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ExaTepuHa CenesHeBa

Npea BbicTaBkM «EBpona — Poccuna —
EBpona» [0BONBHO npocTa: ecnu
cobpatb 13 BeayLiX My3eeB 28 eBpo-
E B PO "A MENCKNX CTPaH MO HECKONbKYy 3aMeT-
HbIX, 3HAKOBbIX MPOW3BEAEHUNN, He-

4

NPEeMeHHO NONy4YnUTCA NpeacTaBUTE N b-
Hasa 3KCNo3muusa, Kotopas AacT pasHoobpasHblii matepuan
Ans obcyxaeHus uenoro psaa npobnem. B camom obuiem
BUE OHU MOTYT ObITb CHOPMYNIMPOBAHbBI MPUMEPHO TaK: KaK
M KOrga cnaranucb NnacTuyeckue A3bIKU €BPOMencKoro
nckycctea? Moyemy M Yem pasNMyaloTCA XyAOMKECTBEHHbIE
NpoLecchl B 0TAENbHbIX permoHax EBponbi? Kak npoucxoamt
B3aMMOMNPOHNKHOBEHME W B3aMMOBMSIHUE UCKYCCTB? B Ka-
KX COOTHOLUEHWUAX HAXOAATCA KYNbTYPHbIA U UCTOPUYECKII
npouecchl? Kak NofinMTUKa OTpaxKaeTcsi B UCKYCCTBE, U Onpe-
AEeNnAeT N OHO NOAUTUKY?..
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MbI N0006HLI KAPAUKAM, CMOAWUM Ha Nje4yax
2U2aHMOB, U JIUWbL NOMOMY CNOCOBHbI BU-
Odemsb Oasbuie ux.

Anenapa bamckui

aKuM 06pa3oM, OAHOW W3 OCHOB-
THbIX 3ajla4y crana BO3MOXHOCTb

NpoBeAeHNA HeCN0XHOro Ha nep-
Bbll B3rnAfj 3KcnepumeHta. Ero cytb
COCTOWT B OpraHU3auumn BbICTaBOYHOW
naowaaKn, Ha KOTOpOW BCTpeyatoTcA
n3bpaHHble MPOU3BEAEHUSA XYAOXKHU-
KOB Pa3fNYHbIX HaLMOHaNbHbIX LIKOJ.
B eanHom npocTtpaHcTBe OKasbiBaeTcA
cobpaHHbIM UCKYCCTBO pasHbIX CTPaH U
ncropuyeckux anox. OAHON 13 NpUHLM-
nuanbHbIX 0COGEHHOCTEN AaHHOro Npo-
eKTa CTajo HernpemMeHHOe ycnoBue, 3a-
Kntovatoleeca B ToM, 4yto myseun Crapo-
ro Ceta Ao/mkHbI O6blIM camu oTobpaThb
npoun3BefeHnsa, KOTOpble KaxyTca WM
BaXXHbIMW ANA NpeAcTaBieHUA VMEHHO
Ha POCCUMMCKON 3KCMO3ULMOHHON Tep-
puTOpUMN.

3aBegoMoe HanpsxeHue BbICTaB-
KW nponeraeT Mexpay ABYMA MNONAPHO-
CTAMU: «(paTaNbHOCTbIO» BCTPEYN B 3a-
nax TpeTbAKOBCKOW ranepen u pasHo-
obpa3nemM TouyeK 3peHUA Ha BblGpaH-
HbI cnocob o6beamHeHua pabot. Beab
Y KaXA0ro My3esn CBOA KOHLeNuMaA Kyb-
TYPHOW WHTerpauumn, cBOW, UHOrAa OT-
Anyalolmecs oT npepnaraembix Apyru-
MU ydacCTHUKaMu, obpasbl uctopuu uc-
KycCTBa, CBOe MOHMMaHWe COOTHOLue-
HUIM 1 BaXHOCTWU OTAENbHbIX NepuosoB
npownoro. MiHaye roBopsa, y Kaxzoro
cBOe npeAcTaBieHve 00 aKTyalbHOCTM
TBOpYecTBa.

«Espona - Poccus - EBpona» - Bbic-
TaBKa MMEHHO cerogHsAwHero AHA. Bce
npeAcTaB/eHHOe Ha Hell COBPEMEHHO 1
3Hauynmo. CtaBMTCA 3aja4a He TONbKO Mo-
OyAWTb HbIHELLIHEro poCCUiCKOro 3puTe-
nA yBUAETb U OLEHUTb NCTOPUYECKUN
apTeaKT Kak TaKoBOW, HO U JaTb eMy

Mactepckas Workshops of the
Heamtckoro Neamt Monastery
MOHacTbIpA Epitaphios - The

OnnakusaHue Xpucma
1437

Cepebpo, cepebpsiHoe U
30/10TO€ WNTbeE,
KpaLUeHbIii LWenK,
XeMuUyr Ha LWesKe
194x115

HauuoHanbHbIi My3eit
nckyccet PymbiHun, Byxapect

Lamentation. 1437
Silver and silver gilt
thread, coloured silk
and pearls on silk

194 by 115 cm

The National Museum of Art
of Romania

camocToATenbHO (OopMMpOBaTb HOBble
XYLOXKECTBEHHbIE UAEeW, C TeM 4ToObI Tpa-
AVLMA He oTpbiBanacb OT COBPeMeHHO-
CTW, a KynbTypa 6bl NoOHWManack He nNpo-
CTO KaK «30Ha OTAbIXa», HO U KaK npo-
CTPaHCTBO BUAEHUA U co3uaaHua byay-
wero. BakHo 0TMeTUTb, 4TO MHOTME NpPO-
n3BeaeHna OyayT He TONbKO B MepBbIi
pa3 nokasaHbl B MockBe, HO 1 BnepBble
OKaXyTcsi COOpaHHbIMM B €AMHOM 3KCMOo-
3ULWOHHOM Mone.

XoTs M3BECTHbINA UTANIbAHCKUI XYy-
JoXecTBeHHbIN KpuTuk A.6.OnvBa Bnon-
He crpaBeAsMBO XapaKtepuayet EBpony
KaK KOHTMHEHT, «rie UCKYCCTBO BCeraa
00/1a4an0 VCKIYUTENBHOMW WAEO0NOIU-
YeCKOI 3HaYMMOCTbio», OblNo Bbl 0AHO-
6OKO 1 HETOYHO NpPeACTaBNATbL ITOT Npo-
eKT TO/IbKO B KOHTEKCTe HbIHEWHUX eB-
pOMencKMx NoAUTUYECKUX U 00beanHM-
TeNbHbIX TeHAeHUMIA. HaBepHoe, B 3TOM
cnyyae BaxHeWlwwen 3ajayveit okasancA
6bl KOHLENTyanbHbIN (4TOObI He CKa3aTb
TeHAEeHUMOo3HbIN) noabop npousseae-
HWIA, 1 peyb Obl Wa, nycTb MeTadopurye-
CKW, 0 6anaHce CUN U MHTEPECOB Ha eB-
ponenckon cueHe.

