anbtammpe —
TOMbKO LIEeCTbAECAT ThICAY NIET CyCTA. ITUM f
He X0o4y yKasaTb Ha kakoe-mbo 4oMUHUPOBaHMe
HepeanncTUYHOro Man abCcTpakTHOrO UCKYCCTBa
Haj, peasIMCTUYHbIM, @ BKOYA0 3TW JaHHbIe Kak,
BO3MOXHO, HeYTo NtoboMbITHOE UK B KavecTBe
OpPWEHTUPa BO BPEMEHW.

*

Bennkoe XyA0XeCTBEHHOE MPUKIOUEHUE MOA
Ha3BaHMeM «abCTpakuus», HauaBlleecs rAe-To
B Hayajie MpOLL/IOro Beka, MoXoXxe, BCe elle He
3aKOHYMOCh. U, BEpOATHO, HUKOTAA U He 3aKOH-
YUTCS, MOTOMY YTO U CErOAHSA NPeACTaBAsET Co-
6011 TBOPYECKUI U yXOBHbIV BbI30B /11 MHOTUX
XYZ,0KHVKOB. XOTSi B HEKOTOPbIX Kpyrax criopbi
0 rNaBEHCTBE XMBOMUCK B abcTpakumm Bee elye
npogoaxatotcs — ManeBuy man KaHAMHCKUN,
MoHapuaH nav Mapk... — KaxeTcs, No KpanHen
Mepe, CMopbl 0 TOM, MOXHO /1M cYuTaTh becnpes-
MEeTHOE OZHOBPEMEHHO M abCTPaKTHBIM MCKYC-
CTBOM 3aKOHUYMAUCb! HO, HE3aBNCMMO OT INYHBIX
NpeAnoYTEHNI U YyBCTB B OTHOLLEHWM abCcTpakT-
HOro McKyccTBa, bakT ocTaetcs GakToM: OHO, ab-
CTPaKTHOE MUCKYCCTBO, NepeBEPHYJI0 NCKYCCTBO C
HOT Ha ro/IoBY, BbITA/IKMBAsi NMPUHATYIO CUCTEMY

THecmoTps Ha OTHOCUTE/IbHO Y3KOe 3HaYeHue TepMu-
Ha «abCTpakuua», B 3TOM C/lyyae A CUMTAD TEPMUH
«becnpenmeTHbI MUp» Bonee Npuemaembim B Kade-
cTBe 0606WatolWwero HasBaHUA NPOEKTA, NOCKO/IbKY
OH OXBaTbIBaeT Bce 6ecnpesmeTHble BbipaxeHus (Ha-
npaB/iieHUs) B UCKYCCTBE, U3BECTHbIE TaKKe Noj, Apy-
MMM Ha3BaHWAMMK (Hanpumep: MHGOpMenb, TaWmn3Mm,
abCcTpaKTHbIM 3KCNPeccMoHu3m u T. a.). C apyroi cTo-
POHbI, MOCKOJ/IbKY A TaK)Ke BK/HOYaI0 B BbICTaBKY GOTO-
rpaduio, Aymato, YTo 3TOT TEPMUH NPOCTO COBMNAAAET C
doTorpadueir. Tem He meHee, NPOEKT ObIN NpeacTas-
NIEH W YyTBEPXKAEH MOJA 3aroNoBKOM «abcTpakuma», u
No3TOMY i NPUAEPKMUBAOCH ITOTO MHEHMUA.
2Heo6X04MMO OTMETUTb, YTO OCHOBOW 3TOrO NPOEKTa
ABNAETCA Konnekuua HauuoHanbHoW ranepen Make-
AOHWK. TONbKO B TeX CNy4yasx, KOraa onpeseneHHble
3HauMmble paboTbl (aBTOpbl) He 6biNU BKAIOYEHbI B
KONNEKLMIO, OHM BbIAN 3aMMCTBOBAHbI Y XYAOXKHUKOB
VAN APYTUX YUPEXRAEHWIA.

NON-OBJECTIVE REALM'

OR EMERGENCE AND DEVELOPMENT OF
ABSTRACTION IN MACEDONIAN ART?

ZLATKO TEODOSIEVSKI

Today it is no longer disputed that the first hu-
man attempt at “painting” is abstract. The geo-
metric patterns made on the stones in the Blom-
bos Cave in South Africa, dated 73,000 years ago,
unequivocally confirm this. The famous Venus of
Willendorf would appear 50,000 years later, while
the figurative cave “paintings” in the Altamira
cave would be made only after about sixty thou-
sand years and so on. By that, | do not want to
point to any dominance of the non-objective or
abstract art over the realistic, but | include this
data as a possible curiosity, or orientation in time.

*

The great art adventure called abstraction, initi-
ated sometime at the beginning of the last cen-
tury, seems that it is not over yet. And it probably
never would be over, because even today it is a
creative / spiritual challenge to many artists. Al-
though in some circles there are still debates on
the primacy of abstract painters — Malevich or
Kandinsky, Mondrian or Mark... — it seems at
least the debate is over whether non-objective,
abstract art can be considered art as such! But
regardless of personal preferences and feelings
about or towards abstract art, the fact remains
that abstract art has turned art upside down,
blurred the accepted system of values, mixed up
the order and system in the aesthetic theories of
its time. In addition, of course, it has unchained
art of the chains of the objective element!

Although Kandinsky tried to persuade gallery
owner Jerome Neumann that he, as painter, had
painted the first abstract painting much earli-
er, this painting was unfortunately lost, but his
works remained Untitled (First abstract waterc-
olour) from 1910, then Composition 6 and Com-

1As opposed to the relatively narrow meaning of the term
“abstraction”, | consider the term “non-objective realm”
in this case to be more acceptable as the collective title
of the project, since it encompasses all non-objective
statements / tendencies in fine art known also under
other names (for example, art informel, Tachisme,
abstract expressionism, and so on). On the other hand,
since | include photography in the exhibition, | think that
the term simply agrees with photography as well. Still,
the project was sent and approved, under the heading of
“Abstraction” and that is why | keep this notion.

2|t is necessary to note that the basis for this project is
the collection of the National Gallery of Macedonia. Only
in cases where certain significant works / authors were
not included in the collection, then these works were
borrowed from the artists or other institutions.

HENPEAMETEH CBET'

WAW MOJABATA WU PA3BOJOT HA
AMNCTPAKLUMIATA BO MAKEAOHCKATA
JINKOBHA YMETHOCT?

3NATKO TEOAQOCUEBCKMW

JleHec BeKe He e CMOPHO AeKa NPBUOT HOBEYUKM
obug Bo ,CAMKapcTBOTO" e ancTpakTeH. leo-
MEeTPUCKMTE WapK1 Ha KaMeHOT O/ neliTepaTa
Bnomboc Bo JyxHa Adpuka, gaTupaHu npeg 73
Unjaav roAnHN, HeABOCMUC/IEHO O NOTBPAYBa-
aT Toa. MNo3HaTaTa BeHepa o BuneHgopd ke ce
nojasBu Aypu 50 UNjaAu FOANHMN NOAOLHA, @ du-
rypaTueHUTE mewTepckun ,Camkn® Bo Antamupa
AYPV nocne weeceTTMHa nnjaam roamHn utH. Co
TOa He cakaMm /ja Noco4YaM Ha HekakBa JOMUHa-
LMja Ha HenpeAMeTHaTa OZHOCHO ancTpakTHaTa
YMETHOCT HaJ peannctuykata, TyKy OBOj noga-
TOK IO BK/ly4yBaM Kako MOXeH KypuosuTeT, nam
OPMEHTUP BO BPEMETO.

*

lonemaTa ymeTHMYKa aBaHTypa HapeyeHa an-
cTpakluja, 3anoyHaTa Hekaze Ha NMo4veToKoT Ha
MWHATMOT BeK, Ce YMHM Aeka ce’ yliTe He e 3aBp-
WweHa. M BepojaTHO HMKOTaLl HeMa HU Aa buge, bu-
AejKn 1 AeHec npeTcTaByBa TBOPEUKM [ AyXOBeH
npeaunsBKK 3a MHOTy ymeTHMLM. Mako Bo oazen-
HW KPYroBu ce’ ylTe TpaaT 1 pacnpaBuTe oKosy
C/IMKaApPCKMOT NpMMaT BO ancTpakumjata— Mane-
BMY unn KaHanHckn, MoHapujad nam Mapk... —
ce uMHM Jeka bapem 3aBplumja pacnpaBuTe
Aann HenpeAMeTHaTa, ancTpakTHaTa yMeTHOCT
MOXe za ce cMeTa 3a ymeTHocT! Ho, 6e3 ornes,
Ha IM4HUTE NpedepeHLM 1 YyBCTBa 3@ TOECT KOH
ancTpakTHaTa YMETHOCT, OCTaHyBa $akToT eka
Taa, ancTpakTHaTa YMETHOCT, ja NpeBpTe Ha ra-
Ba YMeTHOCTa, ro UcTymba npudaTeHnoT cnctem
Ha BPeAHOCTK, IO M3Mella PeAoT M MOpeAoKOoT BO
AoToralHnTe ecteTckm Teopun. U, cekako, ja oc-
10600U YyMETHOCTa OZ CTErnTe Ha NPeAMeTHOTO!

Mako KaHaMHCKM ro ybeayBan HerosmoT rane-
pucT Llepom HojmaH aeka ja Hacavkan npsaTa an-

"HacnpoTu penaTMBHO TECHUOT BO 3HAYEHETO MOWUM ,an-
cTpakuwja“, noumoT ,,HenpegmeTeH CBET” BO C/1y4ajoB ro
cmeTam3anonpudaTineKako36MpPeH HacN0BHA NPOEKTOT
6uaejkm rm ondaka cuTe HENPEAMETHM UCKa3KW / Npasum
BO JIMKOBHATa YMETHOCT MO3HATW W MOA, APYrW HA3MBM
(Ha npumep eHdOPMenoT, TalM3MOT, ancTPAKTHUOT eKc-
npecuoHunsam utH). Oa Apyra cTpaHa, buaejkun Ha U3N0XK-
6aTa BKAyyyBam u poTorpaduja, Mucnam geka Toj noum
noesHOCTaBHO Ce cOrnacysa u co potorpadujata. Cenak,
npoekToT 6ewe npujaBeH, U ofo6peH, Nog HacnoBoT
,ancTpakumja“ u 3atoa ro 3apKyBam u 0BOj NMOUM.
2HeonxofHO e Aa ce HaNOMEHE fieKa 0CHOBaTa 3a 0BOj Npo-
eKT e 36upkaTta Ha HaumoHanHarta ranepuja Ha Makego-
Huja. Camo BO C/ly4am Kora oafenHu 6uTHu aena / asTopu
He 6ea 3acTaneHu Bo 36upkara, uctute 6ea NosajmyBaHm
0/, YMETHULUTE UAN OA APYTY UHCTUTYLIUM.

3AN
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LIeHHOCTEN, CMELLMBAsN YKAAZA NPeLIecTBYOLLUX
3CTeTUYeCKUX Teopui. M, KoHeuYHo Xe, ocBo6o-
ZAWI0 UCKYCCTBO OT TUCKOB MpegMeTHOCTH!

Xotsi KaHauHckuii ybexaan csoero ranepucta
[>xepoma HelimaHa, 4TO OH HapuCOBas CBOIO
nepByto abCTPaKTHYIO KapTUHY ropasAo paHblue,
OHa, K coxasieHuto, bblna yTepsiHa, HO coxpa-
HUUCb ero paboTbl «be3 HasBaHusa» («MepBas
abcTpakTHas akBapesib») 1910 roga, a Takxe
«Komnosuuus 6» n «Komnosmumns 7» 1913 roga
B KayecTBe nepBbix OecnpeAMeTHbIX Wan ab-
CTPaKTHbIX KapTWH B MupoBoW usonucu. C
APYroil CTOPOHbI, HEKOTOpble BbICKa3blBaHUS
ManeBuya No3BOAAIOT NPEANOIOKUTb, YTO elle
B 1913 rogy ero pabota «YepHbiii KBagpaT» po-
AWNack Kak 4acTb Aekopauui k nbece «lobega
Hag ConHuem». HyXHo 6b1710 TONbKO CO3peTb 1
NOSIBUTLCA B BUAE CYNPEMaTUYeckol KapTuHbl Ha
XOJICTE C TaKWM e Ha3BaHueM («YepHbiii cynpe-
MaTUuecKuit KBagpaT», XO/ICT, Macs1o, 79,5 X 79,5
CM) B 1915 rogy Ha BbicTaBke «[locnegHss ¢yTy-
pucTUYeckas BbiCTaBKa 0,10» B [eTporpage (ce-
rogHs CankT-Metepbypr)®. Takum obpasom, aBa
OCHOBHbIX Kpblia abcTpakTHOrO MCKyccTBa —
Nvpuyeckas 1 reometpuyeckas abcTpakuyms —
NosIBAISIOTCA B CAMOM Havasie [BajLaToro Beka.
OgHaxAabl «poxAeHHas», abcTpakuus BbicTpo
3aBN1azena CLLEeHoM MMPOBOMO MCKYCCTBA.

ITa 6uorpadus abcTpakymMm UMEEeT O4YeHb Mano
TOYEK COMPUKOCHOBEHUA C HaMu B rNobanbHOM
MacwTabe. B Hawen cTpaHe B CBOe Bpems pas-
rope/sicb Hemasble CTPacTU O MepBeHCTBE B
abcTpakTHOM MoAXOAe K MPOV3BEAEHUIO NCKYC-
CTBa CPeAM HEKOTOPbIX XYAOXHMKOB, Kak cpeau
UMEH XYAOXHWKOB, TaK 1 CPeAU MPOU3BEAEHUN,
NpUYEéM BapuaHTbl Mpeaaarannce Hanepeboin co
BCeX CTOPOH. Tak, B O4HOM W3 BapuaHTOB Yymno-
MWHAACA B NepBYtO oyepesb AnekcaHaap AHKy-
noscku-LlaHs B xxusonucu, n Bopuc Hukonosckm
B ckynbnType. Mepsbili ¢ nponsseseHnem «Pac-
TeHUs» 1960 roga, BTOpoi ¢ paboToi «YcTpoit-
cTBO I» 1967 roaa®. 3atem, Ta Xe WHCTUTYyLUs
npeanaraeT VHylo Knaccudukalmio, B KOTOPOM
(coBepLUEHHO OLWMBOYHO) MOHOTUMUKU  AaeTcs
onpegenerve uHeoopmens (!?), Ho, TeM He Me-
Hee, 3TO OZHO W3 MnepBbiX abCTPaKTHLIX MPOU3-
BeAeHWN B Hawen cTpaHe: Meopru KpcTescky,
«Konopuctuyeckas sapuauus lll», 19565, 1 310
3HAUNTE/NIbHO CMellaeT rpaHuLy nosiBieHns ab-

3 HepasHue McCnefoBaHUs MOKa3blBAOT, YTO LWBEACKas
XygoxHUua Xvnma ad KauHt (1862-1944) ssnaetcs as-
TOPOM NepBbIX aBCTPaKTHBIX KAPTWUH, HaNUCaHHbIX elle B
1907 rogy. OfiHaKo aBTOP 3TUX CTPOK OCTaB/IAEeT 3a coboit
npaBo CKPOMHO AyMaTb, YTO OHW ABAAIOTCA He bonee
Yem CUMMNATUYHBIMU FEOMETPUYECKMMM AEKOPALUAMM.
4 Mapuka Bousaposa, Mnasescka, MomeHms! wecmu-
decamobix 20006 — AnekcaHOp fAHKynoecku / bopuc
Hukonoscku, MCU (Myseii cOBpeMeHHOro MCcKyccTBsa),
Ckonbe, 1997-98 rr.

® lunaHa Hepenkoscka, MHgpopmens: 1959-1966, MCH,
Ckonbe, 2009, c. 49.

position 7 from 1913 as the first non-objective or
abstract paintings in context of world painting.
On the other hand, some of Malevich’s indica-
tions suggest that as early as 1913 his work Black
Square was executed as part of the scenic design
for the play Victory over the Sun. It had just to ma-
ture and then appear as a suprematist painting on
canvas of the same title (Black Square, oil on can-
vas, 79,5 X 79,5 cm) in 1915, at the exhibition The
Last Futurist Exhibition 0.10 in Petrograd (today
St. Petersburg)?. Thus, the two basic flanks of ab-
stract art — lyrical and geometric abstraction —
appeared at the very beginning of the 20th centu-
ry. Having had just appeared, abstraction quickly
took over the global art scene.

But this is the birth of abstraction on a global
scale and has rather little or no point of contact
with us. Although in our country, at one time,
there were furious debates about primacy in the
abstract treatment of the work of art by certain
artists, with many artists and works whose pri-
macy was cited almost by everyone. Thus, in
one version, there is the primacy of Aleksandar
Jankulovski-Cane in context of painting and of
Boris Nikolovski in context of sculpture. The for-
mer with his work Plants dated 1960, the latter
with his work Device 1 dated 1967* Then, from
the same institution, we have another classifi-
cation, where (completely wrong) a monotype
is defined as art informel (!?); nevertheless, it is
correctly referred to as one of the first abstract
works in our country: Gjorgji Krstevski, Coloristic
Variation Ill, 1956°, which significantly shifts the
boundary of the emergence of abstraction in
Macedonia. Although, again, it remains unclear
why only this work is mentioned that is actually
part of an entire series (Coloristic Variation | — V,
1956)%, which definitely places Gjorgji Krstevski
at the center of the emergence of the abstract art
expression in our country. Furthermore, in this
context, one should also look at the graphic art
explorations executed by Mence Spirovska from
that same year 1956 (for example, the work Un-
titled (Tree Rings) and Composition 2, both from
1956-577. On the other hand, it seems also rather
unconvincing to point to one or two (post-cubist)
tempera paintings dating from 1948 executed by
Borko Lazeski as a possible forerunner of this art

3 Recent research suggests that Swedish female painter
Hilma af Klint (1862-1944) was the author of the first ab-
stract paintings as early as 1907. However, the author of
these lines reserves the right to modestly think that they
are no more than sympathetic geometric decorations.

4 Marika Bochvarova, Plavevska, Moments of 60s' —
Aleksandar Jankulovski / Boris Nikolovski, MoCA, Skopje,
1997-98.

® Liljana Nedelkovska, Informel: 1959-1966, MoCA, Sko-
pje, 2009, p. 49.

¢ See more at: Georgi Krstevski, Fragments and Values
(catalogue), MoCA, Scopje, 2006.

”Mena Spirovska, Retrospective, MoCA, 2016.

CTpaKTHa C/IMka MHOTY NMOpaHo, Taa, 3a Xan, e 3a-
rybeHa, Ho ocTaHane HeroBuTe Aena bes Hacno8
(Mps ancmpakmer aksapen) o4 1910, notoa Kom-
nosuyuja 6 n Komnosuyuja 7 04, 1913 rogmHa kako
NpBW HenpeAMETHN OAHOCHO ancTPaKTHU CANKK
BO CBETCKOTO c/imkapcTso. O Apyra cTpaHa, u
Hekow ykaxyBara Ha MasieBMY ynaTyBaaT Ha Toa
JeKa yliTe BO 1913 FoANHa HeroBoTO Aeno LipHu-
om ksadpam 610 PojeH BOO KaKo fes 04 cLe-
HorpadwjaTa 3a npetcTtaBaTa [lobeda Had CoHye-
mo. Tpebano camo ga co3pee 1 Aa Ce NojaBu Kako
cynpemMaTuCTMYKa C/IMKa Ha NiaTHO CO UCTUOT
HacnoB (YpH keadpam, Macno Ha NAaTHo, 79,5 X
79,5 CM) BO 1915 FoAMHa, Ha usnoxbaTa flocaeo-
Hama gymypucmuyka usnoxcba o,10 Bo eTpo-
rpag (aeHewen CaHkT-MeTepcbypr)®. Taka, ABeTe
6a3nyHM Kpuaa Ha ancTpakTHaTa yYMeTHOCT —
nmpckata M reomeTpuckata  ancTpakuuja —
Ce nojaByBaaT Ha CaMMOT MOYETOK Ha ABaeceTTn-
ot Bek. EgHaw ,pogeH Boa", ancTpakuujaTa bpry
ja 3aBnageana cBeTcKaTa yMeTHMYKa CLeHa.

Ho, Toa e 6buorpadujata Ha ancTpakuyumjata BO
CBETCKM PasmMepu M MMa MHOMy Manky Wau BO-
OMLITO HeMa AOMMPHU TOYUKM CO Hac. Mako 1 Kaj
Hac, BO elHO BpeMe, Ce pa3ropea JyXoBuTe OKO-
Ny NPeAMMCTBOTO BO acNTPakTHUOT TpeTMaH Ha
YMETHUYKOTO Ae/10 Kaj OAA/HN YMETHULN, Npn
WTO Ha CMTe CTPaHW 6ea IMUUTUPAHU U YMETHM-
um n aena. Taka, BO e/jHa BapujaHTa ro umMame
NpBEHCTBOTO Ha AnekcaHgap JaHkynoscku-LaHe
BO C/IMKapCTBOTO M Ha Bopuc Hukonoscku BO
ckynntypata. MNpBuoT co Agenoto PacmeHuja oz
1960 roAunHa, BTOPUOT CO AenoTo Hanpasa 1 of
1967 roauHa*. MoTtoa, o4 ucTaTa MHCTUTYUMja
“mame 1 apyra knacudukaumja, kage wro (ue-
JIOCHO MOrpeLUHo) eJHa MOHOTUNKja Ce onpeje-
NyBa kako eHdopmen (!?), HO TOUHO ce NocovyBa
Kako eZiHO O/ MpBWTe ancTpakTHU Jena Kaj Hac:
Fopru Kpcrescku, Konopucmuuka sapujayuja 1,
1956°, LUTO 3HAYWTE/IHO ja MOMECTYBa rpaHUL,aTa
Ha nojaBaTa Ha ancTpakuujata B0 MakeaoHuja.
Mako, NoBTOPHO, OCTaHyBa HejaCHO 30LLTO Ce Mo-
covyBa caMo OBa Ae/10, KOe LITO BCYLHOCT e Ae
oz uena cepuja (Konopucmuyka sapujayuja | —V,
1956)%, WTO AeduHUTMBHO ro cTasa lopru Kp-
CTEBCKM BO L@HTApOT Ha NojaBaTa Ha ancTpakT-
HMOT M3Ka3 Kaj Hac. [MoHaTaMy, BO OBaa Hacoka
Tpeba Aa ce rnepaat u rpapuuKMTe UCTpaxy-
Bara Ha MeHuye Cnunposcka o4 ncTaTa 1956 ro-

3 HeKkon HajHOBM MCTpaKyBarba ynaTyBaaT feKa WBej-
cKaTa cmkapka Xunma ad Knuut (1862-1944) e astop Ha
npBuTe ancTpakTHK canku ywTe Bo 1907 rogmHa. Cenak,
NOTNUCHUKOT Ha OBME PefOBM IO 3aAPXKyBa NPaABOTO Ha
CKPOMHO MUC/EHEe fieKa UCTUTE ce He NOoBEeKe 04, CUM-
NaTUYHU FrEOMETPUCKM AeKopaLu.

4 Mapuka bousaposa lMnasescka, Muzosu 60 weecem-
mume — AnekcaHoap JaHkynoscku / bopuc Hukonoecku,
MCY, Ckonje, 1997-98.

5 lunjaHa Hepenkoscka, EHgopmen: 1959-1966, MCY,
Ckonje, 2009, cTp. 49.

¢Buau noseke Bo: fopfu Kpctescku, ®pazmeHmu u sped-
Hocmu (kaTanor), Mysej Ha rpag Ckonje, 2006.

cTpakummn B MakesoHMM. XoTH, onaTb Xe, ocTa-
eTCcsi HesCHbIM, MOYeMy YMOMMHaeTCs TOJ/bKO
5Ta paboTa, kOTOpasi Ha CaMoM Aefie ABAsieTCH
yacTblo Bcelt cepum («Konopuctuyeckas Bapua-
ums | —V», 1956)8, 1, TeM cambiM, onpeaeneHHo
ctaBuT leoprua KpcTeBckoro B LeHTp nossne-
HMs abCTPaKTHOrO TeYeHWs B Halel CTpaHe.
Kpome Toro, cnesyet Takxe B3r/IAHYTb Ha rpa-
duueckme paboTbl MeHbl CMMPOBCKOM 3@ TOT Xe
1956 rog, Hanpumep, «be3 HasBaHuA» U «Kom-
nosuuus 2», obe 1956-57 rogos’. C Apyron cro-
POHbI, KaXeTcs JOBO/MbHO HeybeauTeNbHbIM
HasblBaTb OZAHY WU ABe NOCTKybUCTCKMe Tem-
nepHble KapTuHbl Bopko Jlaseckoro 1948 roga B
KayecTBe BO3MOXHOrO MpeALecTBeHHMKa 3TOro
TeyeHWn B Hawen cTpaHe®. Wau, Hanpumep, no-
YeMy Mpu pacCMOTPEHUK BOMPOCa O NOSBAEHUM
B MakegoHun abcTpakuyum n MHbopmens Mol He
paccmaTpuBaeM XuBonuck NetseBckoro nepumo-
Aa 1956-57 rofoB, CHavana abcTpakTHyto, a 3a-
TeM MHPOPMeNbHO-OPUEHTUPOBaHHY? Takoin
AVNCCOHAHC TOJIbKO MOATBEPXAAeT TOT $akT, uTo
B MaKeZJOHCKOW MCTOPUM MCKYCCTBa OCTaloTCS
HepeLleHHbIMM elle CIMIKOM MHOMO BOMPOCOB®.

Cpeau npouero, y Hac Aaxe NocTaBUAN BOMpoOC,
ABNAETC M abCTpakTHOe MCKYCCTBO B LLe/IOM
«...4eM-TO, 4TO MO CBOeW npupoge 6aM3Ko K uyB-
CTBUTE/IBHOCTU  XYZAOXHWKA, CHOPMUPOBAHHOWM
B $O/IbKIOPE, BU3AHTUMCKOMN ZYyXOBHOW Cpeje
1, NpexJe BCero, 31IeMEHTApHbIM, MOYTU HUYEM
He OMmoCpesoBaHHbIM BOCTPUATMEM Neli3axar'!
Kak 6yaTo 6bl Henb3s 6bl10 3a4aBaTh 3TU «BO-
Mpocbi», Aaxe ¢ ropasAo bobluel NHTEHCUBHO-
CTblO, B KOHTEKCTE PYCCKOrO MCKYCCTBA Havasa
NpOoLL/IOro Beka, 0TKyAa abcTpakums cobcTBeHHO
1 «BblWwAa»?!

OpfHako, LieNblo 3TOM BbICTABKW U AaHHOrO Tek-
CTa He SIBISETCA OMNpejesieHVe WU MpejCcTaB-
NleHve Ybero-nnbo nepBeHCTBa B abCTPaKTHOM
TeYEHUM MaKeAOHCKOro uckyccTsa. Jlns 3Toro
HeA0CTaTOYHO HU MeCTa, HU CPeAcTB. S He Ay-
Mato, 4YTO 3TO TPUBMA/bHbIVA BOMPOC, HO OH He
MMeeT 3Ha4yeHus ANs 3TON BbiCTaBKU. B gaHHOM
C/lyyae, 3TOWN BbLICTABKOW Mbl XOTWUM elje pa3
yKasaTb Ha becnpeAMeTHOE MCKYCCTBO (BO BCEX

& CmoTpuTe 6onblue B: feopru Kpctescku, @paemermeol u
yeHHocmu (kaTtanor), Myseit ropoga Ckonbe, 2006.

7 MeHa Cnunposcka, PeTpocnekTtusa, Myseit ropoga Cko-
noe, 2016.

8 CoHna Abagunesa, AHMos02us U306pazumenbHo20 uc-
Kyccmea MakedoHuu 1894-1994 22., MCU, Ckonbe, 1994.
9 3pecb A TaKKe BK/IOYAIO JOBO/LHO HesCHble, Jaxe
HeBeXecTBEHHble O0606LEHNA WAN  OTOXAECTBAEHUA
abcTpakumMm ¢ MHGOpMenem, XoTA OH ABNAETCA TONbKO
NPOWU3BOAHOW OT abCTPaKTHOrO, € Tawnamom — Hedbop-
Ma/lbHbIM NPOV3BOAHLIM MHPOPMENS, U T.A., @ TaKKe UX
YacTblM CMELIMBAHWEM, TO eCTb OTOXAeCcTBAeHUeM (oco-
6eHHO y /IunaHbl HeleNKoBCKOM, CHOCKa 5) U T. 4.
°30paH MeTposckn, A6cmpakmHaa xusonuce 8 Make-
OdoHuu 1960-1990 ez., My3eli COBPEMEHHOTO UCKYCCTBa,
Ckonbe, 1992.

fOPFU KPCTEBCKWU. KO/IOPUCTUYKA BAPUIALMIA Il. 1956
GORGI KRSTEVSKI. COLORISTIC VARIATION I1. 1956

tendency in our country®. Or, for example, when
discussing the emergence of abstraction (and art
informel) in our country, why one does not take
into consideration the body of painting made by
Petlevski, which is initially abstractly focused and
then focused on art informel as early as 1956-57?
Such dissonance only confirms that there are still
too many unfinished things in Macedonian art
history®.

Among other things, we have also even been
asked whether abstract art in general *...is some-
thing that is fundamentally close to the artist's
sensibility formed on the basis of folklore, the
Byzantine spiritual environment, and, most of all,
of the elemental, almost unmediated experience
of the landscape”™! As if these “questions” even
with much greater intensity, could not be asked
in the context of Russian art at the beginning of
the last century, from where the abstraction orig-
inated?!

But this exhibition and this text would not deal
with the determination or representation of
one’s primacy in context of abstract expression in
Macedonian art. There is not enough space or re-
sources for this. | do not think it is a trivial matter,
but it is not so important for this very exhibition.
This exhibition wants (once again) to emphasize
the non-objective art (in all its variations) as the
dominant expression (also) in Macedonian fine
art of the second half of the 2oth century, to re-
mind of perhaps somewhat forgotten Macedo-

8 Sonja Abadjieva, The Anthology of Macedonian Art
1984-1994, MoCA, Skopje, 1994.

 Here | also include the rather obscure, even ignorant
generalizations or identifications of abstraction with art
informel (though the latter is only a derivative of abstrac-
tion), with Tachisme (otherwise derivative of art inform-
el), and so on, and their frequent mixing up or equiva-
lence (especially seen with Liljana Nedelkovska, footnote
no. 5), etc.