MpennoxeHHbIN HaMK MeTOJ, OTKPbI-
TOrO CNOXeHUA XyLOXEeCTBEHHOro CoAep-
KaHWA BbICTAaBKWM CTaBUT BO rMaBy yrna
[OMOSIHEHWS, HANOXeHMsA U MHoroobpa-
31ie CMbICNIOB 3KCMO3ULMOHHOIO cofep-
)KaHWA, KOTopble yCMewHo KOMMeHcupy-
0T HeKoTopyl ero «HecOGanaHcUpoBaH-
HocTb». COBOKYMHOCTb MCTOPUYECKOro 1
COBPEMEHHOro MCKycCTBa pa3HbIX CTpaH
npeactaBnfer 0cobblil rymMaHWTapHbIN
KeCT - ero cyTb B cB0o6OAe BblGOpa 1 pas-
Hoob6pasun npeanoxeHuii. Hageemcs, oH
B XOpOLUEM CMbIC/ie M03BONUT NOBEPATD,
KOPpeKTUpOBaTb, @ BO3MOXHO, U BIVATb
Ha TpeHAbl WUIW TeHAEeHUMU nonAuTuye-
CKOW NPaKTUKW.

Paspensana yTBepxaeHue aHruin-
CKOro uCTOpuKa ucKycctBa Tomaca
BynbdeHa o ToMm, UTo «KynbTypy onpege-
NAET MEeCTHbIl XapaKTep — HeuyTo, 4YTo
C/IOXHO onucatb, He npuberas K puTo-
pPVKe HamnbIWEeHHOro HpPaBOY4YeHUA», Mbl
NoATBEPXKAAEM, YTO Ha CUMBOJIMYECKOM
Tepputopum o6beamHeHHon EBponebl, - a
BbICTABKY HYXXHO BOCMPMHMUMaTb UMEH-
HO TaK, — IMaBHYl0 pPO/ib UTpaloT OTAEeNb-
Hble npou3BefeHua. Ho Takoe rnaBeH-
CTBO CaMOro WMCKYCCTBa, Npoucxoasiue-
ro M3 MHOrMX CTPaH W 3MO0X, B MepByto
oyepe/b CHMMaeT BOMpPOC O rpaHMLax B
MX MPUBLIYHOM, pasfensiolleM, 3Haye-
HUW. Beab rpaHnLbl CMbICNOB, BO3HMKa-
IOWUX Mexzay rpynnamu npovsBefeHui,
CKopee BbIABAAT TO, YTO 00beauHseT
nojein, no3sonsAer 00LWaTbCA Ha eANHOM
A3blKe WCKYyCCTBa, OCTpee BOCMPUHU-
MaTb YHUKaNIbHOCTb KaXA0ro NHAMBUAY-
aNlbHOrO BbICKa3blBaHUSA.

CoctaB 3kcnosuuum «Espona -
Poccusa - EBpona» crnoxuncs, Kak yxe
ropopuiaoch, 6narogaps ycunvMam MHo-
rMX eBpOMEerCKUX KypaTopoB U aKTUB-
HON [eATeNbHOCTU My3eeB, KOTOpble

HewnssecTHbi
CKynbnTOp U3
BpatucnaBbl unu Behbl
Jesa Mapus.

W3 ckynbnTypHOM
rpynnbi
«bnarosewieHne»

Ok. 1480
MonnxpoMHoe aepeBso,
nosonorta (?)
148,5x55x42
CnoBaukas HauvMoHanbHas
ranepes. Bpamcnaaa

Unknown sculptor
from Bratislava

or Vienna

Virgin Mary from an
Annunciation Group
Limewood polychrome,
golden folia

148.5 by 55 by 42 cm
Slovak National Gallery,
Bratislava, Slovak Republic
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temporary European political, unifying  Voxans BOKCBEPTEP
trends. Had this been the case, the main  CTAPLII
task of the participants would have been  Kaisep @epdutara |
limited to a conceptfual, not to say fen- (1503-1564).
. K . . MopTpet B nonHbIN pocT
dentious, choice of pieces, and the entire ' =~
event would, metaphorically at least, 206x109
Adelard of Bath have been focused on the balance of  Myseiucropun nexycersa.
forces and inferests in the European Be®Aec
arena. Johann
The chosen method of free accumu-  BocKSBERGER
lation of artistic content allows first and  the Elder
foremost for diversity, mutual comple-  Kaiser Ferdinand I
mentation and superimposition of mean- ~ (1903-1564).
ing within the exhibition space. All this :L;Irl;lr?fth
serves to compensate for the somewhat g on canvas
unbalanced nature of the result. The free- 206 by 109 cm
dom of choice offered to participants and At History Museum.

“We are like dwarfs sitting on the shoulders of
giants, and so able to see more...”

Yekaterina Selezneva

EUROPE

Vienna, Austria

RUSSIA

Cs. CmaHucnas
LlenaHoscKull.
Ok. 1520
[lepeBo, Temnepa
92x98
HaumnoHanbHbiii My3eil,
Kpakos, Monbwa

St. Stanislaus of
Szczepanow.
C.1520

Distemper on wood
92 by 98 cm

National Museum, Krakow,

Poland

Europe” was a simple one: bringing
together important works from lead-
ing museums from 28 countries cre-
ates an impressive exhibition. Careful
study of these works gives rise to a
multitude of fascinating questions and discussions. The
most obvious, perhaps, would be: when and how did the
plastic languages of European art develop? How, and why,
do the artistic processes taking place in various areas of
Europe differ? In what ways do the arts overlap and influence
each other? What is the relationship between cultural and
historical processes? How is politics reflected in art, and
does art determine politics?
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“Europe, Russia, Europe” exhibi-

fion was to stage an experiment
which might, at first glance, appear sim-
ple. A single exhibition space was to unite
selected works by artists from different
national schools. Art from different coun-
tries and different historical periods
would b shown under the same roof. One
of the most important features of the
event was the condition that all the “Old
World” museums select works specifical-
ly for display in a Russian exhibition
space.

Thus, on the one hand, this colour-
ful collection of works of art would be
brought together in a given location - the
rooms of the Tretyakov Gallery. On the
other hand, however, each participating
museum inevitably possessed its own
view of the event, and therein lay
inevitable tensions. Every museum has its
own individual perception of cultural
integration, and its own approach to art
history, which may differ from that of
other museums. Different museums may
disagree on the relative importance of
periods in art history and on the relation-
ships between these periods. Finally, of
course, each museum has its own unique
idea of the kind of art that is relevant
today.

“Europe, Russia, Europe” is a truly
contemporary exhibition, and all of its
exhibits possess meaning and impor-
tance in the modern context. The organ-
isers hoped that viewers would not only
see and appreciate these works as his-
torical artefacts, but would also be able
to form new artistic contexts. Thus, tradi-
tion will be linked fo modernity, and cul-
ture can be seen not merely as a “recre-
ation area”, but as a space where the
future is projected and formed. We
should add that many of the pieces had
never before been shown in Moscow, and
that a great number had never previous-
ly been shown together.

As Achille Bonito Oliva writes,
Europe is indeed a continent “where art
always possessed exceptional ideological
importance”. It would, nevertheless, be
short-sighted and incorrect fo place this
project exclusively in the context of con-

The idea behind “Europe, Russia, One of the main tasks of the

the diversity of the works themselves -
the exhibition includes both historical and
contemporary art from a whole host of
countries - combine fo make the exhibi-
tion something of a humanitarian gesture.
It can be hoped that this event may have
positive value in promoting assessment
and examination of political trends, and
that it may - who knows? - yet come to
influence political practice.

Sharing Thomas Wulffen’s view that
culture is determined by local character
- something difficult to describe without
lapsing into pompous or moralising rhet-
oric - it can be noted that in our symbol-
ic united European space (for this is how
the exhibition should be viewed), the
main part is played by specific works. The
precedence of art from many different
countries and periods encourages a
breakdown of divisive boundaries. The
boundaries of meaning, on the other
hand, which viewers perceive as existing
between different groups of works, serve
on the whole to unite, rather than to
divide: people find themselves communi-
cating in the same language of art, able
more fully fo appreciate the unique
nature of each individual comment.

The “Europe, Russia, Europe” exhibi-
tion was made possible through the
untiring efforts of a large number of
European curators. Around 50 museums
took part in the project, and its concep-
tual framework was put in place via a set
of three questions, which participants
were requested to bear in mind. These
ran as follows:

1. What kind of works of art have
importance in national art, as well as hav-
ing a bearing on the history of European
art?

2. What kind of works of art speak
of cultural or political modernisation and
self-determination in a changing world?

3. What kind of works of art pro-
mote open communication, reflecting the
new reality of the industrialised, media-
filled world?

Initially, each question was to relate
to a specific period in the socio-cultural
development of Europe, the first corre-
sponding to the formation and self-deter-
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mination of national and European cul-
tures. The second would have included
the successive stages of modernisation
brought about by developing economies,
political revolutions and the emergence
of a new language within art, that of
modernism. Finally, modernity, encom-
passing the vital issues of our times,
including the impact made by a glob-
alised economy and growth of communi-
cations on man'’s self-identification and
understanding of the cultural context.

The diversity of “replies”, or works
of art, received in response to our ques-
tions showed the impossibility of dividing
the exhibits into these three neat groups,
which could have been called, say, “For-
mation”, “Change” and “The Future”. In
the course of the project’s development,
however, organisers and viewers have
nonetheless been able fo distinguish cer-
fain groupings and areas of meaning,
however impermanent. Some may seem
less important than others, yet all are
valid and interesting: the size and diversi-
ty of the exhibition allows the viewer to
focus equally on large topics and minute
details.

Some of the more obvious potential
groupings deserve attention.

Foundations. Two groups of works
allow viewers to study some of the most
important aspects of the formation and
development of European culture and
civilisation. The first corresponds to the
Greco-Roman tradition, existing and
evolving for over 2,500 years. The “mod-
ernisation” of this fradition gave us

Renaissance and modern art, whilst its
myths continue to be accepted and rein-
terpreted by artists of all ages worldwide.
As Sergei Averintsev wrote: “The Greeks
did not merely create their own culture -
concrete, historically unique, possessing
its own specific characteristics and local
limitations; through a dual creative
process, they simultaneously built a para-
digm of culture in general.™

The second group in this category
relates to Christianity. The visualisation
of spiritual experience as the foundation
underpinning the development of the
Western, or European mentality is pres-
ent in icons, sculpture and embroidery.
Images of saints and interpretations of
pagan and mythological subjects have a
meaning for the modern viewer too. The
symbols of Christian faith have remained
constant for centuries, and their continu-
ing artistic, aesthetic and museum use
has not erased their sacral meaning. The
religious works from Romania, Cyprus,
Poland, Portugal, the Slovak Republic,
Slovenia and the Czech Republic still
hold the same spiritual significance,
whilst academic intferpretations of
mythological material from ancient
Greek sources differ enormously: one
may compare examples, for instance,
from 16th century Italy, Estonia, England,
Ireland, Russia, and 19th-20th century
Greece itself.

The theme of the ideal, or the
absolute, is present in both groups within
this category. In the brooding, reflective
works of late 20th century artists, it
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Mutep CTEHBEMK
Vanitas («Cyema cyem»)
Ok. 1653

Xoncrt, Macno

79x101,5

MyHUUMNanbHbIA My3ei

JNakenxan, JlengeH,

Huaepnanap!

Pieter STEENWIJCK
Vanitas still life

C. 1653

0Oil on canvas

79by 101.5 cm
Lakenhal Municipal Museum,
Leiden, The Netherlands

! Averintsev S. S. Ritorika i
istoki yevropeiskoi kulturnoi
traditsii. (The Rhetoric and
Sources of the European
Cultural Tradition), Moscow,
1999, p. 352.

resounds with poignant urgency - as in,
for instance, Picasso’s famous “Monu-
ment to the Spanish Who Died for
France”, “A Room for Homo Sapiens” by
the Cypriot Theodoulos Grigoriou, or
“Mirror Disks” by the Belgian Pana-
marenko.

Heroes. Including portraits and
compositions with people, this category
prompts discussion on fate and the role
of the individual in history. The main
dimension of a state’s development is its
human aspect. Political figures and mili-
tary commanders embody ideals of
national independence, religious self-
awareness and their countries’ inclusion
in European civilisation: this can be said
of the portraits and scenes showing John
the Steadfast, the Austrian Kaiser Ferdi-
nand |, King Gustav Il Adolf of Sweden
and Peter the Great. Besides politicians,
we see portrayed a number of philoso-
phers and influential thinkers: René
Descartes, Nikolai Gogol, the Hungarian
painter Adam Manyoki, and Latvian artist
Janis Mitrevics. These figures could offer
their vision of the world as a whole, or
expound on the importance and will of
the individual.

A portrait is a product of its time.
John Singer Sargent’s subjects, for
instance, clearly lived in turn-of-the-
19th-century England, whilst Janis Mitre-
vics, here portrayed “trying on” a female
body, inhabits the gender discourse cur-
rent in international modern art.

Events and Symbols. The revolution-
ary changes frequently associated with
freedom and progress can be linked to
individual names (see Theodoros Vryza-
kis's “Reception of Lord Byron at Misso-
longhi”), allegories (such as Sean Keat-
ing’s “Allegory”, or Francois Rude’s “Génie
de la Patrie”), and common metaphors
reinterpreted (Jack Butler Yeats’s “Sing-
ing Horseman”, Georg Baselitz's “Eagle”
or Ernst Fuchs's “Golden Heart”). As
Nicolas Bourriaud notes, “Now nearing
reality, now departing from it fo embrace
abstract or archaic forms, art plays with
reality a complex game of submission or
resistance.”