10 Zoran Petrovski, Macedonian Abstract Art 1960-1990,
MoCA, Skopje, 1992.

AWHa (Ha npumep genoto be3 Hacnos (20008u)
n Komnosuyuja 2, ABeTe 04 1956-57 roanHa’. O4
Apyra cTpaHa, NpWInM4YHO HeybeanuBoO u3rnesa
M MOCOYYyBaHEeTO Ha efHa-ABe (MocTkybuctuy-
K1) Temnepu og, 1948 rogmHa Ha bopko Jlasecku
KaKo MOXeH MpBEeHeL, Ha 0BOj U3pas3 Kaj Ha’. Vaw,
Ha npuMep, 30WWTO NPV pa3rieyBareTo Ha noja-
BaTa Ha ancTpakuujaTta (v eHpopmenoT) Kaj Hac
He ce 3eMa npeABuW/ CIMKApCTBOTO Ha [leTnes-
CKMW, NPBO ancTpakTHO a MoToa U eHpopMenHo
OPVEHTUPAHO yLTe 04 1956-57 roanHa? Bakso-
TO pa3Hor/iacue camo NoTBPAYyBa Zeka BO Make-
JIOHCKaTa MCTOpMja Ha yMeTHOCTa ce’ ylTe uma
NpeMHOry He3aBplueHu paboTu®.

Mery ApyroTo, Kaj HaC Aypu ce nocTaByBalle U
npallakeTo Aaan BOOMWTO ancTpakTHaTa ymeT-
HOCT ,,...€ HEeWTO WTOo My e CyLLITl/IHCKVI 6/'IVICKO
Ha CeH3UBUAUTETOT Ha YMETHUKOT $opMMpaH
Ha GOAKNOPOT, BU3AHTUCKOTO AYXOBHO OMKPY-
XyBare 1, HajMHOry 0/ ce’, Ha eNeMeHTapHOTO,
CKOPO CO HWLLTO MOCPeAYyBaHO AOXWUBYBare Ha
nejsaxot"°(!?). Kako aa oswe ,npawarba", gypu
n co MHOFy NOCUNEH UHTEH3UTET, HE 6VI MOXe-
Nle Aa ce nocTaBaT U BO KOHTEKCTOT Ha pyckaTa
YMETHOCT Ha MOYEeTOKOT Ha MWHATWUOT BeK, 04
Kage WTO ,M3ne3e" ancTpakuumjaTa?!

Ho, oBaa n3noxba 1 oBoj TekcT Hema ga ce 6asat
CO onpegsesyBakeTo OAHOCHO 3acTanyBaHeTo
Ha Heune MpPBEHCTBO BO aCTPaKTHWOT M3pa3s BO
MakeAoHCKaTa yMeTHOCT. 3a Toa HeMa A0BOHO
npocTop, HU cpescTBa. He Mucnam geka Toa e
HeBaXKHO Mpallarbe, HO He e BaXKHO 33 0Baa W3-
noxba. Taa, oBaa u3noxba, caka (ywTe egHall)
Za ja NoTeHUMpa HempegMeTHaTa YMETHOCT (BO
CUTe Hej31HKN BapujaL M) Kako AOMUHAHTEH U3-
pas (1) BO MakeAOHCKaTa IMKOBHA YMETHOCT BO
BTOpaTa No/JI0BMHA Ha ABAeCeTTUOT BeK, Aa NoT-
ceTu Ha Moxebu nog3abopaBeHUTe MaKeA0HCKM
yMeTHULM pacLMHUpaHN 0 OBaa BU3eYHa Npw-
Ka3Ha, YMe LWITO TBOPELUTBO 3aCeKorall OCTaHyBa
HepasgeneH Aen Ha MakeAoHCKaTa YMETHOCT.
M3noxbarta caka ga ynatm u Ha bakToT Aeka
AYPY W AeHec, BO MOOAMUHATUTE FOAMHWU Ha
NocTMOZEpHaTa U HOBWUTE MeAMYMU, Herpes-
MeTHaTa YMeTHOCT e ce’ yluTe TyKa, OKOJly Hac U1
BO aTenjeaTa Ha MaKeJOHCKUTE YMETHULLM, NaKo
Moxebu He 1’ NocBeTyBame A0BOJIHO BHUMAHWE.

7 MeHa CnunpoBscKa, PeTpocnekTtusa, Mysej Ha rpag, CKo-
nje, 2016.

8 Corba AbBayunesa, AHmonozauja Ha MakedoHckama au-
KosHa ymem+ocm 1894-1994, MCY, Ckonje, 1994.

9 TyKa CeKako M BK/Ay4yBaM M MPUAWNYHO HejacHuTe,
[YyPV HEYKM BOONLITYBara OAHOCHO MAEHTUPUKALMM Ha
ancTpakuujata co eHpopmenoT (Mako 0BOj e camo Aepu-
BAT Ha ancTpakumjaTa), co Talwm3moT (MHaKy AepuBaT Ha
€HHOPMENOT) UTH., U HUBHOTO YECTO MeLuatbe OAHOCHO
nouctoseTyBare (0cobeHo Kaj JlunjaHa HenenkoBcKa,
dycHoTa 6p. 5) UTH.

° 30paH MeTpoBCKW, ANCMPAKMHOMO CAUKAPCMBO 80
MakedoHuja 1960-1990, My3ej Ha coBpemeHaTa ymeT-
HocT, Ckonje, 1992.
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ero Bapuaumsax) Kak Ha AOMUHMpYlOllee Ha-
npaB/ieHNe B MakeZOHCKOM M306pasnTenbHOM
MCKyCCTBE BTOPOW MOJIOBMHbI Ba/ALLATOro Beka,
a Takxe BCMOMHWUTb, BO3MOXHO, MOA3abbITbIX
MaKeZOHCKUX XYZ,0)KHWNKOB, O4apOBaHHbIX 3TOM
BU3ya/lbHON UCTOpMel, 4YbM paboTbl HaBceraa
OCTaHyTCS HEOTbEM/IEMOM YaCTbiO MaKe0HCKO-
ro UCKyccTBa. BbicTaBKoM Takxke ciedyeT oTMe-
TUTb TOT aKT, YTO, Aaxe CErofHs, BO BpeMeHa
NOCTMOAEPHa M HOBbIX Mejuna, becnpeameTHoe
MCKYCCTBO BCe ellle 3/1eCb, BOKPYT Hac 1 B aTeslbe
MaKeZOHCKNX XYZ0XKHWUKOB, XOTS Mbl, BO3MOXHO,
N He ysensem emy A0CTaTOYHOrO BHUMaHMA. A
OHO BCe ellle npegaaraet Ham cebs, NoTomy 4To,
OYeBWAHO, Mbl eMy MHOruM ob6s3aHel! Man ero
MCTOPUA BCe ellle He 3aKOHYeHa?

KOHTEKCT

To, 4TO f CUMTalO BaXKHbLIM CErofHs, ocobeHHo
ANA MOJIOAOrO MOKO/MIEHUs, ANA KOTOPOro Bpe-
MA cepefuHbl NPOW/IOro BeKa BUAUTCA OYEHb
OTAANI€HHbIM — 3TO NOHMMaHME KOHTEeKCTa — aT-
mocdepbl BO3HMKHOBEHMSA abcTpakumu B Make-
AOHWK. XoTs, roBopuT Kol4eBuy, KOHTEKCTYya-
/3aLMA BO BPEMEHW U NPOCTPaHCTBe NoMoraeT
NOHATL UCKYCCTBO, TO/IbKO BOT paboTa NOCTOSAH-
Ha, a KOHTEKCT, OKpy>XeHne — HeT. Ho, B Halem
C/ly4ae, KOHTEKCT OYeHb BaXeH ANA TOro, 4TObbI
MOHSATb BCIO «PUCKOBAHHOCTbY  MPUK/IOYEHUI
6ecnpesMeTHOCTM B MaKeOHCKOM WCKycCTBe
Toro spemeHun. KoMy-To C/0BO «pUCK», Aaxe B
KaBblUYKax, MOXeT NoKa3aTbCA HaZlyMaHHbIM, HO,
cneAyeT MMEeTb BBUAY, YTO KOHeLl, NATUAECATbIX
roA0B MPOLWAOro BeKa — 3TO BpemMA, Korga nep-
Bble abcTpakTHble paboTbl NOABASIOTCA B Hallel
CTpaHe BCero NMlb Yepe3 HeCko/bKo JIeT noc/e
OKOHYaHUA COLMaNNCTUYECKOrO peasin3ma, opu-
LiMaNbHO 3aBEPLIEHHOr O BbICTYM/IeHneM Kpaexe
Ha JIlob1SHCKOM KOHrpecce 1orocaaBckmux nuca-
Tesielh B 1952 roAy. YUnTbiBasi NOCTY/1aThbl coLMa-
NINCTUYeCKOro peannsma u TpeboBaHws, npess-
AB/SIeMble K XyAOXHMKAM B Te oAbl C TOYKM
3peHNs NX XyA0XKECTBEHHOrO y4acTus, NpopbIB
abcTpakumm 3seck y Hac B TO BpeMs AeicTeu-
TesIbHO NpeAcTaBasan coboi reponyeckuin akt!

KoHe4Ho, HM1Yero He MponcxoauT camo no cebe,
Tak xe u abcTpakuyus B uckycctse. ATMocdepa
ANA ee MosiBNeHNUs 6blna MOArOTOB/MEHA MOYTU
AecaTunetnem paHee. CHauana HECKO/IbKO NMOKO-
NeHUA MOJIOABIX MaKeAOHCKMX XyZ0XHUKOB Mo-
Nyunan obpasosaHue B LeHTpax 13obpasuTesb-
Horo uckyccTea EBponbl v 6biBlweit KOrocnasuy,
a 3aTeM BO3HWMKNA AMHAaMUYHas U (OTHOCUTeNb-
HO) ZieMokpaTuyeckas aTMocdepa B cTpaHe bna-
rogaps pabote xygoxecTBeHHON rpynnbl «/e-
Hec» («CerogHs», npumeyaHue nepegod4uka),
Aebatam 1 nosemuke o HedUrypaTMBHOM MCKYC-
cTBe (Bopko Jlasecku 1 [jumue MpoTyrep npotus
Knpo Xagxu Bacunesa) n 1.4. Bce 3to cosgano
YCNIOBUSI A/ISi OKOHYATENbHOTO 0TX0Aa OT dury-
paTuBHOM cepbl M306pasUTENBHOrO UCKYCCTBa
K KOHLLY NATUAECATBIX FOA0B MPOLLIOro BeKa.

nian artists fascinated by this visual story, whose
work remains an integral part of Macedonian art
forever. The exhibition also wishes to point out
the fact that even today, in the period of late
postmodernism and new media, non-objective
art is still here, around us and in the studios of
Macedonian artists, though we may not pay
enough attention to it. And it is still being offered
to us because obviously we owe it a lot! Or, its
story is not over yet?

CONTEXT

What | think is important today, especially for
younger generations who consider the period of
the middle of the last century rather distant in
time, is to understand the context of the emer-
gence of abstraction in Macedonia. Although,
as Koscevic says, contextualization in time and
space helps to understand the art, still only the
work as such is permanent and the context is
not. But in our case, the context is very import-
ant to understand the “risk” of the adventure of
non-objective tendency in Macedonian art at the
time. To some, the word risk, even put in quotes,
may seem far-fetched, but bear in mind that the
late 1950s, i.e. the time of the appearance of the
first abstract works in our country was only a few
years after the end of socialist realism, formally
terminated by speech delivered by Krleza at the
Ljubljana Congress (1952) of the Yugoslav Writ-
ers Association. Given the postulates of socialist
realism and the demands imposed on artists by
the state in those years in terms of their artistic
engagement, the breakthrough of abstraction
in our country at that time really seemed to be
a heroic deed!

Of course, nothing comes by itself, so does ab-
straction in art. The ground for appearance of
abstraction had been prepared almost a decade
earlier. First, in context of several generations of
young Macedonian artists educated in the fine
arts centers of former Yugoslavia and Europe,
then maturing of the dynamic and (relatively)
democratic atmosphere in the country through
the work of the art group Denes (Today), de-
bates and controversies about and surrounding
non-figurative art (Borko Lazeski and Dimce Pro-
tuger versus Kiro Hadzi Vasilev), etc. All this cre-
ated the conditions for a definitive breakthrough
from the figurative realms of fine art in the late
19505.

Onthe other hand, and again within the contexts,
all the known disadvantages of the historical de-
velopment of Macedonian art and culture and our
inability to timely fit into some of the emerging
tendencies of European and even ex-Yugoslav
art were slowly disappearing in the second half
of the 1950s. Specifically, if, for example, the art
informel in European painting (shyly) emerged
after World War Il and was in full expansion in the
1950s, then our lag of, say, five or six years was
insignificant. Especially regarding the emergence
of some other, earlier style formations in Europe

A Taa ce' ywTe HM Ce HyAM 3aWTO OYMrAeZHO
MHOry HewTa 1’ gonxume! Nan, HejsuHata npu-
Ka3Ha cenak He e 3aBpLueHa?

KOHTEKCT

OHa WTOo MUCnam Aeka geHec e 6UTHo, ocobeHo
3apaAu NomaajuTe reHepaLum Ha Ko BpemMeTo
Ha cpeAunHaTa Ha MMHATUOT BEK UM € MHOTY Ja-
JleyHo, e Aa ce pasbepe KOHTEKCTOT Ha MojaBaTa
Ha anctpakumjata Bo MakezgoHuja. Mako, kako
wTo Benn KolyeBumK, KOHTEKCTyamM3almjaTa Bo
BPEMETO 1 MPOCTOPOT Nomara Bo pasbupareTo
Ha yMeTHOCTa 1ako, cenak, CaMmo 4e/10TO e TpajHo
a KOHTEKCTOT He e. Ho BO HaLWIMOT C/yy4aj KOHTeK-
CTOT e MHOry 6uTeH 3a Aa ce pasbepe ,puU3nyHO-
cTa" Ha HenpesMeTHaTa aBaHTypa BO Make/oH-
cKkaTa YMeTHOCT BO Toa Bpeme. Hekomy 36opoT
pU3MK, CTaBeH Aypv W BO HaBOAHWLM, MOXe
Aa My v3rnea npecusieH, Ho Tpeba ga ce nma
npeABWJ JeKa KpajoT Ha neAeceTTuTe rojguHu
Ha MMHaTUOT BEK TOECT BPEMETO Ha MojaBaTa Ha
NpBUTE ancTpaKTHM Ae/a Kaj Hac e caMo HeKOIKy
FOAMHM MO 3aBPLLYBakETO Ha COLMjaIMCTUYKMOT
peannsam, odULMENHO 3aBPLUEH CO FOBOPOT Ha
Kpnexa Ha Jbyb/baHCKMOT KOHrpec (1952) Ha nu-
caTenuTe Ha Jyrociaeuja. AKO ce MMaaT npezBnus
nocTynaTuTe Ha COLMjaIMCTUYKMOT peasnnsam u
6aparbaTa HaMeTHyBaHW Ha YMETHULUTE BO Tue
FOAMHW BO MOr/Ie] Ha HUBHUMOT YMETHUYKM aH-
raxxmaH, NpoAOpOT Ha ancTpakumjaTa Kaj Hac BO
TOa BpeMe HaBMCTWMHa Ha/lMKyBa/ Ha Xepojcku
YnH!

Ce pa3bupa, HULWITO He goara camo og cebe, na
Taka M ancTpakuujata BO yMeTHOCTa. TepeHoT
33 Hej3uHaTa nojaBa 6Un NOAroTBYBaH peuncu
uena AelieHnja npeTxoAHo. 1pBO, CO HEKONKY-
Te reHepauuy MAaAM MaKeAOHCKU YMEeTHULM
LUIKO/lyBaHX BO JIMKOBHUTE LEHTPU BO HEKOraw-
Ha Jyrocnasuja u Eepona, notoa co3pesareTo
Ha AMHaMM4HaTa W (PenaTUBHO) AEMOKPaTUYHa
aTMocdepa BO 3emjaTa MpeKky AejcTBYBakbeTo
Ha JIMKoBHaTa rpyna JeHec, pacnpasuTe 1 no-
NeMUKNTE 3a U OKOJNy HedurypaTMBHaTa ymeT-
HocT (Bopko Jlazecku 1 [ijumue MpoTyrep KOHTpa
Knpo Xayn Bacunes) ntH. CeTto oBa co3paBano
YCNOBU 33 AePUHUTUBHUOT UCHEKOT 0f ¢ury-
paTuBHUTE chepu BO NMKOBHATA YMETHOCT KOH
KpajoT Ha NeZeceTTuTe roANHU Ha MUHATHOT BeK.

Op apyra cTpaHa, a NOBTOPHO BO pamMKuTe Ha
KOHTeKCTUTEe, CMTe MO3HaTU HermoBONHOCTU Ha
MCTOPUCKMOT pa3BOj Ha MaKeoHCKaTa yMeTHOCT
M KyNTypa U HallaTa HEMOXHOCT BPeMeHCKM Aa
ce BKJIOMMME BO HEKOW Pa3BOjHM TeHAEHLMN Ha
€BpOoncKaTa, Na 1 Ha eKcjyrocsIoBeHcKaTa ymer-
HOCT, mnoneka ce rybaT TokMy BO BTOopaTa Mo-
NIOBUHA Ha nejeceTTUTe FOAWHU Ha MWHATUOT
Bek. [10To4HO, ako, Ha npumep, eHbopMenoT Bo
€BPOMCKOTO C/IMKAPCTBO (CpaMex/nBeo) ce noja-
ByBa no BTopaTa cBeTcka BOjHa, a e BO NoJjiHa
cuna TOKMy BO MmejeceTTuTe rognHK, Toraiw Ha-
WEeTO 3a0CTaHyBake O, Ha npumep, neT-wect
roAuHM e HesHaunTenHo. OcobeHo BO OZHOC Ha
nojaBaTa Ha HeKOW Apyru, NPeTXOAHU CTUACKM

C ApYroW CTOPOHbI, 1 ONSATH Xe B KOHTEKCTe, BCE
M3BECTHbIE HAM HEA0CTATKM MCTOPUYECKOTO pas-
BUTUS MaKe,0OHCKOrO UCKYCCTBA U KybTYpbl, Kak
1 Halla HecrnocobHOCTb CBOEBPEMEHHO BRNCATb-
CSl B HEKOTOPbIE U3 BO3HMKLUINX TEHAEHLMI eBpO-
NencKoro, N Aaxe 3KC-I0roc/IaBckoro MCKycCTBa,
MeZJ/IEHHO TEepsOTCS BO BTOPOW MOJIOBUHE Msi-
TUAECATBLIX FOZ0B NpoLoro Beka. B yactHocTy,
ec/n, Hanpumep, uHbopmenb B eBPONENCKOM Xu-
BOMMWCK 3aCTEHUYMNBO MOABASETCA nocse BTopon
MWUPOBOW BOWHbI U B MOJIHYIO CWJTy TONIbKO B MNsi-
TUAECATbIE FOAbI, TO HALLE OTCTaBaHWe, CKaXeM,
B MATb WM LWIECTb JIET, MOXHO CYMTATb HE3HAUM-
TeNbHbIM. OCOBEHHO B OTHOLIEHWU MOSIBNEHUS
HeKOTOpbIX ApyruX, 6osee paHHUX CTUNEBbIX
TeueHuit B EBpone M WX «NPOHUKHOBEHUS» K
Ham. Ecam, Hanpumep, MMMNPECCUOHUCTCKUIA UK
HEO-UMMPECCUOHUCTCKMI Ayx MaHaunosa oT-
CTaeT oT NosIB/IEHNs UMNpeccnoHnsma B Espone
6osiee YeM Ha BOCEMbAECAT NIET, TO MOSBAEHUE
nHbopmens B Halel CTpaHe, C pasHuULen B He-
CKO/JIbKO /IeT, TMOYTU COBMajaeT C TeM nepuo-
ZOM, 4TO ¥ B bbiBWeEN KOrocsaBmm, 1 NosBASET-
C HeHaMHoro nosxe, Yem B EBpone! To ecTb,
ecm uHdopmens B EBpone 6bin TBOpYeCkUM
OTKJIMKOM Ha aTmocepy, CNOXMBLLYIOCA Nocae
Bropoit MupoBoi BoMHbI", a cam TepMuH 6bin
«npuaymaH» TanuB1951ro4y, To B Make40HUN —
AaXe eCciu B3ATb, K NpUMEPY, TONbKO paboTbl
AnekcaHpapa fAHkynosckoro-LlaHe kak nepso-
ro U3 XyAOXHWKOB ZJaHHOTrO TEYEHWUs Yy Hac —
noyt He 6bI10 ONo3AaHus Bo BpemeHu. Vnu,
HanpumMep, ecan BbicTaBky rpynnbl EXAT 51 B
3arpebe B 1953 rogy cuMTaTb NEPBON BbICTABKOM
paboT abcTpakTHOro HanpassieHus B ObiBLIEN
HOrocnaBum, To aHaOrMYHOW rpynmnon 3zech y
Hac ABASETCS yXe ynoMmaHyTas rpynna «/eHec»
(1953-1954 IT.) U ee, NyCTb Aaxe TO/MbKO Teo-
peTuyeckune, 3a4aTku B MO/b3Y 3TOrO XyAoXe-
CTBEHHOrO TeyeHus!

3zecb, Noxanym, Hy>XHO BCMOMHUTb HEKOTOpbIe
13 BbICTaBOK, KOTOpbleé MOM/n 6bl 3HAUUTENBHO
NOB/AMATL Ha pacluMpeHne abcTpakTHBIX ropu-
30HTOB CpeAM MaKeAOHCKMX XYZOXHWKOB: He-
Mellkan coBpeMeHHas rpaduka, amepuKkaHCKui
abcTpakTHBIM 3Kcnpecconusm, leHpu Myp wu
Apyrue, a Takxe ewe ojHa BblCTaBKa, KOTOpasd
peako ynoMMHaeTca UAn He ynoMUHaeTcs BO-
obuwe — BbiCTaBka «ABCTPaKTHOE WCKYCCTBO»
(Bnok, Munne, Basapenu, cepurpadus), nogro-
ToB/IeHHas [OPOACKON ranepeei CoBpeMeHHOro
nckycctea 3arpeba vinpegcrtaBneHHas B Ckonbe B
1958 rogy B CoBeTe o 06pa3oBaHMIO M KyNbType.

W elue, OTHOCWUTE/NILHO XPOHONIOTMYECKON OpU-
eHTauMKn B NosBAeHWM abcTpakuuu: nepeas ab-
cTpakTHas paboTa B XOpBaTCKOM WCKyCCTBE —
370 KapTuHa «Madama» Mocnna Cucens 1922
rosa; B cepbckom mckycctee — MosaH bruenny B
1921 rogy nuwert paboty «bopbba AHSA U HOUMN;

A TakKe OfHOBPEMEHHbIM OTBETOM aMepUKaHCKOMy
abCTpaKTHOMY 3KCNPECCUOHU3MY!

and their “spillover” in our country. If, for exam-
ple, Pandilov’s impressionist or neo-impression-
ist spirit was well over eighty years behind the
appearance of impressionism in Europe, then
the emergence of art informel in our country
was almost (being a few years late) concurrent
with that in ex-Yugoslavia and not (too) much
late from that in Europe! In other words, if art
informel in Europe was a creative response to
the climate after World War II", while the term
was coined by Tapies in 1951, then Macedonia —
even if we consider only the works of, for ex-
ample, Aleksandar Jankulovski-Cane as the first
of this kind in our country — was not late at all.
Or, for example, if the exhibition by the EXAT
51 group in Zagreb in 1953 is considered as the
first exhibition of works with abstract orientation
in the former Yugoslavia, then the appropriate
counterpart here is the already mentioned group
Denes (Today) (1953-1954) and its (even if just
theoretical) commitments in favor of this artistic
expression!

Here are probably some of the exhibitions that
could significantly influence the spread of ab-
stract horizons among the then Macedonian art-
ists: German Contemporary Graphics, American
Abstract Expressionism, Henry Moore, and oth-
ers, but also an exhibition that is rarely or even
not mentioned — Didactic Exhibition: Abstract Art
(Block, Pillet, Vasarely, serigraphs), prepared by

ANEKCAHAAP JAHKY/IOBCKU-LIAHE. ANICTPAKLIMIA. 1967
ALEKSANDAR JANKULOVSKI-CANE. ABSTRACTION. 1967

" And, at the same time, an artistic response to American
abstract expressionism!

dopmaumn Bo EBpona v HMBHOTO ,npeneBatbe"
Kaj Hac. AKO, Ha MpuUMep, UMMPEeCUOHUCTUYUKHN-
OT OAHOCHO HEOMMMPECMOHUCTUYKUOT AyX Ha
MaHAWN0B AOLHM A06pU OCyMAECET FOANHU 334,
nojaBaTa Ha UMNpecMoHM3MoT Bo EBpona, Toraw
nojaBaTta Ha eHpopMesioT Kaj Hac e besmasny (co
HeKOJ/IKy FOAMHM pa3/inka) e HOBpPEMEHa CO OHaa
BO eKkc-Jyrocnasuja u He (Mpe)MHOrY NoAoLHa 04
EBpona! OgHocHo, ako eHdopmenoT Bo EBpona
e TBOpeukM 0AroBop Ha ksiumaTa no Bropata
cBeTcka BojHa", a moumoT e ,ckoBaH" og Tanwu
BO 1951 roAuHa, Toraw MakegoHuja — Aypu 1
Kora 61 ce 3emane caMo JesiaTa Ha, Ha npumep,
AnekcaHpap JaHkynoscku-LlaHe kako npsu o4
0BOj BWUJ, Kaj HaC — BPEMeHCKW He JoLHena pe-
uncu BoonwTo. Miaum, Ha npumep, ako usnoxbata
Ha rpynaTa EXAT 51 Bo 3arpeb Bo 1953 roguHa ce
cMeTa Kako npBa n3soxba Ha gena co ancTpakT-
Ha opueHTalMja BO HekoralwHaTa Jyrocnasuja,
TOrall COoABeTeH NaHAaH Kaj Hac e BeKe CMoMHa-
TaTa rpyna JleHec (1953-1954) U Hej3nHUTe (Heka
Ce 1 CamMO TeOpeTCKM) 3a/10k61 BO M0J13a Ha OBOj
YMETHUYKM NCKa3!

OBge BepojaTHO Tpeba Aa ce CMOMHAT U HeKoA-
Ky U3710X61 WTO BUTHO MoXene Aa B/aMjaaT BO
WMPEHEeTO Ha ancTpakTHUTE XOPU3OHTK Kaj Ma-
KeZlOHCKNTe yMeTHMUM: [epMaHcKa coBpeMeHa
rpaduka, AMepuKaHCKM ancTpakTeH ekcrnpecuo-
Hu3am, XeHpu Myp 1 Apyri, HoO 1 egHa nsnoxba
LITO MHOTY PETKO UM BOOMLUTO He Ce CNOMHYBa —
Audakmuyka usznoxcba: acnmpakmHa ymem-Hocm
(Bnok, Mune, Basapenu, cepurpadum), noarot-
BeHa o/ [pajcKkaTa rasepuja 3a CoBpeMeHa ymeT-
HoCT og, 3arpeb, a npukaxaHa Bo Ckorje BO 1958
roamHa o COBETOT 3a MpPOCBeTa U KyATypa.

M Konky 3a XpOHOAOLWKa opueHTalmja Bo noja-
ByBatbeTO Ha arncTpakuujata: MpBO ancTpak-
THO fefio BO XpBaTCKaTa YMETHOCT e cauKaTa
Magpama op 1922 Ha Jocun Cucen; BO cprckata
JINKOBHA yYMeTHOCT JoBaH Bujenuk ro civka ge-
noto bopba Ha deHom u HOKMA BO 1921 FOANHA;
Bo C/nioBeHMja, OCBEH HeKOWM paHM ancTpakTHU
0buan Ha Jakonuy, NpBOTO ancTpakTHO Aeso e
Interieur op, 1952 roauHa Ha CtaHe Kperap, UTH.

BOPUC HUKONOBCKW. HAMPABA II. 1967
BORIS NIKOLOVSKI. DEVICE II. 1967

"1, BO UCTO BPEME, YMETHUYKM OLArOBOP HAa aMEpPUKaH-
CKMOT ancTpakTeH ekcnpecuoHmsam!
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B CNOBEHUM, 33 UCK/IIOYEHNEM HEKOTOPbIX paH-
HUX abCTpaKTHBIX MONbITOK Akonunya, nepeas ab-
CTpakTHas paboTa, ,Interieur", HanucaHa B 1952
roay CraHe Kperapom n T.4.

ABCTPAKUMSA B MAKEAOHUN

«KapmuHel, komopbie MOXHO nepesecmu u
Komopble umetom 3HayeHue — 3mo naoxue
Kkapmutbl. KapmuHa npedcmasnsem cebs Kak
Hey/108uMoe, Hea02UYHOe, 6eCCMbICIEHHOE.

lepxapd Puxmep™

Mbl MOXeM He COrnacuTbea C NepBOM YacTbio
3anB/IeHNa PuxTepa, HO CO BTOPOW — O Heysio-
BUMOCTW, HEJIOTUYHOCTM U 6EeCcCMbICIEHHOCTM
(abcTpakTHOCTM) KapTUHBI — 3TO brecTsle! Ab-
CTPaKTHas XMBOMUCh AENCTBUTE/IbHO NpesCTaB-
nset cebs 4emM-To dpyaum, 4eM-TO, MOXET ObITb,
AENCTBUTENbHO HENOHAMHbLIM, Aa W MOYeMy UC-
KYyCCTBO AOJIXHO ObITb MOHATHO? TO eCTb, OHO,
MCKYCCTBO, MOHATHO, Aaxe abcTpakTHOe UCKyC-
CTBO MOHATHO, HO MOHWMATb €ro HYXHO COBCEM
no-Apyromy, Apyrum cnocobom, oTanyaloLmnmcs
OT 06bIYHOrO, OT OXMAAEMOro, OT, BO3MOXHO,
xenaemoro. becnpegmeTtHas, To ecTb abcTpakT-
Hasi, KapTUHa NpeaNaraeT HaMm He OAMH, @ MHO-
XEeCTBO acnekToB, OHa NpeA/iaraeT Ham Apyryto
MCTOPWUIO, 3aCTPABLUYIO, BO3MOXHO, B MECTAX, MAe
yXe HeT HU4Yero onpeAeneHHOro, M3BECTHOrO U
y3HaBaeMoro... Bo3aMoxHo 3To 3acTaBaseT Hac
YyBCTBOBaTb Cebs HeyBEpPEeHHbIMU B TOM, YTO Mbl
BUAUM, MOTOMY YTO PeasibHOCTb FOBOPUT C HaMK
APYrVIMU C/I0BaMK, APYrMMU MMEHAMU U 3Haye-
Husmu? U, B itobom ciydae, oHa npeacTaBasieT
HaMm BelLu B Mx 6eckoHeYHOM pasHoobpasuu.

1 yBepeH, UTo, Tak WU MHa4e, HeKOTOopble U3
3TUX acrnekToB abCTPaKTHOro MNpousBeAeHUs
MPUCYTCTBOBAM B MbIC/IIX MAKEAOHCKUX Xy 0K~
HUKOB C Hayasa MATUAECATbIX rogos. [oTomy
4TO B CTPEMUTE/ILHOM ABWXEHUWM K MUPOBbIM
JOCTUXeHUAM abcTpakuus, 6esycnoBHo, Hbina
nepBbiM, WM OZHWM U3 MepBbIX, BbI30BOB. TO
€CTb, 3TO 6bl/1 U KY/IbTYPHBIW, Y TBOPYECKUIA Bbl-
30B As11 Hac! OHo, 6ecnpeMeTHOE UCKYCCTBO, BO
BCEX ero BbIpasunTebHbIX popMmax, bbICTpo cTano
AOMUHMPYIOWMM TBOPYECKMM TEYEHMEM Make-
JOHCKOW apT-CLeHbl TOro BpeMeHn. U 3To coxpa-
HUJIOCb A0 HAaLIWX ZHeW, BOSMOXHO, He C TaKoM
CW/IOW M OXBATOM, MOXET bbITb, HE C TakUM KO-
/IMYECTBOM CTOPOHHUKOB WM NOCAeA0BaTENEN,
HO BCe elle KaK MHTEPEeCHbIV BbI30B, AaXe ANS
MOJIOAOrO  MOCTMOAEPHUCTCKOTO  MOKONEHMS.
Nan mbl moxem chopmynnpoBaTb Tesnc cie-
Aylolmum obpasoM: ecin B3ATb B KavecTse
HEeKOTOPOro, Ha AaHHbI MOMeHT, 6osee WH-
TEPECHOr0 OpPUEeHTMPa BbIWEYNOMSHYTYO ce-

12 Gerhard Richter: Text. Writings, Interviews and Letters
1961-2007, Thames&Hudson, London, 2009, c. 32-33.

the City Gallery of Contemporary Art in Zagreb,
and displayed in Skopje in 1958 by the Council for
Education and Culture.

And something for the chronological orienta-
tion in the emergence of abstraction: the first
abstract composition in Croatian art is painting
Pafama dating from 1922 by Josip Seissel; in
Serbian art, Jovan Bijelic painted the work Fight
of Day and Night in 1921; in Slovenia, apart from
some early abstract attempts by Jakopic, the first
abstract work is Interieur dating from 1952 by
Stane Kregar, etc.

ABSTRACTION IN MACEDONIA

“Pictures, which are translatable

and contain meaning, are bad pictures.
The picture presents itself

as elusive, illogical, meaningless".

Gerhard Richter'

We may disagree with the first part of Richter’s
statement, but the second part — the one about
the elusiveness, illogicality, and incomprehensi-
bility of the (abstract) picture — is brilliant! The
abstract picture really presents itself as some-
thing else, something maybe really incomprehen-
sible, but why should art still be — understand-
able? In other words, it is understandable, even
abstract art as such, but in a completely different
manner from the usual, expected, (maybe?) de-
sired way. The non-objective or abstract picture
offers us not only one but a multitude of aspects;
it offers us a different story stranded perhaps in
zones where nothing is anymore certain, well
known, and recognizable... Maybe it makes us
uncertain in what we see because it speaks of re-
ality in other “words”, with different names and
meanings!? And, in any case, it presents us with
things in their infinite variety.

| am sure that, in one way or another, some of
these aspects of the abstract work have been
present also in the minds of Macedonian artists
since the beginning of the 1950s. Because in the
fast-paced approach to world achievement, ab-
straction has certainly been the first, or among
the first, challenges. That is, it was also a cultur-
ological and creative challenge in our country!
The non-objective art, in all its expressive forms,
quickly became the dominant creative artistic
pronouncement on the Macedonian art scene of
that time. And it has held up to this day, perhaps
not with that power and reach, maybe not with
that number of supporters or followers, but still
as an interesting challenge, even for the younger
postmodernist generations.

2 Gerhard Richter: Text. Writings, Interviews and Letters
1961-2007, Thames&Hudson, London, 2009, pp. 32-33.

ANCTPAKLWMNIJATA BO MAKEAOHWUIJA

»Caukume kou ce npesodnusu u Kou
codpicam 3Hayerbe ce N0WU CAUKU.
Cnukama ce npemcmasysa cebecu Kako
Hedogpamausa, Henoz2u4Ha, 6e3 3Hayerbe".

lepxapd Puxmep'

MoxeMme aa He ce cornacMme co NPBUOT AeN o4
McKa3oT Ha PuxTep, HO BTOPMOT — OHOj 3a HeA0-
$aTIMBOCTa, HENOTMYHOCTA U Hepa3bupaneocTa
Ha (ancTpakTHaTa) caimka — e bpuanjanten! An-
CTpaKTHaTa C/IMKa HaBUCTUHa Ce NpeTCcTaByBa ce-
6ecu KaKko HeWTo dpy2o, HELUTO MOXebUn HaBUCTK-
Ha Hepa3bupauso, HO 30WTO Mak yMeTHocTa 6u
Mopana Aa buge — pasbupsamsa? OgHOCHO, Taa
e pasbupausa, Aypv v ancTpakTHaTa YMeTHOCT,
HO Ha cocemMa Apyr HauuH 0 BOOGUYAEHWOT,
04, oueKyBaHMOT, 04 (Moxebu?) nocakyBaHUOT.
HenpeameTHaTa ofHOCHO ancTpakTHaTa C/Mka
HU HYAM He caMo efieH TyKy MHOLUTBO acnekTw,
HW HYAW eZAHa MOWMHAKBa NPUKA3HA 3aTasKaHa
MOXebu BO 30HMTE Kaje HULITO MOBEKE He e
Taka CUrypHO, W MNO3HaTO, U MPEnO3HaT/IMBO...
Moxebu He' mpaBu HECUrypHM BO OHa LUTO O
rneZiame 3alUTO 3a peasIHOCTa FOBOPU CO Apyru
,360p0oBK", CO NOMHAKBU UMUIbA U 3HaYEeHa!? U,
BO CeKOj C/ly4aj, HU MM NpeTCTaByBa HellTaTa BO
HMBHaTa HeckpajHa pa3HOIMKOCT.

CurypeH cym AieKa, Ha €/leH UM Ha APYr HauuH,
AeN Of OBME acreKTU Ha acnTPaKTHOTO Aeno
61ne NpUCYTHU BO PasMUCAUTE U HA MaKeJoH-
CKWUTE YMETHULM Of MOYETOKOT Ha nejeceTTuTe
rOAMHW Ha MMHATUOT BeK. 3aLTo BO 3abp3aHoOTO
yekopere KOH A0CTUrHYBaHb€TO Ha CBETOT, an-
CTpakuwujaTa cekako buna npBUOT, AN Mery np-
BuTe, NpeAmssuun. OAHOCHO, Kaj Hac Taa belwe
W KyNTYpONOWKMN WU TBOpeYKM npeamssuk! Taa,
HenpegMeTHaTa YMETHOCT, BO CUTE Hej3UHU n3-
pasHu dopmu 6pry cTaHa JOMUHAHTEH TBOPEUKM
1CKa3 Ha MakKesoHCKaTa /IMKOBHA CLieHa BO TOa
BpeMme. U ce ospxa A0 AleHelleH eH, Moxebu He
€O Taa cuanHa 1 ondart, Moxebu He co Taa 6poj-
HOCT Ha NPUBP3EHULM OAHOCHO CleAbeHnLM, HO
ce’ ywTe Kako MHTepeceH NpeAnsBUK, Aypu U 3a
nomaajunTe NOCTMOAEPHU reHepaunn.

Mnn, Tesata moxeme Aa ja nocTaBMMe U Ha 0BOj
HauMH: 3eMajKu ja cnoMHaTaTa cepuja rpaduku
(Konopucmuuxa sapujayuja) Ha Fopru Kpctesckm
04, 1956 rozMHa Kako HeKakoB (3a cera) nounzo-
BEH pernep, W BneyatimeBoTo geno ,M3nesor"
Ha Bnaroja MaHeBcku og, 2015, Toraw osaa 2016
roAuHa e jybunejHa sa ancrpakuujata Bo Make-

12 Gerhard Richter: Text. Writings, Interviews and Letters
1961-2007, Thames&Hudson, London, 2009, c. 32-33.

'3 Nako oBa aeno Ha MaHeBCKM e NoBeKe3HauYHO OAHOC-
HO MOXXe A3 Ce NOUCTOBETYBa M CO APYrU ,M3MU“, cenak
MUCNaM [ieKa Of/IMYHO OAFOBOPA M KaKo MAyCTpaLumja Ha
HajHOBMTE [OCTPENM Ha MaKeAoHCKaTa HenpeameTHa
OZLHOCHO ancTpaKTHa YMETHOCT.

puto rpadukm «Kosopuctuyeckas Bapuauums
| —V» leopru KpcTesckoro 1956 roga, a Takxe
Bnevatasiowyio paboty bBnaros MaHeBckoro
«Bbixog»'™ 2015 roga, Torga 2016 rog — 3To
rogoBwmMHa abctpakuum B MakeAoHun — 60
net! U 370, 6e3ycnoBHO, npekpacHbIl MoBOZ,
HanoMHWTbL el O ee MpPOL/IOM MyTEeLWeCTBUM.
KoHeuHo, HyXHO MOATBEPAUTL MPaBUIbHOCTb
BblCKa3blBaHMs Mrops 3uamua 1968 roga™ o Tom,
yTo (Nepedpasvpys) TepMuH «abcTpakuus» ce-
rOAHS MOXET He MMETb TaKoW e CMbIC/I0BOM
LLeHHOCTH, KaK B 1910 rogy, korga abctpaktHoe
MCKYCCTBO HAXOAWNOCh B CTaAWMU CTAHOBAEHUS.
Bonee Toro, abcTpakTHOE UCKYCCTBO Ce200HA He
MOXeT MMeTb A/l HAaC TOW CEMaHTUYeCKON Uau
MHOM LLeHHOCTW, KaKoM OHO 06/1a43ano B KOHLe
NATUAECATBIX U Havane wectngecatoix! Ho, no-
X0Xe, OHO 0ba1azaeT Takow Xe UK, no KpanHewn
mepe, NoxXoxew Maruyeckoin cuion!

*

Bo3amoxHO, cpa3sy e creAyeT MoAYepKHyTb
oulyluleHne TOro, YTO MakezoHckas abcTpak-
LMA BO BCEX ee BbIpa3uTeNbHbIX $popmax bbina
yBEPEHHOW, CaMOCO3HaTe/NIbHOM U  aBTOHOM-
HOW C CaMOrO Havasia U A0 CErOAHSLIHEro AHs.
TouHee, A xoTes 6bl ckasaTb, YTO, MO 6osbLIEN
4acTu, nosiBseHMe W pasBuUTMe abCTpakTHOro
MCKYCCTBa B Hallei CTpaHe, KaXeTcs, ABASETCs
npoAYyKTOM Heo6x0dumocmu, a He NPOCTO CPOA-
CTBOM, COBEpLIEHHO MPOTMBOMONOXHbLIM (yKe
YNOMSIHYTONM paHee) AUseMMe O TOM, MOXET Jin
OHO BOObLe 6bITh 6M3KO K MaKeAOHCKOMY Xy-
AOXHUKY. MOTOMYy UTO, KOrAa Bbl CMOTPUTE Ha
paboTel lMeTneBckoro, kak abcTpakTHble, Tak W
MHdOpMesibHble, Ha abcTpakuim ABpPaMOBCKO-
ro-fyte, Ha uHdpopmensHyto paboTy AHacTaco-
B3, Ha «BbIXXeHHbIM nensax» MaseBa v T.4.,
CTAHOBWUTCA ICHO, YTO 3TO MU3HEHHbIU onbim,
BHYTPEHHUI WUMMNY/bC, PajnKasibHble U3MeHe-
HUSA LLeHTPasIbHOMN KOHLLeNTyasIbHOW TOUKM, a He
NPOCTOe U HeNpUXoTAMBOe CMelleHne GopMbl 1
uBeTa. TOYHO TaK Xe, Kak B TekcTe KaHAMHCKO-
ro, rAe roBOpuUTCSs, YTO abcTpakyms He O «cove-
TaHUM YMCTOrO LBETa U abcTpakTHOW GopMbI»,
KoTOpas B MPOTUBHOM C/y4yae npuBena 6bl K
«paboTam, KOTOpble ABASIOTCA NPOCTO MPOCTbI-
MU AeKopaLVaMu, NOAXOAALMUMU ANSA FaNCTYKOB
1 KOBPOB», TO eCTb «kpacota Popmbl 1 LiBeTa
He SAB/AETCA JOCTAaTOMHOM CaMOLEsbio...»™!
B KOHLLe KOHLL0B, 3TO B NO/IHON Mepe OTHOCUTCS
K YC/I0BHO NepBOI NopasuTesibHOWM abcTpakTHOM

13 XoTs 3Ta paboTa MaHeBCKOro MHOrOrpaHHa, ee MOXHO
OTOXAECTBUTb U C APYTMMU «PA3MbITOCTAMMUY», HO A Ay-
Mato, 4TO OHa TaKe OTIMYHO COOTBETCTBYET UANOCTPa-
LMW NOCNeAHUX AOCTUMNEHUI MaKefoHcKoro Gecnpes-
METHOrO WM abCTPaKTHOTO UCKYCCTBa.

" Wrops 3uany, A6cmpakyus npedmemos u ¢opmsl ab-
cmpakyuu 8 xopsamckol xusonucu 1951-1968, KusHb
UCKycCTBa, 7-8, 1968.

'S Hajo Duchting, Wassily Kandinsky, 1866-1944, Tachen,
2000, c. 39.

Or, we can set up the thesis in this way:
by considering the aforementioned series
of graphics (Coloristic Variation) by Gjorgji
Krstevski from 1956 as a (for now) starting
benchmark, and the impressive work The Exit™
by Blagoja Manevski from 2015, then this year
2016 represents the jubilee for abstraction in
Macedonia — it is 60 years old! This is certainly a
beautiful occasion to remind of its journey.

Of course, the validity of an assertion by Igor
Zidic made in 1968 must be confirmed" that
(paraphrased) the term abstraction today may
not have the same semantic value as in 1910,
when abstract art was in its formative stage.
Moreover, abstract art today cannot have even
the similar semantic or any other value in our
country as it had in the late 1950s and early
1960s! But it seems to have the same, or at least
similar magical power!

*

What may need to be emphasized immediate-
ly is the feeling that Macedonian abstraction,
in all its expressive forms, has been effective in
safe, self-conscious, and autonomous manner
from the very beginning until today. In partic-
ular, | would like to say that, for the most part,
the emergence (and development) of abstract
art in our country seems to be a product of ne-
cessity and not just an affinity, quite the opposite
of the (already mentioned) dilemma of whether
it can be close to the Macedonian artist. This is
because, when you look at works by Petlevski
(both abstract and art informel), abstractions
by Avramovski-Gute, art informel by Anastasov,
the work Scorched Landscape by Mazev and so
on, it becomes clear that this is about something
experienced, about internal impulse, about a rad-
ical change of the central conceptual point, and
not about a simple and unpretentious mixing of
form and color. Just like Kandinsky’s instructions
that abstraction is not a “combination of pure
color and abstract form” that would otherwise
lead to “works that are merely simple decoration
suitable for necktie and rug”, that is, “the beauty
of the Form and Color is not a sufficient goal for
itself... “*!

After all, this completely applies also (condi-
tionally speaking) to the first abstract series of
striking Coloristic Variations by Gjorgji Krstevski;
to the pure abstract beginnings of Aleksandar
Jankulovski-Cane; to the art informel structures

3 Although this work by Manevski is multifaceted, i.e., it
can be identified with other “isms”, still | think it is also an
excellent example of the latest achievements of Macedo-
nian non-objective or abstract art.

" |gor Zidi¢, Apstrahiranje predmetnosti i oblici apstrak-
cije u hrvatskom slikarstvu 1951-1968, Zivot umetnosti,
7/8, 1968.

5 Hajo Duchting, Wassily Kandinsky, 1866-1944, Tachen,
2000, p. 39.

AOHMja — nosHu 60 roguun! LLiTo cekako e ybasa
npuro/a 3a noTceTyBarbe Ha Hej3MHNOT U3MUHAT
nar.

Ce pa3bupa, Mopa ga ce NOTBPAM BaAUAHOCTa Ha
eAiHO TBpAetse Ha Urop 3namnk og 1968 rogmHa™
Aeka (napadpasmpaHo) NOMMOT ancTpakLyja ge-
Hec He MOXe Jja UMa UCTa CeMaHTUYKa BpeHOCT
BPEAHOCT Kako BO 1910 rOAMHa, Kora ancTpakT-
HaTa YMeTHOCT 6uia BO Hej3vMHaTa GpopMaTMBHa
¢a3sa. [loTosiKy NoBeKe, ancTpakTHaTa yMETHOCT
deHec He MOXe Aa MMa HU NpUBAUXKHA CeMaH-
TUYKa UK KaKBa 1 Aa e’ Apyra BPeAHOCT Kaj Hac
KaKo KOH KpajoT Ha nejeceTTUTe M MOYETOKOT Ha
LieeceTTUTe roAMHM Ha MMHaTnoT sek! Ho, no ce’
u3rnega Aeka ja MMa uctata, uav bapem canyHa-
Ta MarumyHa mMok!

*

OHa wTo moxebu Tpeba BegHalw Aa ce MoOTeH-
uMpa e 4yBCTBOTO Aeka MakeZoHcKaTa ancTpak-
LMja, BO CUTE HEj3UHM U3pasHU GOopMK, ylITe Of,
CaMMOT MOYeTOK MNa ce’ A0 AeHec AeyBa CUryp-
HO, CaMOCBECHO, aBTOHOMHO. [10TOYHO, cakaM Aa
KaxaM JieKa, BO Hajronem ges, nojasaTa (M pas-
BOjJOT) Ha anCTpaKTHaTa YMETHOCT Kaj HaC Kako
/@ e NPOV3BO/ Ha HY#HOCM @ He CaMO apUHUTET,
cocema CrpPOTUBHO Ha (BeKe cnomHaTaTa) Annema
Janu Taa BOOMNLTO MOXe Aa My buze 6amcka Ha
MaKeOHCKMOT yMeTHUK. 3aLlTo, Kora rv regate
Aenata Ha MeTneBcku (M ancTpakTHUTE U eHdop-
MesHuTE), ancTpauuuTe Ha ABpamoBcku-TyTe,
eHdopmesnioT Ha AHacTacos, Aenoto M3zopeH
nej3ax Ha MaseB UTH, jaCHO e JieKa Tyka CTaHyBa
360p 3a doxuseaHo HewTo, 338 BHATpeLleH UM-
nync, 3a pajukasHa NpoMeHa Ha LeHTpasHaTa
NMOMMOBHa TOYKa, a He 3a e4HOCTaBHO W Henpe-
TEHLUMO3HO Mellare Ha popmaTa 1 6ojaTa. Tokmy
KaKo MHCTpyKuunTe Ha KaHAMHCKM Jeka Kaj an-
cTpakumjaTa He cTaHyBa 36op 3a ,KombuHauuja
Ha uncTa 6oja u ancTpakTHa ¢dopma" Koja LWTO,
MHaky, bu goBena A0 ,Aena WTo ce camo NpocTa
AeKopaluja cooABeTHa 3a BPaTOBPCKU U KUAW-
Mun", ogHocHO geka ,yb6aBuHaTa Ha QopmaTa u
Bojara He ce goBosHa uen 3a cebe... !

Bripouem, oBa LenocHo ce ogHecyBa M Ha (yc-
JNIOBHO) MpBaTa ancTpakTHa cepuja Ha Bre-
yatameu Kosnopucmuuku sapujayuu Ha [opru
KpcTeBckn, Ha unMcTUTE ancTpakTHU MoyeTouu
Ha AnekcaHaap JaHkynoscku-LlaHe, Ha eHdop-
Me/sIHUTe CTPYKTYpW NPOU3Ne3eHn Of eXoTo Ha
MaKeOHCKMOT npegen kaj MetneBcky, AeayMHO
1 Mases (BO oAjenHu Aena) u acoumjaTmeHaTa
ancTpakumnja Ha Kanuesckm u Jlo3aHOCKM, MC-
TpaxKyBaraTa BO MaTepujaTa Ha GOHOT Ha HeKoM
cTUAM3Mpann ponknopHu dopmu Kaj Beskos n
AHacTacoBs, BO /MpCKMTe COHaTU Ha /JlparyTuH

" \gor zidi¢, Apstrahiranje predmetnosti i oblici
apstrakcije u hrvatsbm slikarstvu 1951-1968, Zivot
umetnosti, 7/8, 1968.

% Hajo Duchting, Wassily Kandinsky, 1866-1944, Tachen,
2000, cTp. 39.
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cepun «Konopuctnueckas sapuauymsa | — V» le-
opru KpcTeBcky, K 4ACTO abCTpaKTHBIM Havasam
AnekcaHgapa $iHkynosckoro-LlaHe, kK uHop-
Me/NbHbIM CTPYKTypaM, BO3HMKAaOWMM K3 3Xa
MakezoHcKoro ¢osibksiopa y MNeTneBckoro, 1 ya-
CTUYHO, B HEKOTOpPbIX paboTax y MaseBa, a Tak-
Xe B accoumaTvBHoW abcTpakuum Kanuesckoro
1 J103aHOBCKOr0, UccaeA0BaHUN GOHOBOrO Ma-
Tepuana HeKOTOPbIX CTUNN30BaHHBIX HAPOAHbBIX
¢dopm y BesnkoBa u AHacTacoBa, B IMPUYECKUX
coHaTtax [lparytuHa ABpamoBckoro-lyTe n Anek-
caHapa PucTeBckoro, BO MHOrO3HauuUTeNbHOM
MOH/|pMaHOBCKOM reomeTpusme [lepumHkoBa,
KOTOpbI/, B KOHEYHOM MTOre, OKasblBaeTCs B
rpaduke 4ncTbiM HUUTO, B MKOHOrpadU4HOCTH
1 «BU3aHTUHM3aLMN» KapTUHbI KOHA0BCKOrO... 1
KO BCEM APYrvM YeHaM UCTOpUYEeCcKon abcTpak-
LUW B MaKeZOHCKOM XMBOMUCK. ITO, KOHEYHO, B
paBHOI‘/'I CcTeneHn OTHOCUTCA U K NCCIeL0BaHNIO
B3aMMOCBA3N Mexay ¢opmoii U MmaTepueit B
ckynbnType Xagxu bowkosa u Mpabynockoro, B
«CTPaHHbIX» 3THO-KOHCTPYKUMsax Bopuca Huko-
JIOBCKOTO, MO3Xe, B OpraHM4eckon abcrpakymm
[Jparana Monockn-/laga, 3aTeM «TOTEMHbIX» W
coBpeMeHHO-apxanyHbix popmax CrepaHa Ma-
HeBCKOro, Mo3xe nepepoclnx B MHTepecHble
puTMUYeckue «naHAladTHbIE CTPYKTYpbI», K
HeOobbIYHbIM TEXHWU3MPOBAHHbLIM KapTUHaM-06b-
ektam Lnakan 1.4.

TOMO LUMIAKOBUK. LUMIAK KOMIMO3MLMIA. 1961
TOMO SUAKOVIC. SIJAK COMPOSITION. 1961

3pecb s xoTen 6bl MOAYEPKHYTb, 4TO nMa-
pasnenbHO C MosiBNEHWEM Yy Hac abcTpak-
umy, HaumoHanbHas ranepes MakegoHuK'™®
Hayana cobupaTb ero KOANEKLWIO, YTO FoBO-
PUT He TONbKO O «MOMYAAPHOCTU» STOFO XyAO0-
XECTBEHHOrO HampaB/ieHus, HO U 06 aKTuB-
HOM COLMasbHOM OCO3HAHWM €ero BaxHoCTH!
HoBble MMeHa 1 HOBble TBOPYECKME HAXOAKMW B
AasbHellemM OCHOBbIBaUCL Ha dyHAaMeHTe
MaKeZOHCKOW MCTOpUYecKon abcTpakumm, pas-
BMBaA 6eCKOHeYHoe KO/MYEeCTBO BapnaHTOB
«MHTepnpeTauuii» BecrpegmetHoro mupa. Ka-

"6 Mosxe «XyaoxecTBeHHan ranepes CKONbe», OCHOBaH-
Has B 1948 roay.

arising from the echo of the Macedonian land-
scape in works by Petlevski; also partly in context
of Mazev (in some specific works) and the asso-
ciative abstraction of Kalcevski and Stojanovski;
to the explorations into the matter of the back-
ground context of some stylized folk forms in
works by Velkov and Anastasov; to the lyrical so-
natas of Dragutin Avramovski-Gute and Aleksan-
dar Ristevski; to the multifaceted Mondrian-like
geometrism of Percinkov (who, in the end, would
end up in the field of graphic art with complete
Nothing!); in context of the iconography and
the “Byzantineization” of the picture in works
by Kondovski... and to all other followers of the
historical abstraction in Macedonian painting.
This, of course, applies equally to the explora-
tion of the relationship between form and matter

ANEKCAHAAP PUCTEBCKWU. BO YECT HA XAPTYHI. 1964
ALEKSANDAR RISTEVSKI. IN HONOR OF HARTUNG. 1964

in sculpture by Hadzi Boskov and Grabuloski,
in context of Boris Nikolovski’s “strange” eth-
no-constructs, later to the organic abstraction by
Dragan Poposki-Dada, then the “totem-like” and
contemporary-archaic forms by Stefan Manevs-
ki (later developed into interesting rhythmized
“landscape structures”), to the unusual techni-
cized objects-images by Sijak, and so on.

Here | would like to emphasize that, simultane-
ously with the emergence of art abstraction in
our country, such abstract works started to find
their place in the collection of the National Gal-
lery of Macedonia'; this in turn speaks not only
of the “popularity” of this art tendency but also of
active social awareness of its importance!

New names and new creative applications were
further piled on the foundations of Macedonian
historical abstraction, developing the “interpre-
tation” of the non-objective realm into many
variants. Every generation of Macedonian artists
seems to have wanted a place in this piece of
history: Tanas Lulovski and his vibrant coloristic
abstractions that would soon turn into mono-
chrome evocations; Petar Hadzi Boskov would
develop rhythmized dynamic forms; Aleksandar

'8 Then known as the “Art Gallery Skopje”, founded
in 1948.

Aspamoscku-TyTte n AnekcaHgap Puctescku, Bo
MHOTY3Ha4YHUOT MOH/APWjaHOBCKM reomeTpu3am
Ha MepunHKOB (KOjWITO, Ha Kpaj, BO rpadukaTa
Ke 3aBpLUM BO YMCTO HUWTO!), BO MKOHUYHOCTA U
»BU3aHTM3aumjaTa" Ha camkaTa Kaj KoHgoBcku...

PUCTO NO3AHOCKMW. MTPACTAPY O6/1MLH. 1961
RISTO LOZANOSKI. ANCIENT SHAPES. 1961

M noHaTamy Kaj cuTe Apyrn NpunajHuLM Ha
ncTopuckaTta ancTpakunja BO MaKezO0HCKOTO
cnmkapctBo. Toa, ce pasbupa, nojgesHakBo ce
OZjHECYBa M Ha MCTpaXyBareTO Ha OAHOCUTe
Ha ¢opmaTa M MaTepujaTa BO CKy/NTypaTa Kaj
eseH Xayu bouwkos u pabynocku, Bo ,MyaHuTE"
€THO-KOHCTPYKTU Ha Bopuc Hwukonosecku, no-
Z0LHa BO OpraHckarta ancrpakuuja kaj Jparax
Monockn-flasa, na ,ToTemMckute" n cospeme-
Ho-apxanuHuTe ¢opmu Ha CtedaH MaHeBckM
(NoAoLUHa pPa3BMEHN BO MHTEPECHWN pUTMU3UPA-
HW ,Mej3axHun CTPyKTypu"), 40 HEObUUHUTE Tex-
HU3UpaHK CIMKK-06jekTu Ha LLnjak nTH.

(OBae cakam ga noTeHuMpam Jeka napanenHo
€O nojaBaTa Ha ancTpakuujaTa Kaj Hac 3anoyHa-
/10 1 HEj3MHOTO KoJeKLIMOHMpake BO 36bupkaTa
Ha HauuoHanHata ranepuja Ha MakegoHuja'e,
LITO rOBOPY He CaMo 3a ,MonynapHocTa" Ha 0BOj
YMETHMYKM Npasew, TyKy ¥ 33 akTMBHaTa onwTe-
CTBEHa CBECT 3a Hej3MHOTO 3Havere!).

Ha Ttemennte Ha MakesgoHCKaTa MCTOpUCKa
ancTpakuuja MoHaTamy Ce HamaacTyBaa HOBYU
MMUHba M HOBU TBOPEYKM aninKaLum passrBajKku
ja ,MHTepnpeTauujaTa® Ha HeMpeAMEeTHNOT CBET
BO 6e36poj BapujaHTu. Cekoja reHepaliuja Make-
AOHCKM YMeTHMLM Kako Aa bapalle cBoe MecTo
BO OBa napye ucropuja: TaHac JIlynoBCKn u He-
roBuTe BUOPAHTHM KONIOPUCTUYKM ancTpakuum
KOM LITO Habpry Ke npemMmHaT BO MOHOXPOMHM
esokaumu; Metap Xauwn Bouwikos ru passusa put-
MU3MpaHUTe AuHaMUuHU dopmu; AnekcaHaap
MeaHoBckn-Kapagape 3anoyHyBa co HarnaceHo
reoMeTpusMpaHmn ancTpakTHU GopMK, aBHO BO
MepMep HO M BO M/IacTuKa, (KoM WTO MoToa Le-
JIOCHO Ke M1 HanywTh); iumMmutap MaHes Bnevar-
/MBO CNeAn HEKOM OA noykuTe Ha KaHnauHcKku;
Wnunja KouoBckn BO HerosaTa rpaduka 4ecto

16 Toraw ,YmeTHWuKa ranepuja Ckonje”, ocHoBaHa 1948
roanHa.

XZ,0€ NOKOSIEHNE MaKeOHCKMX XyA0XKHNKOB Kak
6yATO MCKaNo cBOe MeCTO B 3TOM YacTU UCTOPUM:
TaHac Jlynoscku v ero Bubpupytolne Konopu-
CTuuHble abcTpakumm, KoTopble 6bICTpoO nepe-
XOAAT B MOHOXPOMHble BOCMOMWHaHus; eTtap
Xagxm Bollkos passuBaeT putmmnyeckne AnHa-
mMuyeckune popmbl; Anekcarngap MeaHoscku-Ka-
pajape HauMHaeT C aKLEeHTMPOBaHHbIX, reome-
Tpuyeckn abcTpakTHbIX GOpM, B OCHOBHOM U3
Mpamopa, a Takxe U3 NAacTuka, OT KOTOPbIX 3a-
TeM OH MOJIHOCTbIO oTKaxeTcs; lummtap MaHes
BMeYaTAAole CefyeT HEKOTOpbIM ypokam KaH-
AMHCKOrO; B CBOMX rpaduuecknx pabotax Maums
Ko40BCKM 4aCTO TOHKO, HO M pajmnKaibHO Kaca-
€TCA rpaHuL, NPOHUKHOBEHWA B becnpeaMeTHOE;
WNopgaaH Mpabynocku mactepcky passrBaeT CBOIO
MUHMMA/IMCTCKYIO KOHLeMUMIO. ..