Through their portrayal in litera-
ture, real historical figures and heroes of
folk legends can become national sym-
bols - vital elements of an entire people’s
identity. Such a consideration allows us
to group together a number of paintings,
at first glance extremely different: Niko-
lai Abildgaard’s Hamlet, Robert Wilhelm
Ekman’s Finnish pagan goddess Ilmatar,
and Carlo Marafta’s Italian version of
Cleopatra. This small, yet important
group is closely linked to the next cate-
gory.

Location. Many of the participating
museums chose to submit works which
portray places: diverse landscapes or
views, in which man is present as a part
of nature, a “measure for objects”, or a lit-

NpUHAAN yyacTue B npoekTe. KoHuenTy-
anbHble OPUEHTMPbI BbICTAaBKU Oblin
NpoABNeHbl B CUCTEME W3 CleAyoLnX
Tpex BOMpOCOB, afpecoBaHHbIX CTpa-
HaM-y4yacTHuMLaMm:

1. Kakoe npounsBegeHune oKasbiBa-
€TCA BaXHbIM B HALMOHaNbHOM MCKYyC-
CTBe W BIVATENbHLIM B MpoLecce eBpo-
nencKom NCTopumn UCKyccTB?

2. Kakoe npou3BejeHue HeceT B
cebe nAel KylbTypHOW WAV moauTuye-
CKOW MopaepHuU3auun, camoonpegene-
HUA B MeHsAlOLWeMcA Mupe?

3. Kakoe npowu3BeaeHve HeceT B
cebe naeto oTKpbITOro oblweHns, otpa-
KaeT HOBYIO peaNbHOCTb MHAYCTpUanb-
HOro, MeiMHOro Mmpa?

M3HavanbHo npeanonaranocb, YTo
KaXAbl1 U3 BONPOCOB MOXeT BbITb COOT-
HeceH C onpefesneHHbIM MepUoAoM Co-
LUMOKYNBTYPHOTO Pa3BUTUA PasiNyHbIX
Tepputopuii EBponbl: 310 nepuog ctaHo-
BJIEHUA 1 caMoonpeseNeHna HaLunoHanb:
HbIX U 006LLeeBPONENCKOW KynbTyp; 3TO
3Tanbl MOAEpPHM3aLUMW, CBA3AHHOWN KaK
C pasBMTMEM 3KOHOMWKW, TaK U C nonu-
TUYECKUMM peBoNoUNAMU 1N HOPMUPO-
BaHMEM HOBOro fi3blKa MCKYCCTBa, c06-
CTBEHHO XY/[I0XXECTBEHHOr0 MOJepH13Ma,
W, HaKOHeLl, 3TO COBPEMEHHOCTb, Bblpa-
alolwasn BaxHenwre NpobnemMbl Halle-
ro BpeMeHW, CBA3aHHble C TeM, Kak rnoba-
NM3aumA 3KOHOMUKN U HapacTaHue KoM-
MYHUKaLMOHHBIX BO3MOXHOCTEI Yeno-
BEKa COOTHOCATCA C €ro CaMOWAEHTU-
(durKaumen N NOHMMaHNEeM KynbTypHOro
KOHTeKCTa.

Pa3Hoobpa3ue «0TBETOB» - Npon3-
BeJleHUI, npejCcTaBleHHbIX Ha 3TON
BbICTaBKe, He paspellaeT MexaHW4yecKu
06besMHUTB UX B TPU COOTBETCTBYOLME
3KCMO3MLMOHHbIE TpYyNMnbl, KoTopble
MOXHO Oblno 6bl YCNIOBHO 03arnaBUTb
kak «CrtaHoBneHue», «/I3ameHeHue»,
«bynyulee». EcTecTBeHHbIN XxoA4 pa3Bu-
TWA NpOeKTa, TeM He MeHee, No3BosiAeT
ero yyacTHVWKaM W 3puTeNnaM OTMeTUTb
HeKoTopble, HO BCerga He KOHeuYHble
rpynnbl paboT U CMbICNOBbIE JUHUMU,
KOTOpble NPeAcTaBAATCA BaXHbIMU U
WHTEPECHbIMU, NMPUHUUMMANbHBIMU UK
nepugepuinHbIMu.

Mo3Bonum cebe BbIAENUTL He-
CKOJIbKO OYeBUAHbIX CIOXKeTOB, Beflb Ha
TaKol pa3HOOoOpasHOW BbICTABKE Kax-
AblA BoneH cdoKycupoBaTb CBOE BHU-
MaHuWe Ha OTAENbHbIX MabIX Unn 6onb-
LWNX TeMax.

OcHoBaHwuA. [lBe rpynnbl npov3sBe-
ZeHNIN No3BOAAIT NPOCNeANTb Ha Bbl-
CTaBKe BaXXHelllne acneKTbl CIOXeHUA
W pa3BUTUA eBPOMNENCKON KynbTypbl,
eBponenckor umBuaMsauuu. 310 -
KMBYLAA U M3MEHALWAACA Ha NpoTaA-
XeHun Gonee ABYX C NONOBUHOW TbicAY
NeT rPeKo-puMcKas Tpaauums, «Moaep-
HM3aumMmM» KoTopon chopMmupoBanmn uc-
KycctBo PeHeccaHca n HoBoro Bpeme-
HW, @ MUGONOTMA NPUHUMAETCA U nepe-
pabaTtbiBaeTCA XyAOXKHUKaMMN BCex CTpaH

1N nokoneHumin. Kak He cornacutbea c
C.C.ABepuHLEBbIM, YTBEPXKAABLLMM, 4TO
«TPEeKU COo3Aanu He TONbKO CBOK CO6-
CTBEHHYIO KY/IbTYpY — KOHKPETHY!H0, UCTO-
puYyecKn HenoBTOPMMYIO, CO CBOUMMU
crneynduyeckMMm XxapakTepuctukamm
M JIOKaJIbHbIMU OFPaHUYEHUAMU; OJHO-
BPEMEHHO B IBYEeAVIHOM TBOPYECKOM Mpo-
Lecce OHM co3hanun napagurMmy KynbTy-
pbl BOOOLLEY'.

[lpyras nuHUA cBA3aHa C XpuUCTU-
aHcTBOM. Bwusyanusauma AyxoBHOTrO
onbiTa KakK OCHOBaHUA CJIOXeHUA
3anajHoro, UAn eBpoOMNenckoro, Tuna
CO3HaHWA BblpaXaeTcA B WKOHaXx,
CKynbnType, nuuesoM wutbe. O6pasbl
CBATbIX M UHTEPNpeTaLumn A3bl4eCKUX U
MUGONOrMYECKNX CHOKETOB B PaBHOMN
CTeMeHW COXPaHAIT aKTyanbHOCTb ANA
coBpeMeHHoro 3putens. [pu 3ToM cum-
BOJIbl XPUCTMAHCKOIM Bepbl OCTalTCA
He3bl6NeMbIMU Ha MPOTAKEHUM BEKOB,
TO eCTb XYA0XeCTBEHHOe, 3CTeTUYECKOe,
My3eiiHoe npebbiBaHUE He OTMeHAeT
caKpanbHOM 3HayuMmoctTu un3obpaxa-
emoro. Takum obpa3omM, npov3BeseHUs
Ha penurnosHble cloXxetbl U3 PyMbiHMY,
Kunpa, Monbwwu, lMoptyranumu, Cnosa-
Kkun, CnoseHnn, Yexnn octatoTcs Hesbl-
6nemMbiMU AyxoBHbIMK 06pa3suamu. B 1o
e BpeMA MUGDONOTUYECKME CHOXKETbI,
noYyeprnHyTble M3 TpeyecKkux nepBoumc-
TOYHWKOB, COBCEM MO-pa3HOMY BbIMNA-
OAT B aKaleMUYeCKUX MHTepnpeTaumax
B Utanun XVI Beka, B 3cToHMN, AHIIUN,
Wpnanann, Poccum n camon [peunn
XIX-XX BekosB.

Cdepa ngeansHoro nnv coBeplueH-
Horo B 06enx NMHMAX 3TOW TeMbl ele
Gonee nposABnAeTcs B Npo6GNEMHbIX,
Bonpowarmwmx pabotax XyLOXHUKOB
BTOPOI MONOBMHbI XX BeKa: 3T0 1 Kap-
TUHa-naMATHUK Kuctu [l.Mukacco, u
«KomMHaTa Ans 4YenoBeKa pasyMHOro»
kunpuota [Teogoynoca, n «3epKanbHble
ancku» 6enbruiiua MaHamapeHkKo.

lepou. 3ta Tema, KoTopas ob6beau-
HSET NMOPTPETbl M KOMMO3ULMW, BKIIHOYa-
owme n3obpaxkeHnsA NoAeid, B NepByto
oyepesb npeanonaraeT paccyaeHua o
cyab0e 1 ponv IMYHOCTY B UcTopuu. Mimen-
HO YefnoBeyecKMit MacwTab - rnaBHoe
n3MepeHuve pa3BuUTUA rocyaapcts. Monu-
TUYEeCKMe [AeATenn U MOSIKOBOALbI pa3-
HbIX CTpaH BonoLwaT coboin naen Ha-
LMOHANbHOW He3aBUCUMOCTM, CTaHOBJIe-
HWUS PeNUrMo3HOro CaMoCO3HaHWA, BKAIO-
YeHVA CBOUX CTPaH B npegesibl eBponei-
CKOWM umBMAM3auMn. TaK MOXKHO MOHU-
MaTb MOPTPeTbl U KOMMO3MuuuK, npea-
CTaBNAlOWME CAKCOHCKOro KypdiopcTa
MoxaHHa [NocTosAHHOrO, aBCTPUINCKOrO
kavisepa ®epanHaHpa |, wBeacKoro Ko-
pona [yctaBa Agonbda I, pycckoro nmne-
patopa MNetpa I. K psagy nonutukos go-
6aBnsaAtoTcA punocodbl 1 BNACTUTENN AyM,
Takue, KakK (paHUy3CKUI MbICAUTeNb
PJekapt, pycckmin nucatens H.B.foronb.
MopTpeT cam no cebe cBUAETENLCTBO Bpe-
MeHW. Tak, o4eBUAHO, YTo reponHm x.Cap-

Jlykac KPAHAX
CTAPWINA
Mopmpem WoxaHHa
lMocmosHHo20,
Kypgropcma
CaxcoHckozo. 1526
[lepeBo, macno
57x37

D.pe:meucxaa KapTuHHaA
ranepes, lepMmaHus

Lucas CRANACH

the Elder

Portrait of John the
Steadfast, Elector of
Saxony. 1526

Oil on wood

57 by 37 cm

Old Masters Picture Gallery,
Dresden, Germany

! Asepunues C.C. Putopuka
W WUCTOKM eBponencKomn
KynbTypHO Tpaauumn. M.,
1999.C. 352.

BbicTaBku

[DKeHTa XUBYT B AHruK, a natbiw A.Mu-
TPeBULC, «NpuMepALWNA» K cebe XeH-
CKOe TeNo, CyLLecTBYeT B reHAepHO npo-
6nemaTKe MexAyHapoOAHOrO COBpeMeH-
HOro MCKycCTBa.

Cob6bITnA, cuMBONbl. PeBontounon-
Hble W3MEHEeHWA, YacTo CTaHOBUBLUMNECA
0AHOBpeMeHHO MeTadopoii cBoboabl U
nporpecca, HeCOMHEHHO CWMBOAN3UPY-
I0TCA KaK onpejeneHHbIMU UMeHaMu
(baiipon B lpeuun B n306paKeHUn Xxy-
noxHuKa T.Bpusakuca), Tak n anneropus-
MU (OAHOMMEHHaA KapTWUHa upnaHjua
LW.KuTtnura, «feHuin PoguHb» ®.Proaa)
nnn obLenpuHATLIMU MeTadopamu, NOA-
BeprHytbiMn peBusun («Motownn scaa-
Huk» [x.B.Mutca, «Open» BazenuTua,
«3onotoe cepaue» 3.Pykca). Kak cnpa-
BeANNBO OTMeyaeT PpaHLy3CKUIA NCKyC-
ctBoBes Hukona byppuo, «nckyccetso, To
npubauxasacb K peanbHOCTW, TO yAans-
fICb OT Hee HaBCTpeyy abCTPaKTHbIM UK
apxauuyeckum ¢opmam, BCTynaeT c pe-
anbHOCTbIO B CJIOXKHYIO UFPy NOAYUHEHUSA
WSIN COMPOTUBIIEHUNAN.

Mopyac peanbHble McTopUyecKue
NMepcoHaXn WAN Frepou HapoAHbIX CKa-
3aHWiA, Bon/owWwascb B MTepaTtype, cTa-
HOBATCA HaLWOHaNbHbIMWU CUMBOJIAMMU,
3HaKamMu naeHTmyHoctu. Mo atomy npwu-
3HaKy B OJHOM pAAy MOryT OKa3aTbCs
Takue pasHble 06pasbl, Kak [amner, 3a-
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3axapusa 30MPAD
Asmonopmpem

Ok. 1838

Xonct, Macno

76x50

HaLlIAOHaﬂbHaﬂ XyAoxecTBeHHan
ranepes, Codus, bonrapua
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Zahari ZOGRAPH
Self-portrait. C. 1838
Oil on canvas

76 by 50 cm

Bulgarian National Gallery,
Sophia, Bulgaria

erary or mythological character. Some of
these can be seen as philosophical gen-
eralisations, others as poetic metaphors.
Even this modest collection of views can
be used to illustrate some of the main
stages in the development of the Euro-
pean landscape: the Flemish realism of
Teniers (Belgium), classical idealism of
Turner (England), romanticism of
Friedrich (Germany), 19th century real-
ism of Philipsen (Denmark), Feders
(Latvia) and Liez (Luxemburg), the
impressionist style of Edelfelt (Finland),
Ferency (Hungary) and Purvitis (Latvia),
early art nouveau of Klimt (Austria) and
Dobuzhinsky (Lithuania), the late post-
impressionism of Svazas (Lithuania) and
the conceptual “geography” of Rodrigo
(Portugal).