HecmoTps Ha cuabHoe obHoB/EHME UrypaTuB-
HOCTW B KOHLLe CEMUAECATbIX U B BOCbMUAECATBIX
rogax, abcrpakumns B MakegoHuu, a Takxke Ha
MUPOBOW XyZ,0KeCTBEHHON CLieHe, C yXe 3aBoe-
BaHHOW LLe/IOCTHOCTbIO, CyLLeCTBYeT U pa3BuBa-
eTCst 0B0/IbHO KOMOPTHO U B COOTBETCTBUM CO
CBOMMM BHYTPeHHMMU 3akoHamu. OHa KaxeTcs
NOCTOSIHHLIM BbI30BOM ANA XYAOXHWUKOB, HEKO-
TOpble M3 KOTOPbIX TO BO3BPALLAIOTCA K HEW, TO
yxoaAT oT Hee (Mwne KopybuH, Wansa MeHyw-
nnckm, Takm Masnoscku, Jumntap CToinuesckiy,
Mosan Llymkosckmn, XXaHeta BaHrean un apy-
rvue), B TO Bpema Kak AN8 Apyrux oHa ocTaeTcs
NOCTOSIHHbLIM BbI30BOM: ToMe AHzpeesckn, Haco
Bexsaposckyn, Hukona VeaHos-BanToH, JparaH
MNetkoBuy, baaros MaHescku, CnobogaH Punos-
cku, Bpanko Koneckn, CumeoH ApHayzos, TaTbs-
Ha Munescka, Mepuua Meoprues-rencu, 3natko
Inuropos, Pewat Axmetun, Baatko MunagnHos,
Cawo Ca3goBcku n Apyrue.

WUBAH BE/IKOB. KOMMO3ULMIA (MATMYHU KPYroB#M). 1962
IVAN VELKOV. COMPOSITION (MAGIC CIRCLES). 1962

Ivanovski-Karadare would begin with heavily
geometrically abstracted forms, mainly in mar-
ble but also in plastic, (which he would later com-
pletely abandon); Dimitar Manev would impres-
sively follow some of Kandinsky’s lessons; in his
graphic works, llija Kocovski would often subtly
and even radically touch the boundaries of get-
ting into the non-objective realm; Jordan Grab-
uloski would masterfully develop his minimalist
concept...

In spite of the strong revival of the figuration
in the late 1970s and 1980s, abstraction in
Macedonia, as well as on the global art scene,
having already gained integrity, exists, and
develops quite comfortably and according to
its internal principles. It seems to be a constant
challenge for artists, some of whom approach
and then leave it (Mile Korubin, llija Penusliski,
Taki Pavlovski, Dimitar Stojcevski, Jovan
Sumkovski, Zaneta Vangeli and others), while for
others it remains a permanent challenge: Tome
Andreevski, Naso Bekjarovski, Nikola Ivanov-
Balton, Dragan Petkovic, Blagoja Manevski,
Slobodan Filovski, Branko Koneski, Simeon
Arnaudov, Tatjana Miljovska, Perica Georgiev-
Pepsi, Zlatko Gligorov, Resat Ahmeti, Vlatko
Miladinov, Saso Sazdovski, and others.

AUMMUTAP KOHAOBCKWU. ECEHCKO YTPO. 1962
DIMITAR KONDOVSKI. AUTUMN MORNING. 1962

CYNTUIHO HO W PaAMKaJIHO JONMUPA MPAHUYHULLM
Ha 3aB/IeryBakbeTo BO HenpeAMeTHOTO; JopAaH
lpabynocku MaecTpasHO ro pasBvBa HeroBuoT
MUHUMANMCTUYKN KOHLIENT....

HacnpoTtu cunHata obHoBa Ha ¢urypaumjaTa KoH
KpajoT Ha cegymzeceTTUTe U BO OCyMAeCeTTUTe
roAviHK, ancrpakuujata Bo MakeaoHMja, Kako
BMPOYeM U Ha CBETCKaTa JIMKOBHA CLieHa, CO BeKe
CTeKHaT MHTerpuTeT, ersucTmpa M ce pasBuBa
CcoCceMa KOMOTHO U Crope/, CBOUTE BHATPeLlHW
3akoHuTocTn. Ce YMHM Aeka Taa e NocTojaH npe-
AV3BKK 33 YMETHULM, MEery KOu Hekou u' ce Ao-
6/mxyBaaT Ho U1 ja HanywTaaTt (Mune Kopy6buH,
nwnja Menywnnckn, Takn Masnosckn, Aummtap
CrojueBcky, JoaH LLlymkoscku, XXaHeTa BaHream
W Apyru), AoAeka Kaj Apyrv Taa ocTaHyBa nep-
MaHeHTeH npeanssuk: Tome AHapeesckn, Haco
Bekaposcku, Hukona WeaHos-BantoH, JparaH
MeTkoBuK, Bnaroja Manescky, CnobopaH Ou-
noscku, BpaHko KoHeckyn, CumeoH ApHayzos,
TaTjaHa Musoscka, lMepuua leoprues-Mency,
3natko Muropos, Pewat AxmeTtn, Bnatko Muna-
avHoB, Cawo CasfoBcku 1 Ap.

APATYTUH ABPAMOBCKU-TYTE. KOMIMO3ULMIA. 1963
DRAGUTIN AVRAMOVSKI-GUTE. COMPOSITION. 1963
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CBETOBAHA
XMNBOMUNCDH
BECUBETHOIOo nonsd

ONblrA TOBPENYTC

«Bcskoe dbixarue da cnasum [ocnodal»
McanTbipb Kaduama 20, Mcanom 150

«Mosi pyka npespawjaemcs 8 Kpbino
u A n1edy u c80600HO Obiuty...»

Mwuue AHkynoBcKn

Pabotas HaZ co3faHVMeM Cepum XMBOMMUCHbIX
kaptnH «®opma Ill», Muue AHKys0BCKM OTKa-
3bIBAETCA OT WCMO/b30BaHUA Gesnoro ugeta B
CO3ZaHNM UANIO3MM CBeTa, M HaumHaeT pabo-
TaTb C ONTUYECKUM 3PPeKTOM OTpaxeHHOro
ceeTa — pednekcom. Co3gaBasn rpaHuLy Mexay
06bEeKTVBHBIM  MPOCTPAHCTBOM  3pUTE/ILHOTO
BOCIPUATUA U Cy6‘beKTI/IBHbIM, HEBNAUMbBIM TNa-
3y, NPOCTPAHCTBOM, KOTOpPOe OH NO3HaeT He C
MOMOLLbIO 3peHMSA, a C NOMOLLbIO OCA3aHNSA, OH
OTKpbIBAeT /Bepb B MEHTa/IbHbIi HEBUAUMBIIA
mup. Moias no 3ToMy NyTH, XYAOXHUK, NOA06-
HO cobupaTesito MaHAankl, A0OPOBO/SLHO MNOA-
YMHAETCA OYEHb XEeCTKUM MpaBuiaM CO3jaHuA
npou3ssejeHnsa, B KOTOPbIX HE MMEET npaBa Ha
ownbky. OH HagensieT cBeToBble pedeKcbl 0Co-
6bIM 3HaYeHVeM. Begb pediekc — He UTO UHOe,
KaK HenpouuTaHHas CeTYaTKOW 3pUTesIbHas UH-
dopmayms.

Kak rosopwun Moxarec WTTeH, «yawwka cama no
cebe He MMeeT HMKaKOro LjBETa, LiBeT CO34aeTcs
npu ee oceelleHnM». CBET POXAAET BCe BOKPYT,
OH nposBAsieT GOPMbI U LiBET, CO3AaeT HacTpoe-
Hue. Beiclee ero coctosHKe 3T0 pediekc — rpa-
HUUa C HEBUANMbBIM MUPOM, BUANMAA TNA30M.

Hanpumep, B MKOHONUCK ANs OTPaXeHWs cBe-
Ta NIOBYLWKOW AN pedeKCOB UCMONb3YIOT Cy-
canbHoe 30/10T0. 30/10TOM GOH CUMBOAU3UPYET
HebeCHbIV MUP W NPUYACTHOCTb M306paXKeHHbIX
K BoxecTBeHHOMY, ero mposiBaeHue B Hux. B
6yAAVI3Me 3epKaJibHbleé NMOBEPXHOCTU BbINOAHA-
0T POJ/ib BXOAA B 3a3epKasibHblii MUP UHBEPCUY,
OTKPbIBAIOT BXOZ A5 BOCXOXAEeHMsA Aywn. Byay-
4M OTpaxKeHHbIM CBETOM, OHO O3Ha4aeT caHcapy.
[pekun cumtanm, uto 6oru npeboiBaloT Hag 3em-
HOM aTMOCdepoi B NPOCTPaHCTBE CBETO3aPHOIoO

A LIGHT PAINTING
ON AN ACHROMATIC
FIELD

OLGA TOBRELUTS

"Let every breath praise the Lord!"
Psalm of Kathisma 20 Psalm 150

"My arm turns into a wing
and | fly and breathe freely...”

Mice Jankulovski

In his series of paintings called “Forma IlI”, Mice
Jankulovski refrains from using white in the cre-
ation of his works in order to create the illusion of
light and to work with the optical effect of light
reflection.

He creates a border between the objective spac-
es of visual perception and subjective invisible
space that he comes to know not with the help
of vision but with the help of touch. In this way he
opens the door to a mental, invisible world.

Following this path, this artist is like a Buddhist
making mandalas who voluntarily obeys very
strict rules in the creation of the works where
he has no right to make a mistake. He endows
special importance to highlights. A highlight is
nothing more than visual information read by the
retina.

Johannes lItten said, “A cup has no color of its
own. Color is created by its lighting”. Light gives
birth to all around it and reveals forms and co-
lours and creates a mood. The most elevated of
its states is the high light as it is the border of the
invisible world still able to be seen by the eye.

In iconography, gold leaf is used to reflect light
and as atrap for areflection. The gold background
symbolises the heavens and links the image to
the Divine and it becomes its manifestation. In
Buddhism, mirror surfaces provide the entry to
the inverted world behind the looking glass and
opens an entrance for the soul to as send. As a
reflection of light they represent Sansara.

The Greeks believed that the gods lived above
the earth’s atmosphere in the space of the lu-
minous ether. When they appeared on the earth
to people, they emitted a blinding light around

CAINKAKE
CO CBET/IMHA HA
BE3BOJHO MNOJE

ONTrA TOBPEAYL

Hexa cekoj 30us 20 ¢panu rocnoda!"
Mcanm Ha KaTnema 20, Mcanm 150

~Pakama mu ce npemsopa 8o kpuno
u nemam u duwam cnobodHo..."

Mwuue Jankynoscku

Bo HeroBaTa cepuja Ha camku HapeveHa ,Dop-
ma llI", Muue JaHkynoBckuM ce BO3ApXyBa ga Ko-
pucti 6es10 BO co3zaBareTo Ha HeroBuTe gena
CO Uen Aa co3gaje waysuja Ha CBET/IMHA U Aa
paboTu co onTUYKMOT edekT Ha pedaekcumja Ha
cBeTmHa. Toj co3AaBa rpaHuua nomery objek-
TUBHMTE NMPOCTOPW Ha BM3yesHaTa nepuenuuja
1 cy6jeKTMBHUOT HEBUANMB NPOCTOP WITO TOj He
rO 0CO3HaBa CO MOMOLL Ha BU3Kja, TYKy CO MOMOLL
Ha gonup. Ha Toj HauMH ja oTBOpa BpaTaTa KOH
e/leH MeHTaseH, HeBUAAMB cBeT. Ha oBoOj nar,
YMETHUMKOT e Kako ByAucT Koj npaBu MaHzanv un
KOj ,06POBO/IHO MM MOYUTYBa CTPOrMTe NpaBuaa
BO CO3/1aBatbeTO Ha AesiaTa Kaje LTo HeMa npa-
BO Aa Hanpasu rpetuka. Toj nocsetyBa nocebHo
3HaYerbe Ha HarnacyBameTo. A HariacyBareTo
HEe e HULITO NoBeKe O/ BU3yeNHU MHPopMaLUm
MPOYMTaHM OZ, OYHaTa MpeXHMLa.

JoxaHec NTeH pekon: HawaTa Hema concTeeHa
60oja. bojaTa ce co3zaBa CO Hej3MHOTO OCBeTNY-
Barbe". CBET/IMHATa ro para LeanoT CBET OKONy
cebe 1 oTkpuBa dopmu 1 6omn 1 co3gasa pacno-
noxeHue. HajsucokaTa og Hej3uHUTE COCTOjOU
e HarnaceHoTo bUAEjKM e rpaHnLaTa Ha HeBUA-
JIMBMOT CBET WITO CE ylITe MOXe Aa Ce BUAM Of
OKOTO.

Bo nKkoHorpadwjaTa, 3N1aTHUOT NNCT Ce KOPUCTK
33 A ja OApa3su CBET/IMHATa M Kako cTanuua 3a
04pa3oT. 31aTHaTa Mo3ajguHa ro cumbonusmpa
HeboTo 1 ja moep3ysa caukaTa co BoxecTse-
HOTO M CTaHyBa HeroBa mMaHudecTauuja. Bo by-
AU3MOT, Or/ieZanHUTe NOBPLWKHK 0be3besyBaaT
B/le3 BO NPeBPTEHWUOT CBET 3a/ OreAasnoTo u
oTBOpaaT B/e3 3a AylaTa ga ce uckaun. Kako
0/4pa3 Ha CBeT/IMHaTa Tue ja npeTcTaByBaaT Cam-
capa. [punTe BepyBasie geka boroBuTe xuBeene

3¢mpa. N koraa oHM ABASIOTCA Ha 3EMJTIO NIOAAM,
TO WCnyckaT ocaenssiowne 6aMKu  BOKpyr
cebs. MoaTomy nogobHoe cnsHUe 6bIN10 HEOTH-
emsieMblM aTpubyToM 60XeCTBEHHOro ABNeHUs,
HO, TaK Kak CTO/b C/IOXKHOE M30bpaxeHue Bcen
NOoBEPXHOCTU 6b110 AOBO/IbHO 3aTPYAHUTENBHO,
ero ctanu usobpaxaTb BOKPYr ronoBbl, 4 BMO-
CNeACTBUM Aanu eMy Ha3BaHUs «BoXeCTBEeHHbIV
0opeos», «HUMbE», «iydyesapHbii BeHeu». B na-
MSATHMKaX ApPeBHerpeyeckoro McKyccTBa HUMOG
Brnepsble MNOSBW/ICA B 3noxy AnekcaHapa Make-
JOHCKOTO U BMOCNEACTBUW NepeLllen K pumas-
HaMm, a 3aTeM B XpUCTUAHCTBO.

Apuctotens nucan: «M Qanec cumtan aywy,
no-BUANMOMY, YEM-TO OCOBEHHbIM, CNOCOBHbIM
BbI3blBaTb JBUXEHMWE, TaK KaK OH FOBOPWJI O Mar-
HWTe, YTO OH obnagaeT gywwon, Mo NpMBOAUT B
ZBUXEHUE XE/1e30%.

3TO BbICKa3blBaHWe KaXeTcs COBPEMEHHOMY Ye-
NoBeKy abCypAHbIM MO OTHOLIEHUIO K MarHuTy,
HO, eC/I1 BOCMIPUHMMATb €ro B OTHOLLEHUM K ABU-
xeHuto B Mupe, kak nposiBieHve Beavkon Jyim,
ero AblXaHus, TO CTpoyka M3 ncanma «Kaxgoe
AbixaHve aa cnasuT Mocnogal» obbeauHsaeT 310
NoHATUE, NpUAAaBas eMy BceobbeMmtoLLee NoHa-
Tue BoxecTBeHHOro BCenpoHWKHoBEHWS. U cBeT
yXe BOCMPUHMMAETCA KaK CTUXUS, AEeMOHCTPU-
pytouias yenoseky gbixaHue bora, rage poHoBble
611K — NposiBNEHWE BUAUMOW U HEBUAUMOW
rpaHuLbl ero cBeTosapHoro sdupa. Xangerrep
NULET: «KOe-KTO U3 XYAOXHUKOB 3agyMancs 06
3TOM cBeTe, bnarogapsa eMy obpeTas NOHUMaHWe
mupa». Hago 3ametutb, 4yTo 6O/MbWKMM nosem
CBETOOMTUYECKMX IKCMEpPUMeHTOB 6bl1 bapou-
HbIl TeaTp. J>koBaHHM BepHWHM co3aaBan cee-
TOBble MaLUMHbI, NPOEKLUM B KOTOPbIX UMUTU-
poBa/sM He TO/MbKO CBET, HO U 6anku. KapTuHy
3aMeHssIa TeaTpasbHasA CUEHA, TAe MpoeKuun
co3gaBann BonwebHoe aelicTBue. [eomeTpuye-
ckue awmkn BpyHenneckn, BocnpoussoAsLme
CTUXMIO C MOMOLbIO 3epKas, 3KpaH JleoHap-
[0, Pa3sMeLLEeHHbIN MeXAy CUAbHLIM U CNabbim
MCTOYHWMKOM CBETa, — BCE 3TW 3KCMEPUMEHTDI
XYZAOXHUKOB MPOL/IOro AaBasv BO3MOXHOCTb
npeACTaBUTb AHEBHOM CBET, KOTOPbIV BCErAa Ha-
XOAMUTCS Mepey r71a3amMm YeNoBeKa, HaCTOAWMM
OTKPbITUEM, K/IOYOM K TaliHe.

B kapTuHe «MagoHHa B poTe», XpaHslencs B
Jlyspe, JleoHapao Aa BuHum Bnepsbie npume-
HUA NMUPaMUAAJIbHYIO KOMMO3ULMIO, B KOTOPOM
BEPLUMHOM NuUpaMuAbl sBAsieTcs ronosa Boro-
maTepu, a ee OCHOBaHWe — CBSITble MJajeHLbl
M NoAAepxXuBaloWmMiA cnpaBa Xpucta AHres.
LleHTp nupamuabl XyA0XHWUK NpeAHaMepeHHO
OCTaBW/I MYCTbIM, CEA4ac OH HAMOMUHAET YepHbIii
KBagpaT. Tak Kak Bce KapTuHbI J/leoHapA0 Aowan
/0 Hac NoYTU B PyMHUPOBAHHOM COCTOAHUK, TO
Mbl ero BUAWM KaK MpOCTO YepHoe NpOoCTpaH-
CTBO, HO KOTAa-TO OHO OblNO 3ano/sHEHO TOH-
Yanwmmm BUbpaLMAMM CBETA U TEHW, SEerKUMMU
JNVHVSIMY, UMUTUPYIOWMMUN ABUXeHWe 61KOB,
NMPOCTPAHCTBOM CBETOHOCHOM TEHU, OTKPbITUEM

themselves. This is why similar glowing effects
were integral attributes of the appearance of
the Divine. This was difficult to portray around
the entire body surface and artists began to cre-
ate light only around the head. This was called
“the divine halo” or “the radiant crown”. In the
monuments of ancient Greek art, the halo first
appeared in the time of Alexander the Great and
was subsequently passed on to the ancient Ro-
mans and then to the Christians.

Aristotle wrote, “Even Thales of Miletus consid-
ered that the soul is apparently something spe-
cial and capable of creating movement. He spoke
about a magnet as if it had a soul as it caused iron
to move”.

Today, such a statement sounds absurd, but if
you interpret it in relation to all movement in the
world as being manifestations of a Great Soul
and it's breathing, then the line from the psalm:
“Let every breath praise the Lord!” illustrates this
notion and gives an overall understanding of the
Divine as something that penetrates everything.

Light is already perceived as an element that
demonstrates to man the breath of God, where
the background highlights are a manifestation
of the visible and invisible boundaries of His lu-
minous ether. Heidegger writes, “certain artists
thought about this light and thanks to them the
whole world found understanding”.

It should be noted that Baroque Theatre wel-
comed and encouraged lighting and optical
experiments. Giovanni Bernini created light ma-
chines, the projections of which imitated not only
light but also light reflections.

Instead of painting backdrops, projections which
created magical actions appeared on stages.
Brunelleschi’s geometrical boxes reproduced the
elements with the help of mirrors as did Leonar-
do’s screen located between a strong and weak
light source. All of these artistic experiments of
the past made it possible to imagine daylight.
These were real inventions and the keys to a
mystery.

Inthe painting, *“Madonna in the Grotto", which is
inthe Louvre, Leonardo Da Vinci first used a pyra-
mid composition in which the top of the pyramid
is the head of Our Lady and at its base are holy
babies with Christ on the right supported by the
angel.

The artist deliberately left the center of the pyr-
amid empty so it reminds us of a black square.
Since all of the paintings of Leonardo came to us
almost in a ruined condition, we see this as just a
black space but at one point it was full of subtle
vibrations of light and shadow. The lines imitate
the movement of highlights and the space of the
luminous shadows. Thanks to Leonardo’s exper-
iments, a new optical painting was born at this
time.

The angel gestures to the baby John, but it is
also possible to fantasise and to imagine that he

Hag, aTMocdepaTa Ha 3emjaTa BO NPOCTOPOT Ha
npospayHnoT eTep. Kora Tve ce nojaByBasie Ha
3emjaTa 3a siyreto Aa ru BuaaT, borosuTe MC-
nywTane 3ac/ienyeayka CBETNMHa okony cebe.
OBa e npuymMHaTa 30LWTO CINYHK BeckaBu edek-
™ bune nHTerpanHu atpubyTu Ha nojasBaTa Ha
BoxectBeHoTo. OBa 6110 TewwKo Aa ce npukaxe
OKO/ly LienaTa NoBpLINHA Ha TEJI0TO U YMETHUL M-
Te noyHasne Aa CO3/aBaaT CBET/IMHA CaMO OKOJY
rnaeata. OBa 6uno HapeuyeHo GoxecTBeHMOT
Opeon uan ceetnata KpyHa. Bo cnomeHnuuute
Ha aHTMYKaTa rpuKka yMeTHOCT, OPeooT NPBO Ce
nojasmn BO BpeMeTO Ha AnekcaHzgap MakezoH-
CKM M noAoLHa 61 npeHeceH Ha cTapute Pumja-
HW, @ NOTOa M Ha XpUCTMjaHuTe.

ApucToTten Hanuwan: ,Jlypu v Tanec oa Munet
CMeTa AeKa AyLaTa OYUI/Ie4HO e HeLTo nocebHo
1 cnocobHa Aa cosgaze Asuxere. Toj 36opysa-
e 33 eJeH MarHeT Kako Aa uMa Aylua bugejku
HamnpaBsW Xene30To a ce ABMXKN"™.

JleHec BakBaTa M3jaBa 3By4M ancypaHa, HO aKo ja
MHTeprpeTMpaTe BO OAHOC Ha LieNI0TO ABMXKEeHe
BO CBeTOT Kako MaHudecTauum Ha losnemata
AyWa ¥ HEj3UHOTO Aullere, Torall TeKCTOT og
ncanmot: ,Heka cekoj 3amB ro ¢anm locnoga!™
ro WAycTpvpa OBOj MOUM M JaBa LE/oKYMHO
pasbuiparbe Ha BoxecTBEHOTO Kako HewTo WTo
npoAvpa Bo cé. CBeT/IMHaTa BeKe Ce nepuenuvpa
KaKo efleMeHT LITO My ro MokaxyBa Ha YOBeKOT
BoxjnoT 341B, Kaze WTO NO3aANHCKMNTE Harnacy-
Bakba Ce MaHudecTauuja Ha BUANMBUTE N HEBU-
ANVIBU TPaHMUM Ha HerosmoT npospayeH eTep.
Xajaerep nuuwysa: ,Hekon ymeTH1LM pasmucay-
BaJie 3a OBaa CBET/IMHa v BaarosgapeHvie Ha HUB
LLeNMOT CBeT Hajae pasbupame". Tpeba ga ce Ha-
nomeHe Zieka 6apoKHMOT TeaTap ro No3Apasu n
oxpabpun ocBeTNyBaETO M ONTUYKUTE eKcre-
PUMEHTK Kako Takeu. LloBaHu BepHuHmu cosgan
MalWKnHN 3a CBET/ZIOCHU e¢eKTl/I, 4ynn npoekuynmn
UMUTUPa/ie He CaMO CBET/IMHA TYKY U CBET/IOCHU
oapasu. HamecTo Aa ce camkaaT KyanMcuK 1 pasHn
No3aAMHCKN KOHTEKCTY, Ha CLieHWTe ce nojasune
npoekL M Kov co3gane MarnyHu gejctea. leome-
TpUCKMUTe KyTumn Ha bpyHeneckn rm penpogyuu-
pane efeMeHTHTe CO MOMOLL Ha Or/1e}as1a, HeWTo
C/IMYHO KaKO M eKpaHOT Ha JleoHapao aoumpaH
nomery cuneH n cnab nssop Ha ceeTinHa. Cute
OBME YMETHWYKM eKCMEePUMEHTU Of MUHATOTO
0BO3MOXMW/IE /la Cé 3aMUC/IN HEBHATa CBET/INHA.
Tue 6une BUCTUHCKM NPOHAjAOLM W KNyYeBU 3a
mucTepujaTa.

Bo cnukata ,Boropoguua Bo newrtepa®, koja
ce yyBa Bo Jlysp, JleoHapao [la BuHum nps nat
ynotpebun nnpammzanHa Komrnosuumja Bo koja
BPBOT Ha NupamuaaTta e rnasata Ha [lpecse-
Ta Boropoguua, a Ha Hej3MHOTO NojHoXje ce
cBeTn 6eburba co Xpuctoc Ha AecHaTta cTpaHa
NoAAPXaH Of, aHreNoT. YMeTHUKOT HaMepHO ro
OCTaBMW/ LIEHTapOT Ha NupamuiaTta npaseH, na
H& noTceTyBa Ha UPH KkBagpaT. Bugejkn cute
KN Ha JleoHapAo Aowne Kaj HaC peuncu Bo
pyMHMpaHa cocTojba, oBa ro rnezgame camo Kako
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JleoHapgo, bnarogaps KOTOpPoMy poauiach Ha
TOT MOMEHT HOBasi ONTUYECKas XMBOMUCb. AH-
ren XeCcToM yKasblBaeT Ha MaZeHLa VoaHHa, Ho
MOXHO No¢daHTa3MpoBaTb U NPeACTaBUTb, YTO OH
YKa3blBaeT Ha 3TO MUCTUYECKOE MPOCTPAHCTBO
KaK Ha MpegcKasaHue O XWUBOMMUCHbIX Npon3Be-
ZeHusx Byayliero, 0CO3HaHHO OTKa3aBLIMXCS OT
MMuTauum 6enoro ceeTa LBETOM U 3aMEHMBLUMX
€ro Ha ecTecTBeHHble CBETOBble pedeKchl.

JliobonbiTHa CTaAWMMHOCTb, KOTOPYIO MPOXOAUT
KapTWHa B MpoLecce Co3AaHus. 3To CBOEro poaa
pUTyasibHbI NepdOpMaHC XyAOXHMKA. W3Ha-
YanbHO Muue SIHKYZIOBCKM FPYHTYET XOACTbI Be-
now kpackoi. Mo mepe npogBuxeHus B paboTe,
XYAOXHUK MOKPbLIBAET WX CrIOWHBIM TOCTHIM
C/I0eM YEPHOTro aKpu/a, TeM CaMbiM MOACO3HA-
TeNIbHO NPOW3BOASA PUTYasIbHOE JEMCTBO OTKa3a
oT 6es0ro uBeTa Kak OT OTXKMBLLErO XyAOXe-
CTBEHHOTO PYAMMEHTA M MONHOE MOrpyXeHue B
MUp YepHoro. MHTepecHo Habatogatb npouecc
norateHus 6en0ro YepHsiM. Benbil LBeT elwe co-
NpoTUBASETCS, ele NPOo6MBAETCA Yepes YepHbIN,
HO Yepe3 HebGO/LLWON MPOMEXYTOK BpeMEeHM
YEepHbI ero MOr/IOLAET, MONHOCTLIO MOKPbIBas
cobol. M BOT 34eCb HaYMHAETCH CaMoe UHTe-
pecHoe. XyAO0XHWK HapalMBaeT /01 YepHOro,
co3paBas penbedbl Ha €ro NOBEPXHOCTU, Takue
cBoeobpasHble SI0BYLIKM AN cBeTa. Takum obpa-
30M, POXAAeTCs HOBOE NPOK3BE/EeHMe, BOCNEBa-
IOLLEe M COXpaHsIoLee Ha CBOeW MOBEPXHOCTM
CBET KaK [1aBHOrO repos. Moayyaercs AuHamMuy-
Has KapTWMHA, KOTOPasi OXWMBAET MPU ABUXKEHUM
3puTeNs, U CBET NepeMeLLAeTCs COracHO 3a4yM-
Ke XyAoxHUKa. CBeToBble MKW B €ro KapTuHax
ABUraloTCs, W3MEHSAIOTCS, TEM CaMbiM MeHsS
HacTpoeHue 1 cocTosHue usobpaxeHus. He cy-
wecTByeT cBeTa 6e3 TeHu 1 TeHn 6e3 cBeTa, YeMm
cubHee Mpak, Tem sipye caeT. [o3ToMy nAaeasb-
HOW MOANOXKOW Moy, cBeToBble pedieKcbl, KO-
HEUYHO, CJTY>KWT YepHbIV LiBET.

HaumHas ¢ XVII Beka XyA0XHUKM 3KCNEPUMEHTU-
poBaJIM C YepHbIM LBeTOM. [NepBoe crowwb vep-
Hoe npou3BezeHne NOABUAOCH B 1617 rogy Nog
Ha3BaHveM «Bennkas Tema» Pobepta Onagaa, 3a
HuM, B 1843 rogy, bepTanb co3gan yepHyto kap-
TUHY «Bug Ha Jla-Xor». B 1854 rogy lNoctas Jlope
HapWCoBa YepHbIN NPSMOYrO/IbHUK U MOANKUCAN
«CymepeuHas nctopus Poccum». B 1915 rogy Ka-
3uMup ManeBuy AeMOHCTPUPYET Ha BbICTaBke
«YepHbin CynpemaTnyeckunii KBaZpaT» U NPOBO3-
rAalaeT KoHel, TPaANLMOHHOrO NCKyCccTBa. Hep-
HbI KBaZpaT 3KCMOHMPYETCA Takum obpasom,
4TObbI CO34aTh Y 3pUTENs MPAMYIO accoLmaLmio
C MKOHOW. Ho MKOHBI BCerga nucanu no 3aAaH-
HbIM KaHOHaM, W pacrnpejeneHue LpeTa 6bi10
YEeTKO onpegesieHo. YepHblli LBET B MKOHOMUCH
ynoTpebsisiaca Tonbko B 3obpaxeHun Aja, 3us-
folLeil NacTu newjepbl, OTKyAa BbINOA33aeT 3MUIA,
nopaxeHHbIV feopruem, uam Mmorunbl Agama nog,
lonrodpckmnm kpectom. Jlaxe Ans NPOPUCOBKM
KOHTYpoB ¢uryp 6pasm TeMHO-KOPUYHEBbIN,
HO HUKOTAA He YepHblA. YepHbIl B MKOHE — 3TO
BCera MWUCTMYECKOe TeMHOe MPOCTPAHCTBO,

points to this mystical space as if predicting the
paintings of the future which would consciously
abandon the imitation of white light with colour
and replace it with natural light reflections and
highlights.

It is curious to note the staging of this artist in
the process of creating a picture. This is a kind
of ritual performance. Initially, Mice Jankulovski
primes the canvas with white paint. As he pro-
gresses, he covers them with a continuous thick
layer of black acryl paint, thereby subconsciously
performing the ritual act of discarding white as
an obsolete artistic rudiment and completely im-
mersing into the world of black.

It is interesting to watch the process by which
black redeems white. White still resists and breaks
through the black but after a short period of
time the black absorbs and completely covers it.

And this is where the fun begins. The artist builds
up a layer of black creating reliefs on its surface
that are peculiar traps for light. In this way, a new
work is born... praising and preserving the light
on its surface as its main character.

A dynamic work comes to life when the viewer
moves and the light moves according to the idea
of the artist. Light reflections in his paintings
move, thereby changing the mood and condition
of the image. There is no light without shadow
and no shadow without light; the stronger the
darkness the brighter the light. Therefore, of
course, black is the ideal substrate for light re-
flections.

Since the 17th century, artists have experiment-
ed with black. The first completely black work
appeared in 1617 under the name “Great Dark-
ness" by Robert Fludd, followed in 1843 by Bertall
who created the black picture, “View of La Hou-
gue”. In 1854, Gustav Dore drew a black rectangle
and called it, “The Twilight History of Russia”.

In 1915, Kazimir Malevich showcased "The Black
Square” and proclaimed the end of traditional
art. “The Black Square” is displayed in such a way
as to provoke a direct association with an icon.
Icons were always made according to specific
canons and the colour selection was clearly de-
fined. In iconography, black was used only for the
image of hell as a gaping mouth of the cave from
where the serpent struck by George crawls out,
or the grave of Adam under the Calvary Cross.

Even for drawing contours of figures, icon artists
use dark brown but never black. In icons, black
always portrays the mystical dark space of the
underworld. Black is an achromatic color. The
gray colours derived from it are never used inicon
painting as it is believed that gray is a mixture of
light and darkness, which is impossible.

The interfaith Rothko Chapel by Mark Rothko in
Houston opened in 1971. Standing in front of his
huge black canvases occupying the entire altar
area, it is impossible not to feel the abyss like
a gaping mouth opening to the audience. The

LipH NPOCTOP, HO BO e/leH MOMeHT 61n nosH co
CYNTUAHM BUBPALIMM Ha CBETMHA U CeHKa. JIHK-
UTe ro UMUTUPAAT ABUXEHETO Ha HarnaceHuTe
€/1eMEHTN 1 MPOCTOPOT Ha CBET/NIRUKUTE CEHKM.
BnarosapeHve Ha ekcnepuMeHTUTe Ha JleoHap-
/0, BO TOa BpeMe Ce pojuna HoBa ONTHYKa CAN-
Ka. AHrenoT My recTukyampa Ha 6ebeto JosaH,
HO MCTO Taka e MOXHO Aa ce daHTasupa 1 Aa ce
3aMMCAM JeKa TOj yKaxyBa Ha OBOj MUCTUYeH
NpOCTOp Kako Aa rvi npeABuAyBa CANKUTE Ha nJ-
HUHATa KOM CBECHO Ke ja HanywTaT ummTauujaTta
Ha 6enoTo cBetno co 60ja U Ke ro 3ameHaT Co
NPUPOAHM 04 pasn Ha CBET/IMHA U HaraacyBatba.

HeobuyHo e ga ce 3abenexwu nssegbaTa Ha 0BOj
YMETHMK BO MPOLLECOT Ha Kpeuparbe Ha C/MKa.
OBa e egieH BMy Ha puTyasiHa nepdpopmaHca. Mp-
BMYHO, Muue JaHKynoBCKM ro Harnacysa naat-
HoTo co 6ena 6oja. Kako wro HanpeayBsa, Toj rn
NoKpwvBa co NocTojaH Aeben cnoj Ha LpHa akpua-
Ha 60ja, Co WTO NOTCBECHO ro U3BeAyBa pUTyan-
HWOT aKT Ha oT¢patbe Ha 6en10To Kako 3acTapeH
YMETHUYKN PYAUMEHT U Ha LLe/IOCHO NOTOoMNyBatbe
BO CBETOT Ha LipHOTO. MHTepecHo e aa ce cream
MpoLecoT co KOj LpPHOTO HaZoMecTyBa 3a 6eno-
To. BenoTo cé ywTe ce npoTvBK 1 ce NpoburBa HK3
LLPHOTO, HO MO KPaTOK BPeMeHCKM Nepuog, LipHO-
TO ancopbupa u uenocHo ro nokpuea. U Tyka
3anoyHyBa 3abaBaTa. YMeTHUKOT rpagu C/1oj
04, LpHO c034aBajkn penjedun Ha HerosaTa no-
BPLUMHA, KOW MpeTCTaByBaaT YyAHU CcTanuuu 3a
cBeT/IMHaTa. Ha 0BOj HauuH, ce para HOBO Aeno...
CO Be/MYere 1 3a4yByBatbe Ha CBET/IMHATa Ha
HeroBaTa NOBPLUMHA KaKO HeroBa r/1aBHa kapak-
TepucTrka. JIMHaMUYHO Ae/10 ce OXMBYBa Kora
rnejavyor ce ABMXKM U CBETAIMHATA Ce ABUXM CMo-
peA nzejata Ha yMeTHUKOT. CBETNI0CHMTe o4 pasu
BO HEroBWTe C/IMKM Ce ABUXAT, CO LITO Ce MeHyBa
pacnosioxeHneTo 1 cocTojbaTa Ha camkaTa. Hema
cBeT/IMHa 6e3 ceHka v HeMa ceHka be3 cBeTnHa;
KO/IKY e NMoLBpCTa TEMHUHaTa, TOJIKY e NoCBeT/a
cBeT/IMHaTa. 3aToa, ce pa3bupa, LpHOTO e naea-
JleH CyncTparT 3a CBET/IOCHUTE 04 pasi.

Og 17 BeK Na HaBaMy, yMETHULMTE eKCriepuMeH-
Tupane co LpHo. [pBOTO cocema LpHO Aeno ce
nojaBu/i0 BO 1617 roguHa nog numeto ,fonemata
TeMHUHA" Ha Pobept ®nys, a Bo 1843 rogmHa
BepTan ja co3pgan upHata camka ,lMorney Ha Jla
Xyre". Bo 1854 roaunHa, l'yctae Jlope HaupTan
LLPH NpaBoaro/IH1K v ro Hapekon ,Mctopuja Ha
campakoT Ha Pycuja®. Bo 1915 rogmHa, Kasemup
Maneswuu ro npetcrasua ,LipHuoT kBagpat" nro
Npornacun KpajoT Ha TpajMLMOHasHaTa yMeT-
HocT. ,LipHnoT kBagpaT" e npukaxaH Ha Takos
Ha4MH LITO NpeAM3BMKYBa AMPEKTHa NOBP3aHOCT
co ukoHa. MikoHnTe cekorall ce HanpaBeHW Cro-
pes KOHKPETHWU KaHOHU W M360poT Ha 6ou 6un
jacHo peduHupaH. Bo nkoHorpadwjata, upHaTa
60ja 6una ynotpebeHa camo 3a camkaTa Ha ne-
KOJIOT KaKo rosiema ycTa Ha nelutepara of kazge
WTO Ce nojasyBa 3MujaTa WTo ja yapun Ce. lopry,
unu rpoboT Ha Agam nog [oNroTaHCKMOT KPCT.
Jlypn 1 3a upTare KOHTYPU Ha JIMKOBW, WUKO-
HoMmucLMTE KOpUCTaT TeMHO kadeaBa 60ja, HO

NOTYCTOPOHHWI MUP. YepHbiii — axpomaTuue-
ckuit LBeT. [pon3BoAHbIE OT Hero cepble LiBeTa
HMKOTAa He UCMO/Ib30BaMW, B UKOHOMUCK CYMTa-
J10Cb, YTO CEPbI — 3TO CMeLLeHe CBETa U TbMbl,
4TO HEBO3MOXHO.

B mMexkoHdpeccrmoHanbHo yacoBHe Mapka PoTko
B XblOCTOHE, OTKPbITOM B 1971 FOAY, CTOA NEpes,
€ro OrpOMHbLIMU XOACTaMM, 3aHUMAIOLWMUMU BCIO
aNTapHyl0 4acTb, He MOXelb W36aBUTbCA OT
olylleHns 6e34Hbl, pasvHyBLLel nepes 3puTe-
1eM CBOK NacTb. KapTVIHbI C/I0BHO 3aTArMBakoT
CBOEM MNOr/IoWatoLEen TEMHON MaTOBOW NOBEPX-
HOCTbIO. ITW NPOMU3BEAEHWUS YXe, Ka3asnochb,
CTaBAT TOuKy, o6o3HavaloT npegen B paboTte ¢
UepHbIM LiBETOM, 3aKpbIBAlOT TeMy CM/IOWHOrO
YyepHoro B M306paxxeHun, HO B 1979 roay MNbep
Cynax, paboTas Haj KapTUHOW B MacTepcKown,
Briepsble 3ameyvaet: «5 6osblue He puUcylo Yep-
HbIM, HO PUCYIO CBETOM, OTPAXEHHBIM C YEPHOM
NOBEPXHOCTW». BocneaCTBUM, AaBas UHTEPBbLIO
BO BpeMs BbICTaBKM B IpmuTaxe B CaHkT-MeTep-
6ypre, oH roBopuT: «5 1106110 BNACTb YEPHOTO,
3TO L|BET, KOTOPbIN He UAET Ha komnpommcc. Xe-
CTOKUW, HO OAHOBPEMEHHO BEAYLYMIA K BHYTPEH-
HEMy pa3MblLL/IEHWIO, O4HOBPEMEHHO LiBET U HE
uBet. Korga B HEM OTpaXaeTcs CBET, OH MeHseT
ero, TpaHCPOPMUPYET 1 OTKPLIBAET MEHTA/IbHOE
noJsie, CBOMCTBEHHOE TOJIbKO eMY CaMOMYy».

BO3MOXHO /M MCMO/Ib30BaHME MEHTaNbHOrO
NoJis YepHOro LBeTa B abCTpakTHOW MHTeprpe-
TaLMK XyA0XKHINKA, ONMpatoLLerocs Ha ceoe cybb-
eKTVBHOe BocnpusaTHe Mmpa? Hackonbko nogo6-
Hble MCUXO-NPAKTUKM MPUBAUXKALIOT, OTKPbIBAOT
3pUTeI0 HOBble NMPOCTPAHCTBA A/f CO3epLaHus
1 usyyeHus? He sBasetcs v 3Ta popma XyAoxe-
CTBEHHOWN MeAMTaLMUN BeNUKUM 3abayxAaeHneMm,
nogobHo MaHuxencTBy? Ecam npugepxuBatbes
TOW TOUKM 3PEHUS, YTO XYAOXHWUK — 3TO Mar,
npegckasaTteb U NPOPOK, a CO3Z4aHHble UM MPo-
n3BeAeHNs — OKHa-NpeAckasaHus byayiero, To
XYZ,0KECTBEHHbIE SKCMEPUMEHTbI C YEPHbIM LiBe-
TOM 06s3aTe/IbHO MPEABOCXMLIAIOT OTKPbITUS
Y4€eHbIX U paclinpeHune obLero 3HaHUs AN Bce-
ro yenoBeyecTBa. /1 3To Bcerga Haxo4uUT B UCTO-
pUV NOATBEPXAEHME B Aa/IbHENLIEM: B Pa3BUTUM
HayKM U CBEPLUEHUN HOBbIX HAY4HbIX OTKPBITUNA.

B wtone 2014 roga Ha aBuacanoHe QapHbopo
rpynna yyeHbix HauvoHanbHon Gusmnyeckoi Jla-
6opaTopun BennkobputaHum npeactaBuaa Ho-
BOE BELLECTBO, YEPHYIO CYOCTaHLMIO U3 YrIepOoA-
HbIX HaHOTpY6oK noy HasBaHuem “Vantablack”.
ITa cybCTaHumMa SBASETCA CaMOM YEePHOM U3 U3-
BECTHbIX BELLECTB M NOMIoWaeT 99,965% nagato-
LIlero Ha Hero UsJlyYeHus;, BUAMMOrO CBeTa: ANS
CPaBHEHWS, CaMblil YEPHbIN Yro/ib Mor/owaet
96% cBeTa. YenoBeyeckuii rn1as BOCMPUHUMAET
3TO BeLLeCTBO He KaK LBeT, a Kak MPOCTPaHCTBO,
KaK AbIpKy, abCoNOTHO YepHOe OTBEPCTUE, NPO-
Basl B 6e34Hy, NOTOMY YTO B HEM MOYTU MONHO-
CTblO OTCYTCTBYET OTPaXKeHHbIV CBET. XyZ0XHUK
Annw Kanyp ckasan, 4To 3To BeljecTBo Oyger
HeBepoATHO 3PeKTHO B PONN KPacKM, Hanpu-

paintings seem to tighten their grip and absorb
you into their dark matte surface.

These works seemed to put an end to and to
indicate the limits of working with black. They
uttered the last word on solid black images, but
in 1979, while working on a painting in his studio,
Pierre Soulage noticed for the first time, "I no
longer paint black but | paint with reflected light
from a black surface".

Subsequently, inaninterview at The Hermitage in
St. Petersburg, he said, "I love the power of black,
it is a color that does not compromise. It is hard,
but at the same time it leads to inner reflection. It
is both color and not color. When light is reflected
off of it, it is changed... it transforms and opens
the mental field peculiarly only to itself”.

Is it possible to use the mental field of black color
in the abstract interpretation of an artist based
on his subjective perception of the world? How
much do such psychological practices bring the
audience closer and open new spaces for con-
templation and study? Is this form of artistic
meditation a great delusion, like Manichaeism?

If we stick to the point of view that artists are
magicians, diviners and prophets, then the works
they create are windows that predict the future.
Artistic experiments with black color necessarily
anticipated the discoveries of scientists and the
expansion of the general knowledge of all of hu-
manity. History always finds confirmation in the
future with the development of science and the
advent of new scientific discoveries.

In July of 2014, at the Farnborough Airshow, a
group of scientists from the National Physics
Laboratory of the United Kingdom introduced a
new black substance made from carbon nano-
tubes called “Vantablack”. This is the blackest
known substance and absorbs 99.965% of the
light falling on it. In comparison, the blackest coal
absorbs 96%. The human eye perceives this sub-
stance not as a color but as a space, as a hole: an
absolutely black hole, a dip into the abyss... be-
cause reflected light is almost completely absent
from it. The artist Anish Kapoor said that this sub-
stance would be incredibly effective as a paint to
depict endless space.

The whole universe seems like a giant palin-
drome. A palindrome is the property of fractals of
living matter and crystals; it is the self-expanding
and self-reproducing property of the cosmic uni-
verse.

Once ancient languages contained the proper-
ties of palindromes but with the development
of speed, which kills beauty in everything, they
lost this property and now only individual words
remind us of the beautiful past. The changing of
day and night are a kind of natural palindrome.
Even human beings on a genetic level are exam-
ples of self copying. A person is a good example
of a palindrome or rather its particular case of
vertical symmetry. In ancient times palindromes

Hukoraw upHa 6oja. Kaj nkonute, ypHata 60oja
ceKoratl ro npuKaxyBa MUCTUYHUOT TeMeH Npo-
CTOp Ha NoA3eMHKOT cBeT. LipHoTO e axpomaTtcka
60ja. CvBuTe 60V U3BEAEHN OA HErO HUKOTall He
Ce KOpUCTaT BO MKOHOMUCOT 6uAejKkn ce BepyBa
/eKa c1BaTa e MellaBMHa Ha CBET/IMHA U TEMHW-
Ha, LITO e HeBO3MOXHO.

MeryBepckaTa kanena Ha Mapk Potko Bo Xjy-
CToH 6una oTBOpeHa BO 1971 rognHa. CToejku
npej HeroBuTe OFPOMHM LPHM N/aTHa LWTO ja
OKynMpaaT LesaTa 0ATapcka 30Ha, HEBO3MOXHO
e /la He ce novyBCTByBa 6e3/HaTa Kako WMpoKa
yCTa Koja ce oTBOpa KoH nybaukata. Camkute ce
YMHW ZleKa ro 3aTerHysaaT HUBHMOT CTUCOK 1 BE
ancopbupaaT BO HMBHaTa TeMHa W MaTHa nosp-
wuHa. Ce unHewwe AeKa oBMe Aesia CTaBaaT Kpaj 1
yKaxyBaaT Ha rpaHuLuTe Ha paboTetbe o LpHO-
T0. The ro nsroBopu/ie CBOjOT NocsaeseH 36op Ha
LBPCTM LiPHM CIMKM, HO BO 1979 FOAMHA, AoAeKa
paboTen Ha canka Bo cBoeTo cTyAmo, Mjep Cynax
3a npB. nat 3abenexan: ,Jac noseke He 060jyBam
LiPHO, TYKY C/IMKaM cO pedieKTUpaHa CBET/IMHA
04, upHa nospwuHa®. MNoToa, BO €4HO NHTEpPBjY
Bo EpmuTax Bo CaHkT-lNeTepbypr, Toj pekon: ,Ja
cakaM MOKTa Ha LipHOTO, Toa e 6oja koja He KoM-
npomMuTupa. TewwKo e, Ho BO MCTO BpeMe BOAM KOH
BHaTpeLHo pasmMucyBatse. Toa e 1 60ja, 1 He e
60ja. Kora cBetmHaTa ce pedsiekTUpa HajzBOp
0/, Hea, Taa Ce MEeHyBa... Taa ro MeHyBa 1 ro oT-
BOpa MeHTa/NHOTO nose nocebHO camo 3a cebe™.

Jann e BO3MOXHO Aa Ce KOPUCTU MEHTaNHOTO
nose co upHa 60ja BO ancTpakTHOTO TO/KYBake
Ha YMETHMKOT BP3 OCHOBAa Ha HerosaTa cybjek-
TUBHA nepuenLmja Ha CBETOT Kako Takos? Koaky
TakBMTe MCMXONOWKN MPaKTUKK ja Aobanxy-
BaaT nybavKaTa u O0TBOpaaT HOBW MPOCTOPU 3a
pasmuciyBate U ydyerwe? [lanm osaa ¢opma
Ha yMeTHWYKa MezuTaumja e ronema 3abnysa,
KaKo MaHWxejcTBOTO? AKO Ce NpuapXyBame KOH
rneaniuTeTo Aeka yMeTHuumnTe ce BOI1LLIe6HVILWI,
BpayeBu M NPopoLY, TOrall genaTa WTo M Co3-
/aBaaT ce Npo30pLM KO ja Npe/ABuAYyBaaT UAHN-
HaTa. YMETHUUKMUTE ekCrepuMeHTM Co LipHa 6oja
HEOMXOAHO IM NpeABMAYBaa OTKpMTMjaTa Ha
Hay4YHMLMTE M NMPOLUIMPYBAHETO Ha OMLITOTO 3Ha-
ere Ha L,es10To YoBelTBo. VcTopujaTta cekoradl
Haora NoTBPAa BO MAHMHATA CO Pa3BojOT Ha Ha-
yKaTa 1 0arakeTO Ha HOBM Hay4HU OTKPUTH]a.

Bo jynn 2014 roauHa, Ha aepOMWUTWHIOT BO
@apHbopoy, rpyna Hay4yHWUM o4 HauuoHasHa-
Ta nabopatopuja 3a ¢usmka Ha ObeanHeToTO
KpancTteo npoHajaoa HOBa LpHa CyncTaHua Ha-
npaBeHa Of jarNepoAHW HaHOLLEBKM HapeyeHu
»Vantablack". Toa e HajupHaTa nosHaTa cyncraH-
ua v ancopbupa 99,965% og cBeTAMHaTa WTO
nara Bp3 Hea. 3a cnopegba, HajupHUOT jaraeH
ancopbupa 96%. HoBeUKOTO OKO He ja A0XMBYBa
0Baa cyncTaHua kako 6oja, Tyky Kako nmpocTtop,
KaKko gynKa: anconyTHO LpHa Aynka, HypHy-
Barbe BO 6e3HaTa... 3aToa WTo pediekTUpaHaTa
CBET/IMHA PeYnCH L,eIOCHO OTCYCTBYBa O/ OBaa
CyncTaHua. YMeTHMKOT AHnw Kanyp pekon geka
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Mep, A5 n3obpaxeHus 6e30HHOro Kocmoca.

Bcs BceneHHas npeAcTaBASeTCA TMraHTCKUM Na-
NMHAPOMOM. MannHAPOM — 3TO CBOMCTBO ppak-
Ta/I0B XMBOW MaTepuUn 1 KPUCTa/INIOB, 3TO CaMo-
pacwupsitouteecsi ceoctBo Kocmoca. Korga-to
APeBHUE A3bIKM HEC/IN B cebe CBOWCTBO MasivH-
APOMa, HO C pasBUTMEM CKOPOCTH, ybuBatowwen
KpacoTy BO BCEM, OHW yTPaTWUJ/IM 3TO CBOWCTBO,
1 TONIbKO OTAE/IbHblE C/I0Ba HAaNMOMUHAIOT O Mpe-
KpacHoMm npowaom. CMeHa AHA U HOUYM — CBOEro
poza npupoAHbIN nannHapom. Cam yesoBek Ha
reHeTMYeCkoOM YpOBHE AB/IAETCA MPUMEpPOM Ca-
MokonupoBaHus. OH — HarnsAHbIN NpuMep na-
NMHAPOMa, BEpHee ero 4acTHbIW C/yyali BepTy-
KaNbHOW CUMMETPVN. B peBHOCTM NannHAPOMI
HaAensIn Marnyeckun-cakpasibHbIMU CBOWMCTBA-
MU U CYUTaIN UX OGGPEFBMM, na/MHAPOMHbIE
BbICKa3blBaHMA BblbMBaau Haj BXOAOM B Xpawm,
YKpallanu CTeHbl XUNLLA, Pa3NnYHble Maruye-
ckve npeAmeTsl. ManvHApPOMbl HeCIM CBOMCTBa
obeperos.

CBOMCTBO  Ma/IMHAPOMUYECKOTO  MOCTPOEHUS
KapTWH JIeXUT B OCHOBE KaX/J0ro Npou3BeseHus
Muue AHkynosckun. iHorga BHavYane caeayert co-
YMHEHWe NaNNHAPOMa, a 3aTeM XYAO0XHMK npu-
CTynaeT K CO3/aHMNI0 KapTWHbI, MHOMAA KapTUHa
cama ABAseTCs Na/MHAPOMOM. Hale BCero oHa
COCTOUT M3 HECKONbKMUX KPYNHOGOPMATHbIX Ya-
CTel, KOTopble MOTYT CTbIKOBATbCA MO-Pa3HOMY,
co3zaBas HoOBble BapuaLuu. Takoi noAxog no-
MoraeT XyA0XHWUKY 06begNHUTL ABUXeHNe ped-
/IeKCOB MO BCel MOBEPXHOCTU MOMOTHA B PasHbIX
NpoYTeHNAX. 3pUTeslb HEOCO3HAHHO BOCMPUHU-
MaeT ABuXeHue pedieKcoB, ero noAcosHaHue
NpOYMTLIBAET KOHKPETHYIO, 3HaKOMYIO C poxze-
HUS, MHPOPMaLMIO, KOTOPYHO OH BCTPeYa MHOro
pas B XM13HU, U NO3TOMY OHa AeicTByeT No406HO
3anaxy, Co3/aBas y Hero onpeseneHHoe HacTpo-
eHune. MOXHO 1 ynpaBAsTb 3TUM HacTpoeHnem?

IKCNEPUMEHTUPYS C AUHAMUKOW OTpaxeHWs
pednekcoB Taknm 06pa3oMm, 4Tobbl OHU, NOA0H-
HO cakpasibHOMYy TeKcTy, $bopMUpoBasn Yepes
NOACO3HaHME KOHKPETHble 3MOLMM, XYAOXHMK
BbIXOZAWT Ha HOBbIN 3Tan pa3BUTUSA abCTPakKTHO-
ro uckyccTea. B Hem He Tonbko 3ageicTByeTCs
peakumus 4es0BeKa Ha 3HAaKOMbIE €My CBETOBblE
pedekcoBble KOMBUHALMK, HO M PACMONIOXKEHME
1X B OMpege/IeHHOM Mops/AKe AaeT BO3MOXHOCTb
yNpaB/isiTb UMK, CO3/aBast O4eHb PeasMCTUYHbIE
OLLYLLEHNS YXKE NEPEXMUTOrO Ye/I0BEKOM paHee.
CNoBHO MpeKpacHas peanucTuyHas KapTuHa
MOPCKOro 3akaTa Mc4Yesna, HoO ee MpUCyTCTBUE
0CTanock.

B paHHMX 3KCrepuMeHTax ¢ rpapuueckumm in-
cTamu B 1979 rogy Mwuue FHkynoBcku cosgaeT
6onbluyto cepuio rpaduyecknx paboT yepHbIM
LIBETOM. YXe B 3TUX paHHWX paboTax Xopoluo
NpOC/NeXMBaeTCa  MNPUHLMM  NaAUHAPOMHOro
noAxoAa K CO3AaHuio M3obpaxeHus, KOTOPbIN
1 SBNISIETCS OCHOBHOM KOHLLEMNL el NoCTPOeHs
BblCKa3bIBaHMS XyAoxHUKoM. Kak rosoput Kop-
Henuns KoHecka, «MaanHapomsl Muue AHkynos-

were considered to be endowed with magical
and sacred properties and were used as talis-
mans. Palindromic phrases were hung above the
entrances to temples and decorated the walls of
homes and various magical objects. They were
often fashioned into amulets.

Mice Jankulovski uses the property of palindrom-
ic construction of his paintings as the basis of all
of his work. Sometimes the creation of a palin-
drome comes first and then the artist starts to
create the painting and sometimes the painting
itself is a palindrome.

More often than not, the work consists of several
large format parts that can dock in different ways
creating new variations. This approach helps
the artist to unite the movements of reflections
across the entire surface of the canvas for various
readings.

The viewer unconsciously perceives the move-
ment of the reflections. The subconscious mind
reads concrete information known from birth
which has been seen many times and thus like
a smell creates a certain mood. Is it possible to
control this mood?

The artist enters a new stage in the development
of abstract art while using the dynamics of reflec-
tion in such a way that they, like a sacred text,
can evoke concrete emotions through the sub-
conscious.

The combinations of light reflections that are fa-
miliar create a reaction and their arrangement in
a certain order makes it possible to control this
reaction. This creates very realistic feeling which
have previously been experienced. It is as if a
beautiful realistic picture of a sunset over the sea
disappears but it's presence remains.

In his earliest experiments with graphic sheets
in 1979, Mice Jankulovski created a large series
of graphic works in black. Already in these early
works, the principle of the palindromic approach
to creating an image is evidently the main con-
cept of constructing a statement used by the
artist.

As Kornelija Koneska says, “Mice Jankulovski's
palindromes have a direct connection with his
thinking, he creates pictorial works while re-
flecting on how they can be seen from different
angles; how they can be combined. Symmetry,
inversion, modularity and multiplication are com-
mon attributes of his works...".

It can be assumed that the main concept of the
artist is working with words and the construction
of verbal utterances for further use in painting.
The only figurative series of work done by Mice
was in 1991 and was dedicated to Blaze Koneski,
the outstanding literary figure, creator and codi-
fier of the Macedonian language. He was a writer,
poet, publicist and the President of the Macedo-
nian Academy of Arts and Sciences. These works
are looped images of the turning head of the
writer painted on glass. On each new image the

oBaa CyncTaHua Ke buge HeBepojaTHO edukacHa
Kako 60ja 3a mpukaxyBatbe Ha beckpajHu npo-
cTopm.

LlenmoT yHuBep3y™m u3rneAa Kako LMHOBCKM
nanMHgpom. [MannMHApOMOT e CBOJCTBO Ha
dpakTanm Ha xuBa mMaTepuja U KpuUCTanK; Toa
e camonpolmMpyBayka M camopenpogyLupayka
0ocobvHa Ha KOCMUYKMOT yHuBep3yMm. OTkako
APEeBHUTE ja3unLm rv coapxene ceojcteaTa Ha lNa-
JNMHAPOMUTE, HO CO Pa3BojoT Ha 6p3uHaTa, Koja
ja ynuwTyBa ybaBuHaTa BO cé, Tve ja usrybune
oBaa 0cobuHa 1 cera camo noegnHe4Hu 360poBu
HE noTceTyBaaT Ha y6aBoTO MUHaTO. MeHyBatbe-
TO Ha A€HOT W HOKTa € eZeH BWUA NPUPOAEH BO
naavHapom. [Jlypu 1 YoBeukuTe CylTecTBa Ha
reHeTCKO HUBO Ce mpumepu 3a cebekonupatbe.
EzaHO nnue e gobap npumep 3a NaanHAPOM Man
noBeKe KOHKPETEH C/lyyaj Ha BEPTUKA/IHA CUMe-
Tpuja. Bo aHTMUKMTe Bpemutba ce CMeTano geka
naAvHAPOMUTE Ce HaZlapeHM CO Marn4Hu 1 CBETU
CBOjCTBa M bUe KOPUCTEHM Kako Tasmcmanu. Ma-
NHApoMckmTe dpasm bune obeceHn Hag Bae3oT
Ha XpamoBUTE U I'M YKpacyBasie SUZ0BUTE Ha A0-
MOBUTE N pPa3HUTE Maru4yHn npegmeTu. YecTo ce
obmKyBasie BO amajuu.