Manin Action. Scenes of labour and
daily life can show the degree of social
fension present at a particular time, or
convey dreams of social harmony. Artists’
aftention to the work of peasants and
factory workers bears testimony to the
force and power of the “human element”.
On the eve of large-scale historic
upheavals, in the late 19th-early 20th
century, a fime of social revolutions, this
appreciation of the role of the working
man was most evident. The majority of
works showing scenes of labour belong
precisely to this period. Among these are
painfings by Constantin Meunier (Bel-
gium), famous for his portrayal of work-
ers; the impressive “Ages of the Worker”
by Léon Frédéric (Belgium) from the

Musée d'Orsay, Paris; “In the Factory” by
Floris Verster (The Netherlands); and
images of peasants by Adamantios Dia-
mantis (Greece), Ludovit Fulla (Slovak
Republic) and Ivan Grohar (Slovenia).

New Languages of Art. The works in
this group can all be said to have played
an important role in the development of
national, or, perhaps, even European or
world art. The creators of these extreme-
ly diverse pieces were innovators, push-
ing back the boundaries of visual expres-
sion and the transformation of reality. Of
national, rather than world importance,
the work of Bulgarian artist Zahari
Zograph is nevertheless a shining exam-
ple of a painter's departure from
medieval style and language to embrace
a new art, focused on the human ele-
ment. Titian's painting steered contem-
porary art trends from the late Renais-
sance style info baroque, influencing
eminent artists all over Europe to this
day.

The evolution of artistic language
and of the role of art in society is, per-
haps, most evident in the work of mod-
ernist giants such as Pablo Picasso,
Henri Matisse, Kazimir Malevich, Henry
Moore, Constantin Brancusi, Marc Cha-
gall and Vasily Kandinsky. Their oeuvre
served to shape the main tendencies in
20th century painting and sculpture; at
the same tfime, it is difficult fo ascribe
their massive achievements to any one
specific style. Neither can their art be
viewed as belonging to any one country:
the work of such masters is truly interna-
tional. Modernism promoted the emer-
gence of a European and, indeed, a world
language in art, making for a new rela-
tionship with tradition and increased
understanding between different cul-
tures - an innovative language capable of
depicting the ambiguous, paradoxical
nature of modern history and contempo-
rary art.

Movement change. A wonderfully
dynamic and concentrated form, works
of art allow viewers fo access history and
modernity simultaneously - to under-
stand others, and to clarify their own
standpoint. A large number of pieces in
this exhibition can be seen as relating to
past and present changes, primarily in
the arts, through which the scientific and
philosophical characteristics of our ever
widening picture of the world assumed
visible forms. Thus, the exhibition
includes a number of works by contem-
porary artists who quote their predeces-
sors.

Anbbept SAENIbOENBT Albert EDELFELT
Manbyuku y 8o0bl. 1884 Boys Playing on the

Xonct, macno Shore. 1884

90x106,5 Oil on canvas

Myzeit AteHeym, XenbCUHKY, 90 by 106.5 cm

Dunnanana Ateneum Art Museum,
Finland

neyatneHHbln faTyaHuHoM H.Abunbrap-
oM, durHcKas A3blyeckaa 6oruHs Un-
Matap, co3saHHaa P3kmaHoM, 1 utanb-
AHCKasA unHTepripetauma Kneonatpbl Ku-
ctn K.Mapattbl. OyeBuaHa cBA3b 3TOW
HeboNblIOW, HO Ype3BbIYAMHO BaXKHOM
rpynnbl paboT ¢ ApyruMu 13 creaytoLlei
rpynmnbl.

Mecto peiictBuAa. MHorve Myseu
EBponbl BbIGpanu Ans BbICTaBKMU Npous-
BeAEHUSA, NpeAcTaBnAlLLNe BU3yalbHble
obpa3sbl TeppuTopMii. 3TO MO-pasHOMY
WHTOHWPOBaHHbIe Ne3axu uau BUAabl,
B KOTOPbIX YeNoBEeK MpUCYTCTBYET Kak
4yacTb NMpUPOAbI, KaK «Mepa BeLlen» nim
NnTepaTypHO-MU(ONOrnYecKunin nepco-
Hax. Moguac 3To punocodckue 06061 e-
HWA, @ MHOrAa Mo3TUYecKme Metadopbl.
MHTepecHo, 4To faxe He oyeHb 06beM-
Has BbICTPOMBLUAACA JIMHWA eBponei-
CKUMX Nnei3axeln JaeT BO3MOXHOCTb 0TMe-
TUTb HEKOTOpble OMOPHble TOYKN pa3Bu-
TUA WCKyCCTBa: peannsM (namMaHACKON
wKonbl J.TeHnpca (benbrua), knaccuye-
CKu naeannsm Y.TepHepa (Bennkobpu-
TaHuA), pomaHTnsm K-O.®Opugpuxa (fep-
MaHus), peanunsmbl XIX Beka T.9.0unu-
nceHa (danus), H0.Pepepca (JlatBus) u
H.Jlbe3a (Jllokcembypr), MMNpeccUoHMCT-
ckve novickn Adpenbdensra (PuHnax-
anna) n K.®epenun (BeHrpus), npeauys-
ctBre mogepHa y [[Knumra (AscTtpus) n
M.[obyxuHckoro (Jlutea), nosgHuUiM
noctumnpeccuonunsm W.llisaxaca (Jlut-
Ba), KOHUenTyanbHan «reorpagpua» K.Po-
apwvro (MopTyranus).

Yenosek B pgenctBun. BonnoueH-
Hble B MCKYCCTBe CLieHbl TpyAa v ObiTa
ntofel Bo BCe BpeMeHa U3Mepsn Xxapak-
Tep 0OLUECTBEHHOrO HaMpsKeHUsa wuan
Bblpa)kain MeyTy O CouManbHOW rapMmo-
Hun. OGocTpeHHOe BHMMaHWe, C KOTO-
PbIM XYAOXHWKW OMUCbIBAIOT KPeCTbAH-
CKUIN 1 habpuyHbIil TpyA, — 3TO Bceraa
KOHCTaTauMA Cuibl U MOLWM «YyenoBeye-
CKOM cTuxmm». HakaHyHe MacliTabHbIX
NCTOPUYECKUX M3MEHEHWN TaKoe MOHW-
MaHuWe ponu nofen TpyAa XapaKTepHO
ana KoHua XIX — Hayana XX BeKa, 3noxu
couunanbHbIX pesontouuin. HecnyyariHo
MMEHHO K 3TOMYy nepuojay OTHOCUTCSH
60/IbIIMHCTBO 3KCMOHATOB, OTPAXAtLLMX
«Temy Tpyza» Ha 3Toi BbicTaBKe. Cpean
HWX — NPOM3BeAeHNA KnaccuKa pabouen
Tembl K.MeHbe (Benbrus), Tpuntux «Bek
nponetapmuata» TaKkxe OenbruiicKkoro
xyaoxHuka J1.®pegepuka, npepocras-
NIeHHbIA Ha BbICTABKY MNapUXCKUM
Myseem Opce, kapTuHa @.Bepcrepa
(HnaepnaHabl), KpecTbAHCKME CHOXKETbI
A.lnamanTtuca (fpeumns) n 1.®ynabl (Cno-
BaKus).

HoBble A3biku uckycctsa. Pelato-
WKe No CBOeMy 3HayeHuto U MaclTaby
BAVAHUA ANA OTAENbHbIX CTPaH eBpo-
NencKoro KOHTUHEeHTa U MMpa B LieSioM -
TaK MOXHO OXapaKTepu3oBaTb BecbMa
pa3Hoobpa3Hylo rpynny npou3BeseHuni,
aBTOpbl KOTOPbIX B pa3Hble 3MOXW cTa-
NN HoBaTopamMu B cdepe BU3yasibHOroO
BbIpa)KeHWA, @ 3HAa4YUT, U NpeobpaxeHnn
fecTBuTenbHocTU. JIoKanbHbIM, HO Ap-

KoHcTaHTWH
BPAHKY3U

Monumsa. 1907
BpoHsa
111,5x35%x120
HauunoHanbHbIi My3eit
nckyccets PymbiHum, Byxapect

Constantin BRANCUSI
The Prayer. 1907
Bronze

111.5 by 35 by 120 cm

The National Museum of Art
of Romania

Mctucnas
JOBYXUHCKUN
Ynuya Tunmo

Ok. 1907

XoncT, Macno

50x52

JINTOBCKWMIA XyA0KECTBEHHbI
My3eit, BunbHioc

Mstislavas
DOBUZINSKIS
(Mstislav Dobuzhinsky)
Tilto Street

C. 1907

Oil on canvas

50 by 52 cm

Lithuanian Art Museum,
Vilnius, Lithuania

BbicTaBku

KVMM NpMMEpOM pa3pbiBa CO CpeAHeBe-
KOBbIM A3bIKOM W CTUJIUCTUKOW, BbIXO-

[lOM B HOBOe, OPUEHTUPOBaHHOe Ha Ye-
NOBeKa TBOPYECTBO CyXUT paboTa 6on-
rapckoro xyaoxHuka 3.3orpada. *Knso-
nucb TumMaHa nepeBena MCKYCCTBO He
TONbKO W3 nosgHero BospoxpaeHua B
6apoKKO, HO 1 MOBAWANA HA MHOTUX U3-
BECTHbIX MacTepoB, B TOM uucsie u Ho-
Belllero BpeMeHW, B pa3fiMyHbIX CTpa-
Hax EBponbl. 3Bontouns xynoxecTBeH-
HOro A3blKa, M3MEHeHWe MecTa UCKYC-
cTBa B 0obOulecTBe Hambonee ApKo npo-
ABUANCH B TBOPYECTBe CTONNOB MOAep-
Hu3Ma: lNukacco, Matucca, ManeBuua,
Mypa, bpaHky3u, Warana, KanguHckoro.
B »xnBonucu n ckynbnType, ¢ O4HOM CTO-
POHbI, 3TV aBTOPbI OMpPeAeSIUN [NaBHble
TeHAeHUMM uckyccTBa XX BeKa, € Apy-
ro - MacwrtaboMm cBoero TBOpYecTBa
OHU He YKNIafblBalOTCA B «MPOKPYCTOBO
NOXe» CTUIUCTUYECKNX OnpejeneHui.
3Tn XyLoXHMKM XX BeKa He BMWCbIBa-
I0TCA TaKXKe U B Y3KOHAaLMOHaNbHble pam-
K. VIX TBOpYeCTBO NPUHLMUMNMANBHO MEX-
fyHapogHoe. VIMeHHO B paMKax Mofep-
Hu3mMa chopmmpoBasnca obuieesponei-
CKUI 1 0OLWEMUPOBON XYAOMKECTBEH-
HbIA A3bIK, cnocobcTBOBABLINIA OTKPbI-
TUIO HOBbIX COOTHOLUEHUIA € Tpaguumen,
B3aMMOMNOHUMaHu KynbTyp. HeoaHo-
3HAYHOCTb U NapajoKCcaNbHOCTb COBpe-
MEeHHOM WCTOPUU N COBPEMEHHOro uC-

TPETbAKOBCKASA TAJIEPEA / THE TRETYAKOV GALLERY / #2'2007 1 1



Current Exhibitions

Created in the early days of post-
modernism - the most important of
recent trends in art and culture - the
homage to early Renaissance artist Carlo
Crivelli by Richard Mortensen (Denmark)
can be juxtaposed with the “Last Exhibi-

tion” by Ryszard Grzyb (Poland), dedicat-
ed to the Russian avant-garde giant Kaz-
imir Malevich, and certainly a late post-
modernist work.

The capacity of works of art fo
absorb and intferpret the dynamics of
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KoHcTaHTuHOC
MNAPTEHNC
bumsa lepkyneca
C aMa3oHKamu
Ok. 1922

XoncT, macno
115x131
HaumoHaanan KapTuHHanA
ranepes u Myzseit
Anekcangpoca Cyuoca,
AdwHbl, Mpeuns

Konstantinos
PARTHENIS

The Battle of Hercules
with the Amazons

C. 1922

0Oil on canvas

115 by131 cm

National Art Gallery and
Alexandros Soutzos Museum,
Athens, Greece

Exabc KA3AKC

Jambi Ha 83mMopbe
1920

XoncT, Macno
110x100,5

J1aTBUNCKMI HaLMOHANbHbBIN
XYAO0XeCTBeHHbI My3eit, Pura

Jekabs KAZAKS
Ladies on the Beach
1920

Oil on canvas

110 by 100.5 cm

Latvian National Museum
of Art, Riga, Latvia

national and European cultural and artis-
tic trends is also clearly evident in pieces
by Nedko Solakov (Bulgaria), Bela Kon-
dor (Hungary), Erik Bulatov (Russia),
Ovidiu Maitec (Romania) and Silja Ranta-
nen (Finland).

Wandering through the exhibition
halls or studying the catalogue, viewers
will, naturally, establish their own bound-
aries of meaning. For some, the main
boundary may lie between classical art
and modernism; others may wish to focus
on contemporary pieces as a separate,
more radical group; some may approach
the event from a strictly socio-political
viewpoint; others will primarily be inter-
ested in the famous masterpieces. Each
to his own!

The idea behind this exhibition
relates back to the “unifying projects”
which, at first, existed as research pre-
sentations on international relations,
such as “Moscow - Paris”, “Moscow -
Berlin” and others. Examining links
between countries, finding common
ground and, ultimately, laying the foun-
dations for mutual understanding, such
events promotfe development, marking
the growth of a single European cultural
and political space. This tendency is also
reflected in the philosophical field of art:
let us recall, for instance, the “Magiciens
de la Terre” exhibition, or certain projects
within the Kassel “Documenta”. If, just
over a century ago, social development
was seen as linked primarily to socio-eco-
nomic factors, at present we are talking
about building a creative culture-orient-
ed society.