Mwuue JaHkynoBck# ja KOpUCTM ocobuHaTa Ha na-
NMHAPOMCKaTa KOHCTPYKLMja Ha HeroBuTe CMKK
KaKo OCHOBa Ha LLennoT Heros onyc. MoHekorauw
CO3/,aBakeTO Ha Na/MHAPOMOT € NpBO, a NoToa
YMETHMKOT MOYHyBa Ja ja co3jaBa C/MKaTa, a
noHeKorall camata C/inka e naanHApomoT. lMo-
4ecTo, Ae/I0TO Ce COCTOM Of, HEKOJIKY Ae/10BU Of
ronemu GopmaTH Kou MOXaT Aa ce CrojaT Ha pas-
JIMYHM HAUYMHM CO34,aBajKu HOBW Bapujaumu. OBoj
npucTan My nomara Ha yMeTHUKOT Aa ru obeAn-
HU ABUXerbaTa Ha pediekcumTe HU3 LenaTa no-
BPLUMHA Ha NIaTHOTO 3a Pa3/IMYHM YMTakba. Ha-
6/by/lyBa4OT HECBECHO IO F/1eAa ABUXEHETO Ha
pednekcumte. MOTCBECHNOT YM YNTa KOHKPETHM
MHbOPMaLMK, NO3HATK OZ parakbeTo, Ko ce BU-
ZEHW MHOFY NnaTi, a Co Toa Kako MMUPUC CO3AaBa
oApeAeHo pacnonoxeHue. [lasn e MOXHO Aa ce
KOHTPO/IMpa OBa pPacrnosioxeHmne?

YMeTHMKOT B/ieryBa BO HOBa ¢$asa BO pas3BojoT
Ha ancTpakTHaTa YMeTHOCT, NPUTOa KOPUCTEjKM
ja AHamukaTa Ha pedaeKcunTe Ha TakoB HauYMH
LITO TWe, KaKo CBET TEKCT, MOXaT Aa MNOTTUKHAT
KOHKPETHM eMoLum npeky notceecta. KombuHa-
LMUTE Ha CBET/IOCHU ped/IeKCUM KoM Ce MO3HATK
Co3/4aBaaT peakuMja U HMBHMOT apaHXMaH BO
oApeseH pes OBO3MOXYyBa /@ Ce KOHTpOAMpa
oBaa peakumja. OBa CO3AaBa MHOry peasiHu
4yBCTBa KOW MPETXOAHO bune poxuBeaHu. Toa
e KaKko ybaBa peasMCTUYHa C/MKa 3@ 3aj4UCOHLEe
Ha/, MOPeTO Zja MCYe3HYBa, HO OCTaHyBa Hej3MHO-
TO MPUCYCTBO.

Bo HeroBuTe HajpaHu ekcnepuMeHTH co rpaduy-
KV IMCTOBM 04, 1979 roguHa, Muue JaHKyN0BCKM
cosgan ronema cepuja rpapuukm gena Bo LpHO.
Beke BO OBWe paHu gena, NPUHLMMNOT Ha NasinH-
APOMCKMOT NPUCTaN KOH CO3/4aBakbe CNKA, 04U~
r/Ie{HO € FNAaBHMOT KOHLLeNT Ha 3paboTka Ha uc-

CKN UMEIOT NPAMYIO CBA3b C €ro MblluNeHneMm, oH
CO3/,aeT XMBOMUCHbIE MPOU3BEAEHNS, PA3MbILL-
N9, KaK UX MOXHO YBUAETb C PasHbIX CTOPOH,
KaK MX MOXHO CKOMBMHMpOBaTb. CUMMeETpHS,
MHBEPCUA, MOAY/IbHOCTb U YMHOXEHUE ABNIAIOT-
cs obwwmmm atpubyTamu ero pabor...».

Mo>HO npeanonoxuTs, 4to paboTta co cnoBom
1 NOCTPOEHMEM C/IOBECHOMO BbICKa3blBaHWA AN
Aa/ibHeero MCnoib30BaHUA B XMUBOMUCKH —
OCHOBHas KOHLLeNUUs XyAoXHUKa. EanHcTBeH-
Has ¢urypaTmeHas cepus paboT, cgenaHHas
Mwuue B 1991 rogy n nocssweHHas baaxe KoHe-
CKM, BbIAAIOWEMYCA IMTEPaTyYpPHOMY JeaTesto,
co3zaTenio U KoandunKaTopy Makes0HCKOrO A3bI-
Ka, mucatento, NoaTy, NybaMLMCTY, npesnzeH-
Ty MakegoHckon Akagemun Hayk n Uckyccts,
npeacTassiseT coboi 3auukneHHoe nsobpaxe-
HWe NOBOPOTa roN10Bbl NUCaTeNs, HANMNMCaHHOE Ha
cTekne. Ha kaxz0M HOBOM 1306paxeHunm pakypc
YyTb CMELLEH W, €C/IN CHATb Ha BUAEO OAHY Kap-
TWUHY 3a A PYroW, MOXHO yYBU/AETb, KakK ro/108a Mo-
3Ta NOBOPaYMBAETCA BOKPYT CBOEN OCH.

MNHTepecHo, 4To e AMHCTBEHHBIN Pa3 B XM3HU Xy-
JAOXHMK OTCTYNWUA B 3TOM CEPUM OT CBOUX MPUH-
LMNoB abCcTpakTHOro M306paxeHUs, COXpaHWB
CTPYKTYPY MaAMHAPOMHOIO  BbICKa3biBaHUs,
BOTJ/IOLLEHHYIO B APYrol XWBOMWUCHON MaHepe.
Bbi6op n3obpaxaemoro HecnyyaeH. 3TOT CBOero
posa rMMH BbljatollemMycs AesTesto B 0b6aacTu
C/IOBECHOCTU KaK Obl SBASETCA KAOUYOM KO BCe-
My TBOPYeCTBYy cCaMoro xyzoxHuka. CoszaBas
nogo6HbIM NpoekT, Muue AeMOHCTPUPYeT KpaW-
HIOIO CTerneHb BaXHOCTU M 3HAYMMOCTU fi3blKa
ANA ero WUCKyccTBa. MIHTepecHo, 4TO 3Ta KOH-
Lenyms 3HaYMMOCTM C/I0Ba NPOXOAUT Yepes BCto
€ro TBOPYECKYIO XMW3Hb, MOCBSLLEHHYIO OZHOMY
MCCNIeA0BaHMIO, U BK/IOYAET B cebs Tpu 6onbLmx
umkna: «Popma I», «Oopma Il», «Popma lll».

Ecan paccmatpmBaTth KOHUEMUMIO MaNUHAPOM-
HOrO MOCTPOEHUSA B €r0 XMBOMUCU Kak CTPYKTY-
pY, @ CN0OBO — KakK CTUMY/ AN ee CO34aHus, TO
cnoBa Jliogeura BUTreHw enHa o c1oBe, «3Haue-
HWe C/I0Ba ecTb ero ynotpebsieHve» AatoT MHOe
MpOYTEHME WU MOAXOA K BOCMPUATUIO KapTUH
Mue AHKyNOBCKM, B KOTOPbIX 3pUTENIO Npeana-
raeTcs HOBbIN BM3yasibHbIN A3bIK, elie A0 KOHLa
He U3YYeHHbIN 1 3aC/yXXMBaIOLW MK 0CO60ro BHU-
MaHus.

angle shifts and when film edit is possible to see
how the poet’s head turns around on its axis.

It is interesting to note that this is the only time
in his life that the artist retreated from his prin-
ciples of abstract images while retaining the
structure of a palindromic utterance embodied in
a different manner of painting. The choice of the
subject is not accidental. This is a kind of hymn
to an outstanding figure in the field of literature,
as if it is the key to understanding all the work of
the artist. In creating such a project, Mice demon-
strates the extreme degree of importance and
significance of language for his art. Interestingly,
this concept of the significance of the word pass-
es through his entire creative life devoted to one
study and includes three large cycles: “Form 1",
“Form II” and “Form llI".

If we consider the concept of palindromic con-
struction in his painting as a structure and the
word as an incentive for its creation, then the
words of Ludwig Wittgenstein, “the meaning of
the word is its use”, give a different reading and
approach to the perception of Mice Jankulovski's
paintings in which the viewer is offered a new
visual language not yet fully understood and
requiring of special attention.

TRANSLATION BY
MARINA ALBEE

Ka3 LITO O KOPUCTM YMETHUKOT. Kako wTo sesn
KopHenvja KoHecka, ,nannHapomuTe Ha Muue
JaHKynOBCKM MMaaT AMpeKTHa MoBP3aHOCT CO
HEroBoOTO pa3MuCayBatbe, TOj CO3AaBa C/IMKOB-
HU Zena JojeKa pasMMCayBa Kako MOXe ga ce
BUAAT O/ Pa3/IMYHM arn; Kako TMe MoXaT Aa ce
kombuHmupaat. CumeTpujaTa, UHBep3unjaTa, MOAY-
NapHOCTa U MHOXEHETO Ce 3ae/HNYKM aTpubyTh
Ha HeroBuTe Zena...".

Moxe sa ce NpeTnocTaBu Aeka rMaBHUOT KOH-
LenT Ha YMeTHMKOT e Aa pabotu co 36oposu u
nsrpazbata Ha BepbasHM UCKa3M 3a NOHATaMoLL-
Ha ynotpeba Bo caukameTo. EguHcTBeHaTa du-
rypaTuBHa cepuja Ha zena HanpaBeHa o4 Muue
6elwe Bo 1991 roguHa u belue nocseteHa Ha bra-
xXe KOHeCKVI, MCTaKHaTa KHMXXeBHA IMYHOCT, TBO-
peL, ¥ KOAMPUKTOP Ha MaKeAOHCKMOT jasuk. bun
nucatesn, noet, nybAuLKUCT 1 npeTcesaTten Ha Ma-
KeZlOHCKaTa akaZleMuja Ha HayKu1Te 1 yMeTHOCTU-
Te. OBMe gena ce LMKANYHW CIMKK OZ F1aBaTa Ha
nMcaTenoT Koja Cce BPTU HaC/AMKaHW Ha CTak/o.
Ha cekoja HOBa c/iMKka arosi0T ce MeHyBa 1 Kora
€ CHVMMEH, MOXHO € /la Ce BMAM Kako rnaBaTa Ha
MoeToT Ce BPTW OKOJy CBOjaTa ocka.

MHTepecHo e a ce HanoMeHe A eKa OBa e eAuH-
CTBEHMOT MOMEHT BO HEroBMOT >XMBOT KOra
YMETHUKOT Ce MOB/IEKON OJ, HEroBUTE MPUHLMU-
MW Ha ancTpakTHU C/IMKK, AOAeKa ja 3aApXyBan
CTPYKTypaTa Ha Na/JIMHAPOMCKOTO MUCKaxyBahe
0TE/IOTBOPEHO BO Pas/IMyeH HauMH Ha CANKatbe.
M36opoT Ha TemaTa He e cnydaeH. OBa e egeH
BUJ, XMMHa 3a UCKNyYnTe/IEH INK BO 0BaacTa Ha
NTepaTypaTa, Kako Aa e KNy4yoT 33 pasbuparse
Ha uenaTa paboTa Ha ymeTHukoT. Mpu cosga-
BarkbeTO TaKkoB MpoekT, Muue ro AemoHCTpupa
E€KCTPEMHMOT CTEMNeH Ha BaXHOCT U 3Hayere Ha
ja3MKOT 3a HeroeaTta yMeTHOCT. VIHTepecHo, 0BOj
KOHLENT 33 3HauyereTo Ha 360poT MOMMHYBa
HW3 LLe/INOT HeroB TBOPeYKWN XMBOT NOCBETEH Ha
ezHa CTyAuja U BKNyYyBa TPU rONEMU LUKAYCK:
Popma I*, ,dopma II" n ,Dopma IlI*.

AKO ro pasrnesame KOHLENTOT Ha NajAuHAPO-
MWYHa KOHCTPYyKLMja BO HEroBOTO C/MKApCTBO
KaKko CTPYKTypa M 360poT Kako MOTTUK 3a Hero-
BOTO CO3zaBake, Toraw 36oposute Ha Jlyasur
BuTreHLTajH, ,3Ha4YeHeTo Ha 360poT e Herosara
ynoTtpe6a“, 4aBaaT NOMHAKBO YMTakbe 1 NpucTan
KOH nepuenuujata Ha cankute Ha Muue JaHky-
JIOBCKM, BO KOU Ha rN1eAaqyoT My Ce HyAW HOB BU-
3yeJIeH jasuK KOj Cé yLTe He e MOTMNOo/HO chaTeH
1 AOCTOEH 3a NocebHO BHUMAHME.

MPEBOJ O4 PYCKU HA AHTIMCKW JASUK:
MAPUHA ANBWN

MPEBOJ O4 AHITNCKN HA MAKEZAOHCKW JA3UK:
AAPKO NMYyTWUNOB
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MUUE AHKY/NTOBCKW

(r.p. 1954)

CEPUA NAJIMHAPOMHbBIE PUCYHKN

®IOMACTEP HA BYMATE
13 KONNEKUNN OSTEN

KPYT 3 CIRCLE 3 KPyror 3
1978 1978 1978
50x35cm 50x35cm 50x35cm

NPAMOYTONIbHUK 6
1977
50 x35cm

SERIES PALINDROMIC DRAWINGS

FELTPEN ON PAPER

FROM THE OSTEN COLLECTION

KBAAPAT 4
1978
50x35cm

SQUARE 4
1978
50x35cm

RECTANGULAR 6
1977
50x35cm

KBALPAT 4
1978
50x35cm

NUHUU 2
1974
45x 32 cm

osten

since 1945

CEPWIA MNMA/IMHAPOMCKU YPTEXHN

PUNTEP HA XAPTUIA,
O KONEKLUWUIATA OSTEN

LINES 2 NUHUATE 2
1974 1974
45x 32 cm 45x 32 cm

MPABOATO/THUK 6
1977
50x35cm

MICE JANKULOVSKI

(BORN 1954)

JIUHWM 3 U NUHUK 7 U3 CEPUU
NA/IMHAPOMHBbIE PUCYHKMN
1974 1 1978

®/IOMACTEP HA BYMATE
45x 32 cm
M3 KONNEKLMKN OSTEN

LINES 3 & LINES 7 FROM
THE PALINDROMIC DRAWINGS SERIES
1974 AnD 1978

FELTPEN ON PAPER
45x 32 cm
FROM THE OSTEN COLLECTION

MMULE JAHKYJZTOBCKMW®

(POAEH BO 1954)

JNUHWUUTE 3 M IMHUUTE 7 o[
NAJIMHAPOMCKM LIPTEXXU CEPUIA
1974 1 1978

SUNTEP HA XAPTUIA
45x 32 cm
0, KONEKLMIATA OSTEN
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3AN 1

MULE
AHKYNOBCKMW

(r.p. 1954)

3AN

®OPMA CH
2019

XOJICT, AKPUN
70 x 100 cm
M3 KONNEKLUN
OSTEN

MICE
JANKULOVSKI

(BORN 1954)

FORM SN
2019

ACRYL ON CANVAS
70 x 100 cm
FROM THE

OSTEN COLLECTION

MWULE
JAHKY/ZTOBCKMHN
(POAEH BO 1954)

$OPMA CH
2019

AKPU HA MNATHO
70 x 100 cm
O KONEKUMIATA

OSTEN
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DELIRIUM TREMENS

MTOPb TPNYECKMN

AKTEP W PEXWCCEP

«Delirium Tremens» («Benas ropsuka») wam
OCTPbIN a/KOrO/IbHbIM bpes — 3TO COCTOsHME,
BO3HMKAIOLLEE Yy JIOAEeN, XPOHUYECKM 3/10yMo-
Tpebastowmx ankorosem, B NePUOA OT 48 f0 72
YacoB C MPUHATUA MOCAEAHEN A03bl asKOroAS.
OHO XapaKTepusyeTcsi TPEMOPOM, AEe30pUEeHTa-
LMen 1 gaxe ranntouMHaLUaMm U CTpaxamu, Ko-
Topble MOryT NOrpy3uTb CybbekTa B USMEHEHHOE
COCTOSIHME CO3HAHUS, CAENATb ero NoTeHLNaNb-
HO OMacHbIM A5 camoro cebsi U oKpyXatoLwen
cpeabl.

K coxanenuto, xoTa Tparukomeaus «Delirium
Tremens» 1 ABASETCS OAHWUM M3 CaMbIX PaHHUX
TekctoB Bnaros Pucteckun-lNnatHap, HanmcaH-
HbIM ele B 80-e roAbl NPOLW/IOro Beka, OHa HU
pasy He bblna NOCTaBNeHa, — BO3MOXHO, BBUAY
OTCYTCTBUA AO/KHOIO MHTEpeca K MOHoApame
KaK K XKaHpy B Te BpeMEHa, BNPoYeM, No KpanHen
Mepe ceiyac, OHa A0JIXKHA MONYUYUTb 3aC/TYXKEH-
HOe BHMMaHue.

B camom Hauasie aBTOp npuberaeT K «TeaTpy B
TeaTpe»: MMaBHbIi repoi NpejCTaB/eH B Kaye-
CTBe CLEHMYECKOro TexHUKa, Mo CAy4alHOCTU
TaM OKa3aBLUerocs, oH MHGOPMUPYET Hac O TOM,
4TO NOCTAHOBKA He COCTOUTCA, Tak KakK BeAyLLnii
aKTep nonan B 60/1bHULY ¢ 6ol ropsiukoi. Bos-
HUKHOBEHMe 3TOro CobbITUA BbICTPaUBaET nep-
CMeKTWBY C/IOMAHHOIO 3epKasia, Mbl C/IeAyem 3a
NnoBeCTBOBaHWEM CKBO3b MPU3MY TEXHUYECKOro
paboTHWMKa, N CUTyaLus, B KOTOPOW OH OKasan-
CHl, C O/AHOW CTOPOHBI, NPOCTa, C APYroi — yAu-
BWUTE/IbHA, TaK KaK OHa OTKPbIBAET NPAMOW KOH-
TakT ¢ Ny6/AMKON 1 TakoW ypoBeHb OTHOLLEHWS,
KOTOPbIV Zjes1aeT NOCTaHOBKY MHTEPaKTUBHON, a
3pUTe/Ib CTAHOBUTCS COYYACTHUKOM BO BCEM, UTO
NPONCXOAMT Ha CLeHe.

DELIRIUM TREMENS
IGOR TRPCESKI
ACTOR AND DIRECTOR

“Delirium Tremens”, or alcohol withdrawal
delirium, is a condition that occurs in chronic
alcohol abusers, within 48 to 72 hours from
the last dose of alcohol. It is characterized by
shaking, disorientation, and even hallucinations
and fears that could bring the subject into altered
state of consciousness and make him hazardous
to himself and to the environment.

Unfortunately, although among the earliest
texts by Blagoja Risteski Platnar, written as early
as the last century’s eighties, the tragicomedy
“Delirium Tremens” has never been premiered,
probably because of the lack of appreciation of
monodrama as genre back in those days, but at
least nowadays, it should receive the attention it
deserves.

At the very beginning, the author introduces
“theatre within theatre”, so the main character
is presented as a stage technician who happened
to be there by chance, and who informs us
that there would be no play, since the leading
actor is in hospital due to delirium tremens.
This occurrence gives us the perspective of a
broken mirror; we follow the story through the
prism of the stage technician, and the situation
he is caught in is simple on the one hand, but
extraordinary on the other, since it allows direct
contact with the audience and such an attitude
that makes the play interactive, so the audience
becomes participant in everything that happens
onstage.

Further on, the characters around which the
plot revolves, start to entwine onstage. The
dramatist, the manager, and the artist because
of whom the play is put off... all of them, one
by one, would slowly start materializing in front

DELIRIUM TREMENS
MTOP TPMYECKM
AKTEP M PEXMUCEP

4Delirium Tremens" uan ankoxonHo Tpyere e
AuWjarHosa koja ja A06vBaaT XPOHWYHWU asKo-
XO/MYapu nomery 48 1 72 4aca og nocaezHata
ncrnveHa vallka ankoxos. MpocneseHa e co Tpe-
cetbe, Zle30pUeHTaLMja Ma ce 40 XaayLuHaLum n
CTpaBOBM Kou b1 Moxene ga ro gosegat cybjek-
TOT BO adeKTHa cocTojba 1 Aa ro HanpasaT ona-
ceH no cebe 1 Mo OKOIMHATA.

3a Xan, nako efleH o/ NpBuTe TeKCToBW Ha bra-
roja Puctecku-lnaTHap, HanuwaHa ocymge-
CeTTUTe FOAMHU O MUHATMOT BeK, Tparn-kome-
avjata ,Delirium Tremens" He ja goueka cBojaTa
npemuepa Ha CLeHWTe, BepojaTHO Nopajun Hemno-
ry/siapHOCTa Ha MOHOZPaMaTa Kako XaHp BO Toa
BPeMe, HO HMKaKo He 6u Tpebano aa buge 3abo-
paBeHa JeHec.

YWwTe Ha caMMOT NOYETOK Ha TeKCTOT, aBTOPOT ro
3araTHyBa ,TeaTapoT BO TeaTap" Taka LITO jyHa-
KOT HU o NpeTcTaByBa Kako CLEeHCKN paboTHUK,
KOj C/ly4ajHO e TyKa W HWM CoOoMwITyBa Aeka HeMma
/a MMa NpeTcTaBa, 3aToa WTO akTepoT koj Tpeba
Aa ja oaurpa npeTcTaBaTa, e Bo 60/1HMLa nopaan
»Delirium Tremens". Taka npukasHata ja rnegame
KaKO HM3 €/]HO CKPLLUEHO OrNe/Aaso HM3 Npusmarta
Ha OBOj CLeHCKM paboTHMK, 3aToa LWITO CUTya-
LujaTa BO KOja TOj e 3aTeKHaT, e e/HOCTaBHa 0/,
e/lHa CTpaHa, HO U reHujaiHa o4 Apyra, 3aToa
WITO ylWTe CO CaMMOT MOYETOK Ha NpeTCTaBaTa ce
nocTaByBa AUPEKTEH KOHTAKT U OAHOC CO Ny6n-
KaTa LITO ja NpaBM NpeTcTaBaTa MHTEPaKTUBHA, a
nybamkaTa coyyecHuK, BO C& LITO ce Cy4yBa Ha
cueHa.

MoHaTaMy nouyHyBaaT Ja ce npenjeTysaaT /in-
KOBMTE 3a KOM packaxKyBa HaWMOT jyHak... [lpa-

3AN

175



ABCTPAKLNA mexayHapoaHas BbicTaBka abcTpakTHOTO 1
B aBaHra p,a,e! 6ecnpegmeTHOro nckyccTsa XX 1 XXI Bekos

176

[lanee, nepcoHaxwu, BOKPYr KOTOpbIX 3aKpyyu-
BaeTCA CIOXET, HAUMHAIOT CM/eTaTbCA Ha CLeHe.
JlpamaTypr, MeHeaxep, aKkTep, W13-3a KOTOPOro
NepeHOCUTCA NOCTAHOBKA, BCE OHM, OAMH 3a ApY-
rUM, MeZAJIeHHO MaTepuanusyloTcs nepes ny-
6/11KOM; UHBIMK CNOBaMK, aKTepPbl U My3bIKaHTbI
13 rpynnel B TeaTpanbHoMm bape Bce BMecTe no-
CTeneHHO AOMNOMHSIOT U Aiaxe co3AatoT obpassl,
nocpeAcTBOM KOTOPbIX FOBOPUT MPOTAarOHMUCT,
TeM cambIM ZONONHSAA ero Bpes, CTaHOBACH He-
OTbeM/IEMOW YaCTbIO NMOCTAHOBKM KakK LLes1oro, v
TON UCTOPUK, KOTOPas NpeACTaBASETCA.

CTpaHHas NCTOPUSA KY/IbMUHUPYET B TOT MOMEHT,
KOrAa rMpOTaroHUCT OKa3blBAETC HACTO/LKO
onbsiHeH N11060BbLIO 1 aNKoronem, YTo Hamnpoyb
3a6bIBaET, YTO OH XEHAT, U YTO ero XeHa joMa —
POBHO B TOM MecTe, Ky/ia OH XoueT 0TBe3TU bane-
puHy. PaTanbHOE CTOSKHOBEHWE — KPUTUHECKUIA
MOMEHT, KOrja HeBeposiTHast UCTOpUs, Kak 3To
4acTo C/lyyaeTcs B BesIMKMX paboTax, BAPYr Ha-
unHaeT TpaHchopmmposaTeca. Ha camom gene,
yberas oT cBoel pa3rHeBaHHOMN XeHbl, OH 3ase-
3aeT U CUANT Ha CyKy ABJI0HK, KOTOPbIN BHe3an-
HO /loMaeTcs, NagaeT Ha XXeHy 1 ybuaeT ee. 310
TOT MOMEHT, KOr/a C/ly4aeTcs HacTosilee (HO He
nocnesHee) NoTpsiceHUE 1 KOMeAWS pa3Bopaym-
BaeTCA B Zipamy.

TeKCT HauMHAETCs Kak KOMEAWS, 1 MO XO4y CBO-
ero pasBUTWA MPOXOAUT HECKOMbKO a3, Takmx
Kak abcypa, dapc, MysbikanbHbIl TeaTp 1 kaba-
pe, Apama, nepexoAsilas B 3MUYECKMUI TeaTp,
NCUMX0-ApamMa WM aHTU-ApaMa WM aHTU-TeaTp.
MMocTaHOBKa apecoBaHa BCeM MOKONEHNUSM, OHa
3anevyat/ieBaeT OTHOLIEHWUS MeXAYy apTUCTamu
1 paboTHUKaMK TeaTpa, UX My3bika/bHOe BAUS-
HUWe, COAEMCTBME M AHTArOHW3M, MPOUCXOAALLMUIA
M3-3a HeAOCTaTKa MOHUMaHWs npobnem Apyr
Apyra, NtoboBb 1 AWNEMMbI MOPAJILHOFO U 3TU-
4ecKoro xapakTepa, KoTopble Mbl BCE UCMbITbIBA-
€M B COCTOSHWM Nt0BBK, CTPACTM M CTpaxa.

of the audience; in other words, the actors and
musicians from the band at the theatre bar, they
would all gradually complement and actually
create the images of which the protagonist talks,
thus complementing his delirium, and becoming
an inseparable part of the play as a whole and of
the story which is being presented.

This weird story culminates when the protagonist
becomes so drunk with love and alcohol, that he
eventually forgets he is already married, and
his wife is at home — exactly where he would
take the ballerina. That fatal encounter is the
critical event when this unbelievable story — as
in many other great works — suddenly starts
transforming. In fact, running from his furious
wife, he climbs and sits on a bough of the apple
tree, which suddenly breaks; then he falls on his
wife and kills her. That is the moment when the
true (but not the last) upheaval begins, and turns
this comedy into drama.

The text begins as a comedy, and throughout its
development, it goes through several phases,
such as absurd, farce, musical theatre and
cabaret, drama, then turns into epic theatre,
psycho-drama and anti-drama or anti-theatre.
The play is addressed to all generations; it
depicts the relations between artists and theatre
workers, their mutual influence, collaboration
and antagonism which occurs because of lack of
understanding for each other’s problems, love
and dilemmas of moral and ethical character,
which we all experience in state of love, passion
and fear.

MaTyproT, YnpasuTenoT, AKTepoT, nopaau Koro
npeTcTaBaTa € OA/IOXKeHa... Tue e/leH Mo e/eH,
noseka, Ke MoYyHaT Aa ce MaTepujanunsmpaat Ha
CLeHa, NOTOYHO aKTepuTe U My3nyapu og 6eHaoT
BO 6udeTo 04 TeaTapoT, MOCTENEHO U Of Bpe-
Me Ha BpeMme Ke r'v HaZoMo/IHyBaaT 1 co3jaBaat
CLEeHMTe 3a KOM packaxyBa HalMOT Xepoj CO WITO
Ke ro HagononHat AEJIMPUYMOT kaj HawwmoT
jyHaK 1 Ke cTaHaT HepPaCcKUHAWB AeN 04 NpeTcTa-
BaTa BO L|e/10CT M NMpUKa3HaTa Koja ce packaxyBsa.
KynmuHauujata Ha oBaa HeobuyHa npukasHa ce
C/lydyBa KOTa HaLWMOT jyHak TO/IKY Ke Ce onuve o4
Jby60B 1 aN1KOXO0A WTO Ke 3abopaBu Jeka e XeHeT
1 AeKa HeroBaTa XeHa e 0Ma, KaJe LTO TOoj Ke ja
oaBese banepuHara.

Taa kobHa cpeaba ke buge KPUTUUHUOT MOMEHT
O/, KaZe Ke NnoyHe Aa ce pacn/ieTyBa, OBaa Halla
cera Beke HeBepOjaTHa NpuKasHa Koja oAeAHall
Kako Kaj cuTe A0b6pu aBTOPM Ke MoYHe ga ce
TpaHchopmmpa. MoTOUHO, Ke ce CKpLIM FpaHKa-
Ta 04 jabonkHMLaTa, Ha Koja ce Kauua HawmoT
jyHak, berajku og 6ecoT Ha concTBeHaTa XeHa u
TOj Ke MazHe BP3 Hea u ke ja YBUE. E Toraw 3a-
NOYHYBa BUCTUHCKMOT NPECBPT, HE U NOCNEAHU-
OT, KOj HallaTa KOMeJuja 3acera Ke ja npeTsopw
BO Apama. TeKCTOT 3anouyHyBa KaKo KAacKuHa
KOoMe/mja Koja BO CBOjOT pPa3Boj MPEMMUHYBA HU3
noseke ¢asun kako, ancyps, dapca, My3uuku
nan kabapeTcku TeaTap, ApaMma, a CTUrHyBa A0
encku TeaTtap, NCUXo-ApaMa U aHTU-Apama Uau
aHTW-TeaTap.

MpeTcTaBa e HaMeHeTa 3a CUTE reHepaLun U BO
ronema mepa v geduHupa ogHocuTe momery
yMeTHULUTE ¥ paboTHULMTE, HUBHWTE B/Mja-
HUWja, copaboTKM 1 aHTaroHW3am Koj ce pas3suBa
o4, Hepasbupare Ha npobnemuTe Ha Apyrute u
ceKako 3a /byboBTa 1 MOpasHO-eTUYKUTE Aune-
MW, KOM Kaj CeKoj 04 Hac ce nNojaByBaaT BO COCTOj-
6a /by60B, CTpacT 1 CTpas.
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BUAEOAPT

LULYMOB B.
XAABOB A.
CBUILLEB M.
3ACTABA lO.
KA3AKOB B.
AYPbBE A.

BEAOBA A.
AXMETCAAVEBA T.




BACUAUMN
rEPAPAOBWUVY
WYMOB

(r.p. 1960)

Y CUHEro MoPA
2019

BU/EO, BE3 3BYKA
19’50”

VASILIY
GERARDOVICH
SHUMOYV

(BORN 1960)

BY THE BLUE SEA
2019

VIDEO, NO SOUND
19'50”

BACUNUN
rEPAPAOBMVY
WyMOB

(POAEH BO 1960)
MOKPAJ CUHOTO MOPE
2019

BUAEO, BE3 3BYK
19’50”

BUNAEOAPT
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AHTOH X/1TABOB

(r.p. 1986)

COPA3MEPHbIE 3HAYEHUA
2015

BUW/EO,
LM®POBAA AHUMALMA
3'42”

PROPORTIONED VALUES
2015

CPASMEPHM 3HAYEHA
2015

BUW/EO,
KOMMJYTEPCKA AHUMALMIA
342"

VIDEO,
DIGITAL ANIMATION

3'42”

BOJIHA BPAH
2009 2009
BUAEO, BWAEO,

LiNdPOBAA AHUMALIUA
2'20”

STORAGE
2009

VIDEO,
DIGITAL ANIMATION
2'20”

KOMTYTEPCKA AHUMALMIA
2'20”

ANTON KHLABOV

(BORN 1986)

KOHBEWEP
2009

BUW/EO,
LUM®OPOBAA AHUMALMA
5

[BAR-ENb]’S
2008

LM®POBAA AHUMALNA
6'43”

FULL SHIFT WORKING
2009

VIDEO,
DIGITAL ANIMATION
5

[BAR-ALE]’S
2008

DIGITAL ANIMATION
6'43”

AHTOH XJTABOB

(POJEH BO 1986)

KOHBEJEP
2009

BUAEO,
KOMMJYTEPCKA AHUMALIMIA
5

[BAR-ENb]’S
2008

KOMMJYTEPCKA AHUMALMIA
6'43”

BUNAEOAPT
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MAKCUM CBULLEB

(r.p. 1982)

LIBETACUC
2017

3D AHUMALMA
5'08”

TSVETASIS
2017

3D ANIMATION
5'08”

BOJACUC
2017

3D AHUMALUSA
508"

MAXIM SVISHEV

(BORN 1982)

LBETACUC | UBETbl MATEPUAJIU3MA
2019

MEANADPECKA

TSVETASIS [ FLOWERS OF MATERIALISM
2019

MEDIAFRESCO

BOJACUC [ LBEKETO HA MATEPUJAJIN3MOT
2019

MEAVIJANHA OPECKA

MAKCUM CBULLEB

(POAEH BO 1982)

BUNAEOAPT
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ANA 3ACTABA

(r.p. 1982)

3TO BOJIbHO
2019

UNdPOBAA AHUMALMA

3'16”

BUAEO: IO/INA 3ACTABA

MY3bIKA: LAST KING OF POLAND
XOP: YTO ECTb CTPAHHOCTb
3AKNIOYEHHAA B /IEQ 3TO BO/IbHO

TEKCT: HEMPUCTOMHAA HOCTANBIUSA

NIIOBOBb 3TO NPECTYNNEHUE
YYUCb Y TONYBA Y4UCb YMUPATb

IT HURTS
2019

DIGITAL ANIMATION

3'16”

VIDEO BY YULIA ZASTAVA

MUSIC BY LAST KING OF POLAND
CHORUS: WHAT IS WEIRDNESS
ENCASED IN ICE IT HURTS

LYRICS: FILTHY NOSTALGIA LOVE IS A
CRIME LEARN FROM A DOVE LEARN
HOW TO DIE

TOA BO/IU
2019

KOMTMIJYTEPCKA AHUMALUIA
3'16”

BUAEO: JYIUIA 3ACTABA

MY3UKA: LAST KING OF POLAND
XOP: LWUTO E YYAHOCTA 3AKNYYEHA
BO NEQ TOA BOU

TEKCT: HENPUCTOJHA HOCTANTUIA
JbYBOBTA E 3/10CTOP Y4UM CE O
F'YNABOT YYU CE A YMUPALL

YULIA ZASTAVA

(BORN 1982)

NPUBET
2019

LiMdPOBAA AHUMALMA
2'59”

HELLO
2019

DIGITAL ANIMATION
2'59”

34PABO
2019

KOMTYTEPCKA AHUMALLMIA
2'59”

ANA 3ACTABA

(POAEH BO 1982)

BUNAEOAPT
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BORIS KAZAKOV

(BORN 1964)

BOPNC KA3AKOB
(r.p. 1964)

BOPUC KA3AKOB

(POAEH BO 1964)

OKO
2001

MAEHKA, NPOLIAPATIKA,
LMOPOBAA AHUMALMA
5'13”

EYE
2001

SCRATCH ON TAPE,

DIGITAL ANIMATION
5'13”

OKO
2001

DUNM, [IPACKAHSE,

KOMMJYTEPCKA AHUMALUIA

513"

AMUTPUN NYPbE

(r.p. 1970)

SAMSARA-VERTIGO
2009

BMAEO 16 mm,
LMOPOBOM KONNAXK
o

SAMSARA-VERTIGO
2009

VIDEO 16 mm,
DIGITAL COLLAGE
P

SAMSARA VERTIGO
2009

BUAEO 16 MM,
E/IEKTPOHCKM KONAX
&

DIMITRI

(BORN 1970)

AMUTPUN NYPbLE

(POAEH BO 1970)

BUNAEOAPT
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NOAMWAIAA BEJTOBA

(r.p. 1960)

CKOPOCTb UCHE3HOBEHMA
2015

MEOVAMHCTANALMA
4'10”

THE SPEED OF DISAPPEARANCE
2015

MEDIAINSTALLATION
4'10”

BP3UHATA HA UCHE3HYBAHETO
2015

MEOVIANTHA UHCTANALIMIA
4'10”

LUDMILA BELOVA

(BORN 1960)

ACCAMBNEA
2006

BW/EO
550"

ASSEMBLY
2006

VIDEO
5’50”

ACAMBJEJA
2006

BW/EO
550"

NOAMWAIAA BEJTOBA

(POAEH BO 1960)

BUNAEOAPT
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TATbAHA AXMETIrAJTNEBA
(r.r. 1983)

HAAO NPOCHYTbCA
2016

LUM®POBOE BUAEO
3'33”
3BYK: BUKTOP MA3UH

NEED TO WAKE UP
2016

DIGITAL VIDEO
3'33”
SOUND: VICTOR MAZIN

TPEBA 1A CE PASBYAAM
2016

AWTUTANIHO BMAEO
3'33”
3BYK: BUKTOP MA3UH

TATYANA AKHMETGALIEVA

(BORN 1983)

A BUXKY CEBA,
Al BUXKY CEBA
2016

BUAEO
426"
3BYK: BUKTOP MA3MH

| SEE MYSELF,
| SEE MYSELF
2016

VIDEO
426"
SOUND: VICTOR MAZIN

CE IMEAQAM CEBE,
CE IMEAQAM CEBE
2016

BW/EO
4'26"
3BYK: BUKTOP MA3UH

TATUAHA AXMETTrANTUEBA

(POAEH BO 1983)

BUNAEOAPT
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Texcm dns ucnonHeHus.
Ha cyenre donxucrHa 6bime
desywika u oHa e20
yumaem

20 HOR6pA 2017 roaa
¥YTp0.9.53

Moaywka nomaTa

BuauMo MHoiA

MbiTalock ABUraThL 1€BON PyKOIA
OHa 410 CUX NOP N/I0XO ABUraeTCs
Koraa nbiTatocs ABurath nesoit
pykoi

Hauuhaer 6onets npasast.
Mpekpauwaio 370 genatb
Cnbiwy Nai

Buaunmo 310 Moit nec

HeT 370 He moii nec

Y meHs HeTy nca

CMOTpIO Ha CTeHy

370 He Mo paboTa

Mo Bceit BuanMOCTY

370 He Mosi KBapTUPa

Aymaio o 3aBTpake
CyaoBonbcTBMEM Bbi

Coen 6bl aBOKag0

WAy Ha kyxHio

OTKpbiBato XON0ANALHNK
AocTalo aBokazo.

Pexy aBokago

Em aBokago

TMouemy TO HaUNHAET TOWHMTL
WAy B BanHy

Ha nony BansieTcs mepTsas
AeBywka.

13 MioHs
Eay B Tponneiibyce
XonogHoe JleTo

OueHb CUAIbHO yCTan
Pabota B MacTepckoi
Bbina yromutensHas

n CkyyHas

Monyuunnock Tpu KapTuHbl
MonHoe I’

KaptuHa 1

KaptuHa 2

KaptuHa 3z

Bunet Hecuactamebiii
MHoro ntogeit

TenedoH cen

JAoeay A0 KOHeuHo
Coiay Tam

Henasuxy Jleto

1 aekabps 2016

CHer cunbHo uaet

Cunxy B bape

YaauHoe mecTo

Psaom c okHOM

M1BO Ha NonIoBMHY NycToe
Mouemy TO Nblo CUAbHBIMM
rA0TKaMM.

B kapmaHe nucronet
Pa3psixeHHbIn

Ko mHe noaxoaut

Ye/l0BeK B 4epPHOM KOCTIOME
YepHoit py6atuke

YepHom ranctyke
Cnpawwusaet

He xouy /1 7 OCTPBLIX OutyleHit
A oTBETUN YTO He Xouy

OH nbet Kposasyto Mapu
Hewasuxy TomaTHbii Cok
Mwup 370 BCero mub NN0CKOCTY U
Jinknn

rOBOPUT OH

1 oTBeYaI0 UTO 3T0 6aHaNbHO
OH NPUKOCHY/ICS K MOeii pyke
370 661210 CTpaWHO

1 Bbiwen u3 6apa

Mo6exan no cHery

Mockonb3sHynca Ynan
Bctan

Pa36un weky.
XoueTcs ewe BbINUTL

OLGA TOBRELUTS. SKETCHES FOR THE ABSTRACTION PLAY

OJIbrA TOBPENYTC. 3CKU3bl K CNEKTAK/NIO ABCTPAKLMNA

CNEKTAK/Ib. ABCTPAKL WUA.

OPATMEHTHDI.

MynbTMeaniiHbIR nepdoMaHC 0 Npupoge ncu-
XOTUYECKOro TBOPYeCTBa.

PEXXWCCEP:
OEAOP KYPEXWH

[NaBHbIV repoi, XyAOXHUK 6e3 MmeHW, nepe-
XUBAET HEe CaMblii NyYlMI MEPUOA B XU3HU,
BbI3BaHHbIN TPAaBMOM, U MbITAETCS HANAAUTL OT-
HOLUEHMS C MUPOM MOCPEACTBOM abCTPaKTHbIX
PEKOHCTPYKLMUIA CBOUX WK, BO3MOXHO, YyXWX
MOMEHTOB XW3HU. Ho 4em Gonblue mpoxoauT
BpeMeHU, Tem bosiblue OH 3anyTbiBaeTCs B TOM,
YTO MPOUCXOAUT, U TepsieT BCe, YTO emy 6bio
ZI0pOro, OCTaB/isis noc/sie cebsi oANH HesiCHbIN ab-

CTpaKTHbIVI cnea.

TekCT cnekTakna cAenaH B BUAE NO3Mbl 6enoro

CTuXa.

npOAOI’I)KMTeﬂbHOCTb: 1l4ac

3axoxXy B MarasuH 24

Mpouwy BoaKM y npojasua

Y Hero mep3kue ycbl

He npoaaet

Mpeanaraio & ABa pasa 6osble
Otkas3blBaeTcs.

3axumalo 3y6el

Mow rnasa cTaHoBATCA 6e3yMHbIMK
OH ynbibaetca

Opy Ha Hero

OTAaeT MHe BoAKY

Boiberato ux marasuHa

Kunys kyntopy

Hacton

Ha Bo3ayxe nbto BOAKY

1Ko NNOXO YTO He B3N
3anueky

Ho Bce xe nyywe

Yem

Huyero

14 VIIOHS 2001 roja
KDMaPMK Ha NOTO/IKe He AaeT YCHYTb
Paaom co MHow

CNUT MOS AeByLuKa

Eii nose3no

Owa MoxeT cnaTb

KDI’AE KTO TO WymMuT
Bcrato Ha kposaTb

Ha cTone y Hac
HecobpaHHbiit nasn
Aymaio Mbl ero Tak 1 He
Cobepem

Bepy rasery

Y6ueato Komapa

JAlonro cMoTpio Ha ero Tpyn

Jenato ero ¢poTorpaduio Ha NaAEHOUHbIN

Annapat

OnATb NI0XYCb B KPOBaTL
O6Humato

Ee

W 3aceinaio

MHe cHuTca

3eneHblit et

OH CTaHOBUTCA 3aTeM
XKentbim

3atem KopuyHesbim.
MOTOM MHe CHUTCA YTO A Ha KoHuepTe.
Knaccuueckoit Myseiki

Owa meHs byaet
M Mbl nponyckas 3aBTpak uaem
cpasy B niec

CocHbl

[onras nporynka

ConHue cBeTuT

Yepes CocHbl

XpycT BeTok

ATYT yxe 6bin

He ceiiuac

Korga 1o B getcTee

Mbi TyT rynaan

Ho s He 3Han 3Toro

Y7o A TYT yxe Gbin

Me ceitvac 18

Toraa 6bin10 6

Bpoae

TyT ewé He 6110 OTens

Tae Mbi ceiivac npasaHyem
3axoTenocb
Hapucosatb
Y6utoro MHoto
Komapa

Bnaro ectb
doTorpadus

8 Mas 2015 MiOHS
Wrpaet camas
MOAHasn necHst
2015

Mbi TaHUyem
Owa MHe
wenyet

Tol

noTpscalouwmi
A npeanaraio
eué BbINUTb
To uTo Kakve
paboTbl 8
caenan

MHe ouerb
HpaBuTCA

To kak nx
BbICTABUAM
MpocTo cynep
MosTomy A n
TaHuylo

Tol TOXe

There’s no turning

ABSTRACTION. FRAGMENTS. back

SPECTACLE.

Multimedia performance on the nature of
psychotic oeuvre.

DIRECTED BY
FEDOR KURYOKHIN

The protagonist, artist without a name, goes
through uneasy period of his life that was caused
by a trauma, and tries to fix his relations with
the world by abstract reconstruction of his, or
maybe, someone’s moments of life. But as time
goes he gets tangled in what is going on and loses
everything that was dear to him, leaving after
himself only vague abstract trace.

Text of the spectacle is written in blank verse.

Duration: 1 hour

CNEKTAKI/OT.
ANCTPAKLUWMIA.
OPATrMEHTN.

MynTumeavjaneH nepdopmaHc 3a npupoAaTa Ha
NCUXOTUYHOTO TBOPELLTBO.

PEXXWCEP:
®JOAOP KYPJOXUH

TNaBHUOT Xepoj, cavkap 6e3 ume, NpexmByBa He-
npujaTeH Nepuos Bo CBOJOT XMBOT MO Tpayma v
ce obugyBa Aa rv Nonpaem OAHOCUTE CO CBETOT
CO MOMOLL Ha ancTPaKTHW PEKOHCTPYKL MM Ha
CBOMTE U, BO3MOXHO, Ty MOMEHTU Ha

XMBOTOT. HO KOJIKY NOBEKE BPEME MUHY-

Ba, TO/IKY MOBEKe Ce 3an/eTkyBa BO OHa

WITO Ce C/Iy4yBa, U rybu cé wro My 6uno
Aparo, octaByBajku no cebe camo egHa
HejacHa ancTpakTHa Tpara.

TeKCTOT Ha CMeKTaKkAOT e HanpaBeH BO
dbopma Ha noema oz cnobogeH CTUX.

Tpaetbe: 1 caat

noTpscHas Boapusp Cocet
wenuy s el UHcTannsums
ObHumato eé /ABa nbinecoca cocyT Apyry apyra
cagn
«Momaaa B
nycroTy» Fanepes Tate yxe Kynuna sty
Xonct akpuan WcTopuio.
70X150 Buxy Yaiiky
Bepy eé 3a pyky Ewé BbinuBaem
MNoaHumaio eé HaunHaet urpate
pyKy Tears for Fears
Ee 308yT Nina Mbl nuwmm
Jiioan opyT Bce Hawm Jpy3ba Muwat

QOueHb Tenno Welcome to your life

Even

while we
sleep
We will
find

You
acting
on your
best

behavior
Turn
your
back on
mother
nature

Everybody wants
to rule the world
MHe kaxeTcs

Al koro To BUAEN
B kycrax

Aymato 370 KoiioT
MeHs oH nyraet
OueHb

PagoMm ¢ KoioTom
OueHb CTpaHHbIi
yenosek BHO He
npuweAwnii Ha
3Ty BEYEPUHKY
Ha Hem YepHbiii
Koctiom

YepHbiit Fanctyk

BbirnaavT kak

KapTtuHa Manesuua

Jlon

OHa KNIaAeT MHE Ma/ieHbKYI0
Bymasxky

Ha

Asbik

Virpaer yxe Apyroii Tpek.

I've been looking so long at these
pictures of you

That | almost believe that they're
real

I've been living so long with my
pictures of you

That | almost believe that the
pictures

Are all | can feel

Mo HeBy packaTuncs Boi

Boii

Vos

Paz0M co MHOIA

Moii apyr

OH nepegaet

Mne nuso

MoTomy uto cywnt

Ha moeii geByuike

Mnatbe c 3eneHoit

OTaenkoit

Aonruit

AeHb
Yxoaut

TEATP

197



A MexayHapoAHas BbICTaBKa abCTPakTHOro u
! 6ecnpegmeTHOro nckyccTsa XX 1 XXI Bekos

ABCTPAKLMN
B aBaHrapge

198

Houb CunbHble 3ByKM NPUPOADI

1 CMOTPIO Ha Hac Ml He 4owu 40 HOMepa Hac
Pakypc BbIPY6MI0 B KOpUAOPE.
OTXOANT 1 51 CMOTPIO Ha 1 aekabps 3akypusato

Hac c6oky $16pocun KypuTh

Buas NosHyI0 KapTuHY
ByaTo 6bl neisax

Ho ysxe cun HeT
Cebs cpepxvBaTh

ByaTo 661 Bpay mHe 3anpetun
lonnanackas W Kyputb
MoebeHb Nnte

C kyyeii noaeit Ho 51 370 336611 AMHe3Ws 370
XoTs 370 He newsax xopowo 3atar
Xota cton Boinyckaio
faeston 3arar
Boinyckaio
Her 3arar
370 KaxeTca Boinyckaio
Beneuus 3arar
Natyr
Mouemy?
Yepr
Arpae mos pyka
WHora
A Haxoxycb B
Kasnro

Hert 7 Ha
BeuepuHke

Mo cayyato
yero

Nyna

Ha Hebe
HanomwuHaet
Tenesusop
Korgas 4 yTpa
Boikntoumnnca
Tsoe Vims
Moe Vma

He mory
BCTIOMHUTL
Ho npu

310
WcnbiTbiBaio
cyacTbe

Ha cekyHnay
Mosi napTpepwa
CTaHoBNTCH
Benas sHeprus
Benas sHeprus
Moxet kTo TO
nonytan
Aatbi?

Kny6ok Huteit
nepenyTaH
Junnei
A3zatem
Swepnueit

Ho Tak gaxe

Nyywe

1 ToXe Xouy CTaTb penTu/neit
Pentunonaom

MapHu He naavyT

Mnauy

Her

He

Mnauy

He nonnmato

Moao mHoii kosep

Ha mHe kpoccoskun
BaneHcunaru

Yuncro yepHble

He mou

AubnTo

He nonvmato ybn

1 BXy Ha Hebe Touky

W oHa meHs uenyet
Yewerca

Pyka

Mys3bika nepecraet
urpate

Msi naem c 6apa k Homepy
1 ocTaHaB/MBaOCL
CMOTpIo Ha ee Ko/leHo
MHe o4eHb HPaBMTCS ee KOsIeHO
He mory octanosuTcs

Mpogonxato
Bce 6osibwe cmMoTpeTh
Ha Konero

Boinyckato
Kypto xaaHo

3arar

Boinyckato

3axoxy B TenedoHHyto byaky
Kuaato moHeTy

Y7o TBOSR Uyiika TyMaHWUTCS

1 uyBCTBYIO Ce65 HE3aWMUEHHO
VI TyT 04eHb MHOrO MaHekeHoB
Aa A 3Hat0

370 A Ha3bIBalO

CeMmeiiHbIii NOPTPET B MHTEpPbepax
W 3auem?

MbiTarock BocctaHoBUTL Kakme To

Habupato nepebiii ]

Homep

KoTopuiit Mpuget

B

Tonosy

3224223

Ane

310 Metposny

TyT HeT HMKaKoro

Metposuua

Ouenb

Xanb

Asbl

KTO?

Kakas

pasHiua
Hy

cKaxuTe
Mens
30ByT
He ouenb
Kpacvsoe
ums
A Toxe Tak
cunTaio
370 xe
o3Havaer
Cosa?
Camw Bbl CoBa
NagHo n3suHUTE
37O Bbl MEHs! U3BMHMUTE MHeE
y>xe nopa Xopowo

Tyaok
Tyaok
lyaok
lyaok
lyaok
lyaok
lyaok
lyaok
Beoiwen u3 6yakn
WAy k Bokzany

12 Mapra
TyT Kyya MaHekeHOB
VHTepecHas 3agymKka
Bpy
Cam cebe
He yBepeH uT0 37a MHTepecHas
3a4ymKa.
1 cTolo N0 cepeauHe
CemeiiHbIi NopTpeT B

MHTEpbepax
Ha 3aBTpak Bceraa 6bun
lopox
Momaop
BomsoxHo
KenTbiii cMOTPSA kak
nocMoTpeTs
Aa
AonycTum
XKenTbiii
3ra pabota
Ha3bIBaeTcs
Yept
Burro
Kak e 38a/11 3Ty AeByuwiKy u3
PymbiHuM.
NagHo

/[laBaii norosopum

To ecTb Tbl BCEraa 4yBCTBOBaNA UTO
A Abbxy Tebs

Croboii i He A

Mo paboTbi cTanm xyxe

1 He AyMalo YTO 5 BUHOBAT B TOM

Boci

Yepes MaHekeHbI.
Momoraet?
Aa

£ BCMOMHWA YTO Ha
3aBTpaK BCeraa 6oin
lopox

Tol MHe
oyeHb
HPaBUWbCH
Ho 5 Tak 6onbwe
He Mory
Monumatio
1 cam koraa
CMOTpIO Ha
ceba
He
noHMMato
KaK 1
BoO6LWE YTO
3atbinok 6oamt
a
AENCTBUTENIBHO
crana
Xyxe paboTaTs
Mne

nepecranu
CHATCA KOWMapbI
370 BpOAE XOPOWO
He B TOM B1AE B KOTOPOM
370 Monyunnoce

TBOS IMYHOCTb 3aM0NHMAE

BCE BOKPYT

3

3aToro

Hy Tbi CaM NOHMMaelwb

M Tbl CAM TyAa CTPEMUWbCH

Bo BCsikme TemHble Aena

Ho BeAb TBOM NoC/ie4HMIA TaHew,
cTan Xutosbim?

/la Ho 51 ero NoHNMato

OH A/191 MeHs! PacKpbITan KHUra
MosHOCTbIO packpeiTas

MHe e MHTepecHee YTo TO YTO

A He B cunax noHaT Moxet
xoyews Kode? Xouy
KaxeTcs nowen cHer Hy ga
Beab Ha aBope MapT

MHe Haz0en MaHeKeHb!

13 MioHs

Bbilwes Ha OCTaHOBKY

1 pabortato Ha punbme
Xoppop ®unbme

5.52

370 peMUHUCTCKMIT XOppop Gpunbm
Moero 3Hakomoro Peaopa
WAy B MakaonbAc

Yr0 6bI NOA3APAANTL ANPOH
Mapkyio Benocunea
3axoTen noectb

3akasbiBato

Bur

Mak

Kom6o.

Ccopa Matepu c CbiHoM
Moyemy TO OHa OTKa3bIBaETCS
MokynaTb emy T0 4TO

OH xoueT

He nownmato nouemy

¥4 4To /1M Xanko?

WM Y Hero Ha 4To Hnbyab
Anneprus

1 Ha CTOpOHe CbiHa

Aaxe ecam maTb He

OLGA TOBRELUTS. SKETCHES FOR THE ABSTRACTION PLAY

OJ1blrA TOBPENYTC. 3CKU3bl K CNEKTAKNIO ABCTPAKLNA

Mpasa

OHM BbIXOAAT U3 MakAONbACa A
nuwy pexuccepy

W Toxe BbIXOXY

VATV HyXHO 15 MuHYT KBapTupa
T/A€ OHVM CHUMAIOT Ha BbIXOAE MeHs
npusekna babouka
HenowsTHoro ysera.

Mot M3 HauMHaeT N/ibITb

1 pekabps

Bok3asbl MeHst Bceraa Mpusnekanm
370 A NOMHIO

He coscem nomHio

Apyroe

MHe TyT HyXHO 66110

6bITb N0 Aeny

PosHo rog

Hazag

Mepeaats yemogaH

OAWH YemogaH

Ha apyroii uemoaaH

YT0 661210 B HUX

He nomHio

Yem B MTOre 3aKOHUMAACH CA/KA
He nomHio

£ noaxoXy K Kacce

W npowy

Buner

B....

Mo kapTe aa

Bot nacnopt

Cnacnbo

Buner s
Peiic uepes vac kyne.

Kynun soasi

Beinusato

BbiknapiBato GyTbisky BOAKM
Mokypato 1,5 mTpa nvea

B aopory

Caxycb B noesg

BepxHss Koiika

Benas npocTbiHb

Kak B 60onbHMLEe Pe3ko 3abonena
To/108a NogHMMaloCh

110 /IECTHMLE Ha Hee BbINMBAIO NMBO
3anuBaio um Tabnetkn

3acbinato MpuATHbIM TAXeNbIM
CHom JlaBHo Tak BeicTpo

He 3aceinan

Bpoge Kak 9 Masi 2015
Pa36usato pykoii 3epkano Tak
KaK oTpaxeHme Hauaso co MHoi
roBopuTs OHO pacckasbiBaeT

B

Xpyct

Kposatb

310

MpamoyronbHuk

JInknn

Cnyckatoch

YyTb He

3apes cocega

XoTen 66l nouncTuTs 3y6bi

Ho He yem

Ckopo npreaem

Crbiwy pasrosop

B apyrom kyne

A Tbl 3HaNA

Y7o oH He apuraetcs CyvaitHo
BUXY

Mexay kposaTamMM MyxunHa c
ycamu JywuTt naketom

KeHwmHy

OHa He MOXeT AblwaTb

OH cMOTpUT Ha

Mensa

Ynvibaerca

JKeHuymHa kpacvsas

Ha ry6ax y Hee KopuuHeBas
nomaza Jloporo oaeta

OHa cMOTpUT Ha

MeHs

He mory

Mowesenutca

MpogonxaeT cMoTpeTb Ha MeHs
Hago nossats MposoaHMuy
KopuuHesbie My6el CnneioT
Kaxercs

Eit

370 HpaBuTCA

C3aam kaxeTca ewé oauH Moesg
oCTaHaB/MBaeTCs Buiberato
/iBepu 3aKpbIBAIOTCH

OH cmoTpuT M3 OkHa
fl Bbiwen He Tam e
Hy>Ho 6bi10
OueHb 3axoTenocs
Yro HMbyAbL
Hapucosats

12 MapTa

Tel 6yaews EcTb?
EcTb He Gyay
Mouemy?

Yaapb

Ho 370 xe kameHb
Bce paBHo 6eit

Mte 6yaert 60n1bHO

11 aHekaoT Cosep 0

He cmewHo CoBepweHHo
Ha ynmye wymHo

Bkatouato Tenesnsop VitanbsaHckoe
TB

Huuero He noHATHO

1 He rosopto no UtanesHckn M no
APYroMy s3biKy

He uenoBeueckomy

Y mens 6bina orpomHas pabota
Bo Bcio cTeny

Ha Heii 6bin

Y6uteiii Komap

a Ha3bIBaNaCh OHA

Kowey, 3noxu

Xopowas pabota

Mne Hpasunach

Koraa ee nepaeiii pa3

BeictaBuam

Mpou3sowen nepebiii TepakT

W BCe AeiiCTBUTE/IbHO M3MEHMIOCH
1 pekabps

ByawT npoBogHm1ua

B BaroHax CbiwHo

EX]

PacKTUCTbIf rpom.

B noesge kasanoch

Tenno

Ho Het

OueHb xonogHo. Oaenno He
cnacaet Maayb
3anax4YecHoka

M OAVH

MarekeH

ABa

pn

MarekeH

MoxeTe 4To HMByAp Cka3aTe HeT
He Byaet

Mouemy Tbi He noiigews

Ha lOpucra

MoTomy 4To 370 WHara Het 310
He WHsira

370 nonHas wara JlagHo Bbl
npasbl

Ho s Bce paBHO He noiiay Tel
yrpo6uws cebe

Ckopee Bcero

MHe 370 BaxHo PaccmoTpum
KyxHto HegoeaeHHbIn Vlurypr
CnomaHHbIl XoncT MpssHas
Buka

Jloxka

Hox

Ha ctone 3y6ouncrka Lenkosoe
6enve Kpyr

Keaapat TpeyronbHuk MpaynosHo
Asurao

vauwky
Ha cTon
Mapaer
CmoTpio
PapoctHo
Byato

3aBOpPOXEHHO

Y6upato cTekno

MosTopsto npouyecc Moagynauna
Paszbuts

Ha Llgeta

Cunni

"

Kentbiid

CooTHoweHue cTopoH PosHO
CooTHoweHune

Jnnnin

B

OnpegenerHon MaockocTn Yxe
HEpPOBHO

Mogaynsumnsa

OTHOWeHME OAHON MHUN K
APYro.

PosHo

CooTHoweHune

Ewé ogHoro konvyecTea
LiseTos

Kowmapro

B kopuaope

3asseHen TenepoH
MMepBbIit MaHekeH XoueT K
Hemy BbiaBuHyTCs

TK B NPOWW/ION XMU3HW NPOTOTHN
oann Tak v caenan

Ho oH He moxet

Tk MpoToTun gBa

He aorosopu 3a 31m
3aBTpakom

370 xe 3aBTpak?

Aa

370 3aBTpak

OuwyuieHne koHua

CuHWit uBeT

He6o

CkatepTb

Yrenve

3aronoekn

He nomHio 6osbwe Hudero

Huuero He nomHio Boobwe He
NOMHIO HUYero

Bce nyTaetca

TpaBmeHok

13 MioHs

ApTUCT CMOTPUT B 6OK
CnoToska nagaet kposb MHe He
HpaBATCH

Moaywkw B KoMHaTe

AKTpUCa 3aKypuBaeT

OHa oaHa B KBapTHpe

LWopox

LWopox

Mez/1eHHO NOAXOANT K ABEPU
ABepb MHe He HpaBuTCA Pexunccep
nanot

Ceuct

A

Tenepb Cmex OTMyHanA kapTUHa
Ha ctere

A nbiTanca

Ee HapucoBaTh

Ho He nosyunnocs

WM Xe nonyunnocs e s

A

Ha nowazke 3abbincs

Takoe 6biBaeT

Yepr

XoueTcs BLINUTL

MoXeT MoHTep 3HaeT rae BbinvBKa
(Kycku dpnabma)

Bpoae apTucT nblouymit

Pyka 6negHeer

Y70 TYT Takoe MPOMCXOANT 3TO
KOHEYHO

Xoppop

Ho nouemy

Tak cTpawHo

Mue

1 aekabps

YepHas gopora

Mycroe npocTpaHcTeo

HeT H1 oaHoro marasuHa MawwuHel
He NpoesxaioT

Ho s gymaio

OJIbrA TOBPENYTC. 3CKU3bl K CNEKTAKNIO ABCTPAKLMNA

OH WAET 3a MHOM

XoTen oH Toro nam Het Ho emy
npUWOCs BbINTY Ha Cieq
OcTaHoBKe U ATV Hazag MHe
e HYXHO

Watn kyaa 1o B 60K

3T0 eAMHCTBEHHDBIN WaHC MHe
HPaBMIOCL

Aenatb B

csikve

WyTkn

3aHumaTbCA Tem

Yem A 3aHUMancs

Ho notom nepecran
NeotaTtyt

[7133a HUKaK He MPUBBIKHYT K
TemHoTe

Hapetocs

MeHs 3T0 BCe BAOXHOBMT Ha Kakoe
Hnbyab TeopuecTso

Ho

ComHeBalocb

Xpyct

CeeT poHaps

Ha [lopore

Pykwn apoxat

Buxy marasuH

OH 3aKkpbIT

Paaom c Hum Bpoge Yenosek Bbl
yTo 3a61yanamnce? Pyt6onka
cKnee

He Bepio rnasam

Kro ato

[Aa s vy otens unm Tam Houner
Xuxun xu

Y meHs ecTb komHaTa MoxeTe B
Heil nepeHoueBaTb Ho BooGe
TyT nycto

MycToe

MpocTpaHcTBO

Tonbko [epesbs

Tebs kak 3saTb

Metna

MeTposuny

AAAA

meHs

Thl YeM 3aHNMaeWbCA

1 T1Na XyAOKHUK XU XV X
ux

Pucyews kapTuHbI?
Aa

W vHcTannayumn
Whcra uto?
WHcTannaumm
Aaaa

MonaTtHo

Hy BoT a0om moii
MpucaxvBaiics
3axoau.

lonosa

Pesko
3aKpyXunacs

[Jom

BoHsn

KyTko
MepTBeuuHom.
MHnnbio

THWAoM egow MHKUAoM
nocyaoi MnbiMm
CreHamu MHunbimm
cTynbsAMmu THnAbIMK
Cronammn

Ha ctone y Hero 6bim
MHunble 3y6bl

3T mow BYepa BbinaanYe
Aenatb He

3Halo

Mo scioay

MopHo kapTuHkM Bo
TBOSI KPOBaTb PAgOM
cmoein

X1 Xu xv xv Benve
Buem

TO rpsAzHOM

Jivknn

MNopaokonHuk CoBeTckue

Aduum
KaneHaapb
TouHan

Aata

[OLTETY
YemopaH

ae

Mow yemoaaH
A

BK/IIO4YMM
Tenesusop?
Ko mHe
AONXKEH ewwé
npusTens 3alUTn
Tol
He
Mpotus?

On Tebe

MoHpasuTca
Toxe
XyAOXHWK
Xuxuxuxuxu
Yas HeT

Ho
ectb

KOpUyHeBas
Boga

o
JNexery
npywen
Jlexery
370 TOXE
XYAOKHMK
XUXAXMXMXXA
OH pucyet
Ha crenax

XpamoB

Bcakve

PasHble

Haanucn
Boty Hero
BoAKa
PAELED]
pasavsai
Munan Boga
MHunan Bogka
THunoit Cnvpt
Jivknn
HapucosaHbl
Mo pasHomy
C6oky

Ceepxy

TpaHeHHbIit cTakaH Bokpyr cTakaHa
MpaHun

Bce posHo

Owmep3uTensHO

O nepectanv rosoputs Ho
OTKpbIBAIOT

PTbl

THnabie KH1rn

THow

THow

Hago 6exatb

Kaxerca
Ceituac
OHM

3agymanv Ho

Kyaa

Aa xoTb kyAa
Mopos xe
3amep3Hy
vympy

OcTaHewsca
ympewb To4Ho
FHWble 3y6bi
Ha cTone A MoxeT
nonpocuT nx Bcrasute
1x 06paTHO YTO CO cBETOM
CBET TyT Takoii XenTbiit
THunoi Xenteiit Liset
THOVHbIN XenTbiit
Liset Pacxoz
Bocxoa /lobuws Y
meHs MHnoi Y Tebs
Mouemy Tak Tol Vinn Kak
®yT60n?
XKap
XKap
ecTb XeHa
Tbl TaKOW He
PasroBOpPuUMBbLIN? BbiMbelb

CHer nagaer
CkBo3b Kpbiwy
OueHb A0/KHO BbITb
BnaxHo Ho cyxo
Cyxo

Cyxo

XKento cyxo
Xentas cyxota
A Tbl BEpULWbL B
AHTUXpUCTa?
Hago 6exatb
Cyxas Munasn
Kposb

Ha ctene

Aa

370 Moeii

XKeHbl

Kpacueas

6bina Baba

o

MeTtpocsiH
CmewHo

Cro net

He Bugen

Ero

Air

Monoaua
ABcTpakyus
MetpocsiH A6cTpakTeH

Ero Bpoge HeT lMeTposuy
6epeT HoxX U pexeT konbacy
MegneHHo

Pexet

Kon6acy

370 MHe Mapro OTaana

BkycHaTuHa Hactoswee maco
He

TO 4TO HekoTopoe. O
GyT6on

CBUHapHUK

Bexatb

BoicTpei

Mensa

Knownut

B

CoH

Maaaaa

Maaaa

O6eccunmne

1 Ha KpoBaTH

Hago 6exar

BoicTpee

Kyaa

Tyt nycToe MpocTpaHCcTBO 37O He
TBOSA OCTaHOBKa Tbl 40/IXEH 6bin
[flocTasnTb YemoaaH A Teneps Tol
Y Metposuua

PaHo nav no3gHo Mei Bce
okaxemcst

y Metposuya 12 mapTa MaHekeH
1

Mpuset MaHekeH

2

Mpwueet [laBait Yepes

OaHo Bbixogut Apyroe Oaxn
MpaHun

BeisBnaioT apyrve BHyTpenHne

Yro 661 Ham 6bina BuaHa

KapTtuHa

HyxHo y6pats MpocTbie

KunsHeHHble Mpanun

W 3amenuts

nx BHyTpenHnmn? KOMA

KOMA

KOMA

Tak

He coecem lpaHb

3To nnockocTb MaockocTs

370 Mbi?

Tak 2 370 KopuuHessiii LiseT
Ecam BblepHyTb

Byaet Cepbim Cepbiit
Bonee PeanbHbiii Yem
KopwuHesbin Uan
HeT MaHekeH 1
OrcTaHb
A He Xouy TyT
Haxogutcsa
MaHekeH 2
HyXHo Tbl e
noHNMaews
ManekeH
TFonosa 6onnt
Huuero He
xouercs
QAenate
Kpoeb u3 wen
norekna
Onatb
Ycranocts
Buaumo onatb
Hy>XHO 380HMTbL
Bpauy
Ycranocts
Aymaro
VICK/IIOUNTENIBHO
o npoekTe C
MaHeKeHaMu

Ho cun ero aenats Het
Ho aymato
Lensimun ansamu Tonbko
Aymato
OHu He rosopAaT Van
rosopsT Kak 3acTasuth
Wx rosopute
Mo HacToAwemy? Kak
3acTasnTb MeHs
FoBopuTh
Mo HacToAwemy?
Ec/m 0AnH MaHekeH

OLGA TOBRELUTS. SKETCHES FOR THE ABSTRACTION PLAY

noaoaBuHyTs K apyromy
Byaet n

OH /lBUratbcs no
Hactosuwemy?

(o}

XKnsas

3men

OwHa TyT AaBHo 6bina
Hago npunate

TabneTkn

Bpauam He noHpaBuTCs
Ec/m 51 He Byay vX NpuHMMaTL
Onatb

MeHs H1kTO

He cnpawwsaet

Xouy M 5 UX PUHMMaTbL
B macTepckoit
HemHoroniogHo

W ckyuHo

Mocne TpaBmbl

MHoroe

Crano cky4HbIM

14 HOABPS 2009

Mei

cobunpaemcs Tebs BKAOUMTL
B Hallly BbICTABKY

Ham HyxHa TBOS HOBast
Pa6ota

Monnmaews

Cnaakun?

Mocne

Beneuyun

MHe Huuero He
NPUXOAWT B ro/10BY

Tol BHE3aNHO

Cran

Aoporum

Monnmaews?

Takoe He 6biBaeT co
Bcemn

TMpaKTieckm Hi1 C kem
370 obnacte

Tae HyXHO 61TbCs roaamm
A Tbi KaK TO /1erko

370 npeogonen

Tl e cornacosbiBan rpadukm?
Tel MOHMMaeLWb YTO BCe yxe
pacnucanHo s ycneio

MHe HyXeH KaKoii-To
Wmnynsc

A He oxuaan

UTO Thl He

MpodeccroHan

EcTb kakue-To Bewm

Tl AONKEH UM
MoaunHATCs

Tak 370 pabotaer

NagHo

£ o 6eiCcTpOMY NpUAYMaLO
4TO HMBYAL

OpHako no3Bsonb

Tol He A0/KEH NPUAYMATL YTO
HUByab

Tel AO/DKEH NprAyMaTh 4TO HUbyAbL
rennanbHoe NeHnasnsHoe
Apyroro s He no3sosito
Monnmaews?

Cnaakun?

Xopowo

Cunnia

DuoneTosblit

XKenTeiid

Kenteiii?

XKenTbiid

Bce

byaer

Xopowo

Boiwen

"3

Kabunera

Bap

KokTeiine

Buckun

Cayp

Yepr

TEATP
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A MexayHapoAHas BbICTaBKa abCTPakTHOro u
! 6ecnpegmeTHOro nckyccTsa XX 1 XXI Bekos

ABCTPAKLMN
B aBaHrapge

200

Yept

Yept

Hepsbl

He BbigepxusaioT May B Tyanet
Townut

XKapko

XKapkoe Jleto

Aa

Moxews npuexats
Mue nnoxo
f33a4bIXaloCh

Mo 78 ¢puabM yxacos
A ero Buaen

Kaxercs

Wnu 5 Ha Hem pabotan B gpyroit
KnzHu

Wnn 8 37001

Nyqwnin

Anxorons

CuHWit uBeT

Cxop

NasuHbl

Yro Takoe Mo3r?

CTyN NOMaeTCs NoAOMHOI
Jlerko yaapsiocb

Fonosoit

MoxeT caenatb 4To Npo Mo3r?
Mosr?

MospexaeHHbiii Mosr
MospexaeHHbiii Mosr
Mo3r MoBpesxaeHHbI
BocnaneHHbiit

Yem?

Yaapom

2

CunbHbIM yaapom?

370 KapTUHKa

Aa

Yro Takoe Mo3r?

A XBaTaeT /I AEHEr Ha KOKTeilb
OH aoporoit

Hapo ewé oanH 3akasatb
BkycHbiit

BkyCcHbI 4OPOroii KOKTelNb
He

Tynas ugesi npo Mosr

1 H14ero 06 3Tom He 3Halo
Jinknn

WayT kpyrom Ja

Knacc

Cnbiwy rutapy Hago
BbINUTL XOTA

yXe nblo

HopmanbHo

MoxeT No3BOHUTD ewwé
pas HeTy Hee

Bpoge penetnuyus
TaHup!

3Byk

Cmexa

MpuHecan cTeiik
O4eHb BKYCHO

3auem A cioga

Mowen

Y MeHs He XBaTUT AeHer ONNaTUTL
Cyer

Wnm xsatut

He cmoTpen Ha kapTouky
KapToweuka

Mmm

Ketuyn

Xopowo npoxapeHHoe
msco

Mmm

Buckun

Kakas kpacusas ¢poTorpadus B
6ape HanommHaet mou

Mon

MNepsas

Yawka

pas6utas

Paaom

Yenosek pyraer ceiHa

Kode

Ha GoTo
CMBaeTCs C KPOBbIO
Manbunka
®oto Homep 2
JeBouka
Fonan

Paaom

c Paboroit
Manesnua
YepHblit
TpeyronbHuk

®oto Homep 3 KpacHble
fAroasbl

Bcex pasHbix copToB OueHb
nnotHble Takve

KaK ByATO B3pbIBaEIOTCH
HasbiBaeTCA

Pexum ckopo ynageT Boirnaanwe
xepoBo Cornawycs

Y MeHsa HeT cun XBaThT HbiTb
1 He Holo

Byaews 4to Hyab To xe
camoe 4To

"

Y Teba

Ewgé naoc Badpan

S nobato Badn

A Tebs Het

Tl 61eHbINA

370 Takoe ocBelieHne Het
Tl 61eHbINA

1 He noHumato uTo [lanble Aenatb
Mne kaxetcs
Al koHunnCa
Kak asTop
Cran
Kakum
To PparmenTom
MeHs nepectann
Bocnpunumath
Bcepbes
YyscTeyto
Moaymaii o
AepesHe
O Tom kak
npveaews
51 He 060
AepesHu
A1 aenaio
KaKy1o To
xepb
Ecm
6bl 5 He
nonyyan
3a Hee
[AeHbrn
To

HaBepHoe
nosecuncs
3To He
vmeet
cMbIcna
BoO6WE
lopetve
KakoxeTcs rae 10 uto
To roput Kak sipko
[AlaBali Bbiiigem
nocMoTpUM
4TO C TBOUM yXOM?

Bce pacnagaetcs
Tl HallAewb MeHs
Tamrae
A passaniocb
aa

MocTeneHHo yacTu
MeHs pa3NiamblBaloTCs
W 5 6onbue He mory

ONIblA TOBPENYTC. 3CKU3bl K CNEKTAK/NIO ABCTPAKLMNA

cobupartbcs

1 HaBepHoe Gosblue He Byay
410 NMbO Aenatb

BoT 310 noxap MOxapHbix yxe
Bbi38a/M Hagetocs
YyscTeyewsb Kkak MaxHeT
XKapeHHbim XXupom? TuwmHa
MpekpacHble JsnxeHns
MoxapHbix

MeHToB

Mpoxoxux

Manbunk ect

Mauky

MuweK |

xapu6o

BaxHo
CupeHa

3Byk

CupeHa
O-na

Ana
kopa6ne B
Kaiote
Yept

1 He nomHI0
MOMHIO TONILKO OroHb

W noxap

Kak s okasanca

Ha kopabne

Mpsm Kak Bewyp B cebe

Ha cTenke kopabs HanMcaHHO
5.52

Yept

Ye

He

Ox

3TOro noka He NPOM30W/I0
Mpowsoiiaet uyTe nosxe
Pak

Y meHs Mopckast 6o/e3Hb
Oro

Mposa

Wropm

Huxepa He nomHio

370 BOOBWE YTO?

ae moit naney,

Moyemy oH oTpesaH?

W B nakete?

Manaum 6biBLIMMM He BbiBatoT Ye
A cmoTpen

Ha OroHb

Tenepb cMoTpio Ha Boay
A6cTpakums

Jlon

13 MioHA

370 KoBEP

LonxeH BbiTb po30BbIM
ae oH

1 ckasan po3osbIii

ApKo

Po3osbiit

Bapbu

Cyka

Bapbu

C 1o60i4 Koe KTO NoroBopuTL XoueT
Kro

OH He npeaCTaBUACs
Kaer

Tebs B kade HanpoTue
Hy yero?

Y710 BaM HyXHO?

Bbl Koe-4TOo 3a6bM BUAUMO?

Y70 5 336611 BUAMMO AKTepbI Ha

n/owazKe HacTosMe

3ToT Yenosek He OueHb

OH k1nHo

Bbi 6b1/11 CBA3aHHBIMK

onpeaeneHHbIMu

O6si3aTenbcTBaMM

Her

A Bce paccuntan

Sl HUYEM He CBA3aH

. OnanpocTo xoTena
Cnetb

Cnets?

noH1Malo
Bac
Cepple ycbl
Ynbi6Hyamcs

Bo mrne
Mol npuexann
cioaa
W3 akytun
QAenate
O6psa
LiepemoHuio
Mpusbisa
Ayxos
PasHoro
XapakTtepa
A Bbl Haua/n cpasy
Boinenapusatcs
Yro kaKoii 06psg
Kakwe ayxn
fl Bac He NoHMMalo
Bbl He TpaBMMpOBaHbI HMKak? B Bac
HUKTO He Bcenancsa? Yro
Yept
Niobumbin useT?
YepHblit
Niobumas /ukns
Mpamas
Coepaexue
MapannenbHoe

OuwyeuieHne

Ycranoctu

Ho ceiiyac Hepruu

Tak BOT

B8bl MeHs 3a 370 no6aroaapute
euje

Bbl noHumaete?

Her He noHumaio

MaHekeHbl noscloay

OHM pasrosapyuBaioT
Co3HaHue pacujenneHo
HyXHO ero cobpatb

M uTo 6bl OHO Nepectanc natm
BO TbMy

A Bbl MeHA

Yaap Taxenbim no ronose
Eute 60/1ee TAXeENLIM N0 rosiose
Cnep

Boturka.

Ha nvue Yaap

Mo noukam

Yaap B rpyap

Yaap Ha cnuHy

MeHs nogHumaioT

v 6pocatoT B BoAy

Eweé

CunbHeit yaap

OLGA TOBRELUTS. SKETCHES FOR THE ABSTRACTION PLAY

Buxy cebs B Mope
Monxom kposw
3axoAuT conHuye
A Ha axTe

MHoro

Kposu Bce

Beikstovatocs
Baetur

4T -TO

oaHo

paspbiBHO
Apyroe kneTka
npuropaet
OroHb
oKameHeeT
HUTKA
owyuaer
rvnc
BAXET KOT

nec

Hora

nonaeHb
YAap yAap BO34yX 3emMns
rapb yAap kanbuuii
BUTaMMH NONZHNK
nonaxuk 6ynbeasepu
bIBbIBPLIOB
blablBblablBabIBa
bIBablBablBablBa
bIBablBabIBabIBablB
bIBaabIBabIBablB aaaaa
aaaaa aaaaa aaaaa
aaaaa

aaaaaa

aaaaaa

aa aaa aa aaaa aaa aaa aaa aaa aaa
aaa eee eee ee

aaaa
rx

wrnm

wrnmnw

wrnm

wnn

wwmm

wnn

TemHoTa
Heckonbko net
Hukoro pacceeta
Heckonbko net B
3abseHnn

o

3asy

Jvca

Ex

Kaxetca s B
AETCKOW KoMHaTe
Xota A kaxeTca
npuxoxy

B cebs

o
Jlyxa 4epHOM Xnxu

A NAeuych B Helt

OHa neujeTcs Bo MHe Ham

HpasuTtca
Ho no cepeavnHe
51 BuXy cBOIO paboTy
Mpo komapa
Bpoge 370 peTckas paboTa
Ho oHa He HaxoauTcs
YepHoit xiudke
Owa Ha bepery
He B Heii
Ho Tak npusaTHo
OHa oueHb Tennas
MHe oueHb NpUsTHO
B
Heii nneckatbes
AAA
aaa
aa
aaaa
Wy
g uguy uy
w
w
w
Hapo Bbibupatses
EcTb ewé pagn yero pabotats
MoxeT MHe AadyT OTHeCTH
Keiic
1 He ycnesn BoBpems
Aopenars Bee pena
Yaap oueHb CUNbHbIN
Ho 51 TAHyCb K komapy
MpukonbHO.
Manara Pyka
Her
Huuero He geuraerca
Kro a?
KnaccHblii nm 5?2
Ye 370 3a A3bIK
Lea
Tnasa
InasHoe abnoko
fi6noko

Kenyaok
Kunweunmk

Kak nio6onbiTHo
Bce 3aBoauTCs

CnabeHbko 3aBOANTCH
Pykn
Horn
Kenyaok
Masa
XKenesbl
Mukpo6bl
KpossiHble otaena
NeikoumnTsl
Moukmn
unoTonamyc
Her
Moaoxan
370 MANKO3MSA TOrO
Yro BCe 3aBoANTCH
Moka BuaeH
Tonbko ApKuit
®uoneTosblit

Ceer

CunbHo
Boer
MakcnmansHo
DuoneTosblit
AAAAAA

MosTopsiemocTb
[leiictenit
Pyka nget tak B
Boo6paxeHunu
Pyka nosTopsieT xect

Her e nosTopsiet

B3pbi

He nonyuaetcs

Hukakoe gBunxeHve
C/BILHO KaK MO THIAIBIM
creHam Tever

Boaa

Boga Tever

Kopuunesas soga

Mo Hore nonset xyk
OrpomHBIi Mep3KMit XyK
A Tam HaBepXy XeHa Most
XUXUXUXUXMXUXXM

Bbi KaK TO He O4eHb BOAKY

Mbete

Ye HeBkycHas
A Ham HpaBuTCa
Hy noiigemte
1 Bac c Heil
No3HaKoM/Io
Ho npowy
Bac

OueHb TUXO
Ona He
NiobuT korxa
rpoMKoii
Myxa

Mmnoe sce
Bce

rHunoe

Yro 310

310

BOCMOMUHaHMe
Wnmn moxer
Haoo6opT

370 To uTO ByAET B
Gyaiouiem

rae

a7

HesbiHocumas 6onb
HesbiHocumasn

Bce 6onbHeii n
6onbHeit

Aa oueHb cvewHast
wyTkanoTB

«Kak 6bITb kakum
xouewb 6bITb?Hukak»

XUXUXMXMXMXMXMXUXUX

MeTposuuy HpaBuTCs
OueHb

Bam ToXe NOHpaBuTCs
XUXUXMXMXMX

NagHo Tak

Jlexbiy

Msi noiiaem HaBepx?
K koponese matke
AKTpUCa AenaeT war B npepea
Aenaet penavky
Cbemka Ha nasxe
PagoMm c Helt
Mopsuok

OH Takoi rosopuT
Bce 6yaet xopowo
Ynvibaetcsa.

OHa npoBasvBaeTcs B
Hukyaa

Ee 6o/bwe HUuero He Tpoaret ee
Wnm ee abcTpakTHoro
MepcoHaxa

Kak MoxHo aaBaTh

CBOWCTBA TOMY

Ybs Aywa He pparmeHTUpoBaHa?
Kak MOXHO xapaKTepupo3oBaTh

Ycranocts?

MoTok 6es3 cioxeTa
SBNRETCA NN ABMKEHME
akTpuchl Hactoswee?
PeanbHo?

A TaHuyio B BeHeuun
PeanbHee /v i vem
KMHOCbeMKa
310ro punbMa rae s
pa6otan
XyaoxHUkom?
Yro Ha aTO
CKasaHo B
61bann?
B uem
cmbiCa

BonbwwnHcTea
CioxeTos?
CKpun CTyneHn Homep
oanH
CKpyn CTyneHn Homep
ABa
CKpun cTyneHn Homep
U
CKpun cTyneHn Homep
yeTbipe
CKpyN CTyneHn Homep NATb
CKpyN CTyneHn HoMep WecTb
CKpyN CTyneHn Homep ceMb
CKpyn CTyneHu Homep BoceMb
CTyreHb HOMep AEBATb He CKPUNUT
CKpYN CTyneHn HoMep AecATb
Heckonbko waros
A 6yay
BOT TyT KOMHaTa Moei XeHbl

06uAHO YTO
Jlexbly
CHammn

He

owen XMXUXMXUXAX

XoTs MoxeT Tak nyuwe Gyaer
Kakoit BKyC MOXeT MMeTb
nupoxHoe

CbeseHHoe AaBHO?

AKTpMCa ONsATb KypUT

Thi TYT TMNa 4TO TO
Kpacuws

Hy crapatoch
BoT rvpnsHAbl
A npuayman
Knaccrble

rAPAAHABI
[a MHe Toxe
TaK KaxeTcs
[Aonruit
AeHb
YXOANT B
HOYb

Kakoe camoe
npocroe

€N10B0 4TO bl ONMCaTL 6onb?

He 3naio

MosxHo curapety?
Jlesas pyka
Mpasas pyka
Jlesas pyka
YkasaTenbHbii
Maney

BonbLot naney

Jlesoii Horn

Huuero He

[Avraetca

A BVXEHMS HUKAKOrO
Hurae

DuoneTosbIit UBET
Boer B rnasa

CunbHo

MHe HpaBUTCA KMHO
MoTomy uTo Kaxetcs
Yro Tam BCe HacToswee
AsnxeHus

W npoyee

MAHEKEH

1

Monpo6yiite NnpeacTaBUTL
Kak Bbl 6epete

fi6noko

MakHeker

Meitatocs
PeKOHCTPYKTYpUPOBATH 3TO
MBITAIOCk XOTb YTO

HI6yab BCNOMHUTL
BcnomuHaetca

HO He ocobo

Tk ABVMXKEHUA HET

Moxer ecnm aBnxenme Gyaer To
nerye Byger

He ysepeH

6yab yBepeH

MaHeKeHbI FOBOPAIT 1 MOMOratoT
Tebe BcnomMHuTs 370

TBOS NAen

Aatbl 370 peiik

MoacTasHble AaTbl

Bce A0BO/IbHO abCTPaKTHO

He nmeet

O/IblrA TOBPENYTC. 3CKU3bl K CNEKTAKNIO ABCTPAKLMA

OuepTanus

Jlesas Hora

Mpasas Hora

OHM Xe NMeloT O4epTaH1s
1 ke MOry UMM ABUTaTb
Her He moxewsb

Tbl cMAUWB Ha 6ONbHUYHOM
Koiike

MepBoe 4To Tbi BUAMWb 3TO

KapTuHa Tpuntux

Mpun MOMeHTe

Koraa s npocHyncs
Cpasy

Ac6TpaKTHbI
TpUnTUX

HatanyTeii
Kak 3aHaBec

HenonatHo
Kroero

nosecun
Momoraet am loasm

OH npu NpoByxaeHnn

B pyke nuctoner

Her

Pyka He aBnXeTcs

Aywnt maHekeH

Her

He gywut

MaHekeH rosopuT

Het He rosoput

Kocmoc

Yept Cioaa noagoinaet KTo Hubyab

A xe npocHynca

BOT 0Ha MOf XeHa Ha BTOpOM

JTaxe

Maaaaa

MpukoBaHHoe Teno

MpukoBaHHoe Teno

W3ypoaosaHHoe

Bce B camsn

CTapoe MeANLMHCKOe
obopyaosaHme OHa HeMHOro
6e3ymHa

Hy KT0 TyT He 6e3ymeH KoHeuHo
XoTa nexpiy He

3Byk Yacos

Bpewmsi ee kopmuTh

Xota

3HaeTe oHa xe CiuT

Mpsm cnsawas Kpacasuua

Aa?

Aa

[asaiiTe He 6yzem ee 6yanTs? He
6yaem xe?

Aa

He

6yaem

Mue nopa

Buiberaio

Canwkom MHoro

3aragok

Ho Kak 06bACHUTL

Ye 06bACHNTL He

Monyyaetca

OnAaTb TeMHOTa

MponetatoT vaiikn

Bpoae pacceet Kpacusbiii paccseT

OLGA TOBRELUTS. SKETCHES FOR THE ABSTRACTION PLAY

Ceityac 6bl MokypuTe

Lym cupex

OpraH urpaet

TuTapa BcTynuna

Ortkyaa TyT 370 BCe

Curee

CTaHOBUTCA PO30BO-XeNTbIM YAap
3aTem eweé oguH

Yaap ewé cunvHee

Yaap Aepesswkoii ¢ reo3aem bonb
oTreosas

KoTopbii BNMCbIBAETCH B KOXY
Bosb HeBbIHOCUMas

3ayem uTo mbo genatb Koraa Bce
nosTopseTcs

BoT 51 yxe B kamepe BobHNYHOMN
TiopemHoI

Kuro

YTpo

Mpocbinatoch
MomsaTas Moaywka
BuaUMO MHOIA

Her

Her

370 yxe 6110
Kopwaop

MepTsas [lesywka
Bcst namaTb pacwara
Bce HUTM 3anyTanuce
Kak pacnyTarth 10 uT0
He Mognexut

Tomy 4To 6bI
pacnyTatb

Ho umeet nog coboit
4T0-T0? Tebst AywmT
Fancryk

Tol He

caenan

pa6oty

XoTb u

obewan

5.52

KapTtuHa

CvHMs

Jvnna

8

Keaapate

8

TpeyronbHuke

MypnypHoe
macno

Pasbutbie

amouum

To o uem He
cneayer

rosoputb Jlyuwe
npomonyats
XUXNNX

XKanb Tbl Ham

He noHpasmnace
Ycnex

OnbsHet

Benbiii noTok
SHeprum

CrnbHbId

MoTok 6enoit
3Heprim

Kro?

CTouT 2m A0BEPATL
noaam?

Mowesenn

JleBoii pykoii Mpasoit
Pykoit JleBoit
Mpasoii MpeacTass
Kak Tbl ngews

Mo

Necy

OavH

Her

TaKoro He Moxer

BbiTh

pAaoM

Co MHOI Ky4a MaHeKeHoB
Onu mow apy3ba
Konnern

Ynenbl

Cembu

Tel nepeaan noptdens
KOTOPbI

[AlonxeH 6bin nepeaats?
Ot

Woit

Byaym

Tc

LLle/KoBbIE NPOCTBIHM
Boxksanbl

Jleca

Ounbmbl

Knro

Koraa Tel 661 peanbHeii Bcero?
Koraa He 6bi10

Pamku

Bcnomunaii

Her

Benbe ¢ kpokoannamu

Yaap
Ewe
Yaap
n
3aTem ewé
Cobaka
Naii Cobakn
Moesa TemHoTa Kowmap
BeckoHeuHblit Kowmap
[suraii nesoi pyKoii
[surain
npasoi
pykon
Bcaywarica
B3BYKM Bce
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