“Europe, Russia, Europe” has shown
that, today, even the most cautious and
responsible institutions for the preserva-
tion and development of culture, namely
museums, are prepared to take part in this
process. At the same time, perhaps Achille
Oliva was right in claiming that “... art has
no function. Paradoxically, creativity - this
abundant wealth, this luxury - is simply
part of man’s biological ‘baggage’ ... A
society is free only when it can folerate
this happy uselessness and superfluity of
art, its joyful attempts to become even
more complex. Finally, the paradox: art
seeks fo complicate our lives, and only a
happy consciousness is capable of sup-
porting all these difficulties.”

The geography of Europe’s cultural
life is, indeed, becoming more complex.
The “white spots” are disappearing off
the maps, as the art market grows ever
more complicated. The “European capi-
tal of culture” - a dynamic, constantly
evolving project - has now been running
for over a decade, and many European
cities have had the privilege of bearing
this title. Today, the Tretyakov Gallery
has the honour of receiving, and show-
ing, a collection of magnificent works
from around 50 European museum col-
lections.

Monac LLIBAXAC
KpacHbie kopabnu
1971

Xonct, Macno

150x200

JINTOBCKUIA XYA0XKeCTBEHHbI
My3eit, BunbHioc

Jonas SVAZAS
Red Ships. 1971
Oil on canvas

150 by 200 cm
Lithuanian Art Museum,
Vilnius

Aan TOOMUK
Omey u cbiH. 1998
Bugeo, 3 MuH
JcTOHCKan HaunoHanbHasa
ranepes, TaNnuHH

Jaan TOOMIK
Father and Son
1998

Video, 3 mins
Estonian National Gallery,
Tallinn

KycCTBa Bblpa3una A3blKOBaA WHHOBA-
LusA nociegHero.
JBmkeHne/n3meHeHue. MNponssese-
HWA WCKYCCTBA - YAVBUTENIbHO MOABWXK-
HasA 1 eMKas cdepa, No3BonswoLan 3pute-
N0 0AHOBpEMeHHO 06paTUTbCA K UCTOPUK
1 COBPEMEHHOCTU, NOHATL APYrnX 1 onpe-
AennTb CBOK no3uumto. MHorne pabotbl,
BOLUE/LLNE B COCTaB 3KCMO3MLMW, TaK UIn
MHaye MOXHO MOHMMaTb MIMEHHO C TOYKM
3PEHNA yKe CBEpPLUMBLUMXCA UM Npounc-
XOAAWMX M3MEeHEHWIN Mpexje Bcero B
rymMaHuTapHoi cdepe, B KOTOPOW Hayy-
Hble 1 gunocodckue 06pasbl paclumpsio-
enca KapTUHbl Mupa npuobpeTatoT
Buanmyto dopmy. MiMeHHo B 3TOM Knioue
06bACHAETCA NOABNEHME Ha BbICTaBKe
paboT COBpeMeHHbIX aBTOPOB, LUTUPYLO-
WMX NpeAWecTBEHHUKOB. BaxHo, uyTo
paboTbl PMopteHceHa (JaHuA) u PIpxnba
(MonbLwa), nocBALEHHbIe COOTBETCTBEHHO
XYZLLOXHUKY paHHero BospoxaeHusa Kapno
KpviBennu v nuaepy pycckoro aBaHrapaa
K.ManeBuuy, kak 6bl 06pamnsioT cBOUMU

[AaTUPOBKaMM BaXKHEWLLYIO 13 NoCnefHNX
XY[LOXKECTBEHHbIX 1 06LLEeKYIBTYPHbIX TEH-
AeHUNIA — NOCTMOAEPHMU3M.

BeposaTHo, nponaa no akcnosmumn
WM NpOCMOTPEB KaTanor, 3puTeNib Bbl-
cTpouT Ans cebs U UHble coaepaTesb-
Hble IMHUKN. [INA 0AHWX BaXHaA rpaHun-
LUa MpONAXKeT MeXAY KNacCUUYeCKUM
WCKYCCTBOM N MOJEPHU3MOM, ANA Apy-
rmx Gonee paawKanbHOW U OTAENbHOM
MoKaxeTtcs rpynna paboT coBpeMeHHOro
WCKyCCTBa, TpeTbM MOFyT paccmaTtpu-
BaTb BCIO KOMNEKLMIO Mo couunanbHo-
NONNTUYECKMUM YINIOM 3peHus, YeTBep-
Thble BbIAENAT Wweaespbl... I Kaxabiii 6y-
LeT npas.

Mpes aToll BbICTaBKM BO3HMKIIA He
Ha nyctom mMecte. OHa nononHwuna cobon
pAL «00beAUHUTENbHbIX MPOEKTOBY,
KOTOpble MOHayany CyLlecTBOBaNM KaK
uccrepoBaTtesibcKue, npeseHTauMoHHbIe
CHOXKETbl Ha TeMbl MEXAYHapOAHbIX CBS-
3eil. TakoBbIMM Obinn n «lapux -
MockBa» n «MockBa - bepnauH» 1 MHo-

BbicTaBku

rve apyrue nopobHble BbicTaBKkuW. Pac-
CcMaTpMBas CBA3M MeXAy CTpaHamu,
npocnexusaa obliee U B KOHEYHOM
cyete ¢GopMupys TKaHb B3aUMHOIO
MOHUMaHUA, OHM CO3[Aal0T MMMY/bChI
pasBuTUA, GUKCUPYA KOOPAMHATbI eAun-
HOro 06uieeBpONencKoro KynbTypHO-
NONMTUYECKOrO MPOCTPaHCTBa. 3Ta TeH-
[eHUMA, HECOMHEHHO, OCMbIC/MBanach
M Ha XYyAOXeCTBeHHO-hnnocopcKom
ypoBHe. MOXXHO BCMOMHWUTb, Hanpumep,
n BbicTaBKy “Magiciens de la Terre” u
HeKoTOpble MPOEKTbl KaccenbcKon 6u-
eHHane «[lokymeHTa». Ecnu Gonee cro-
neTMAa Hasaj BUAEHWe MepChneKkTuB
06LeCcTBEHHOrO PasBUTMA CTPOMIIOCH
BOKPYr COLManbHO-3KOHOMUYECKUX ac-
MeKToB, TO cCeilyac Ha MOBECTKe AHA
cTpeMieHne K (HopMMpoBaHWMIO Kpea-
TUBHOMO, OPUEHTUPOBAHHOIO Ha KYJbTY-
py obuwecTBa. BoictaBka «EBpona - Poc-
cusa - EBpona» nokasbiBaeT, YTo faxe
Hanbonee OCTOPOXHble W OTBETCTBEH-
Hble MHCTUTYTbl COXPaHeHWA U pa3Bu-
TUA KYNbTYpbl, KAKUMW ABNAIOTCA My3eu,
y)Xe OKa3anucb rotoBbl BKIOYUTLCA B
3T0T npouecc. Ho, MoxeT 6bITb, He TaK
HenpaB A.b.OnuBa, cunTaowmia, 4yto «y
WCKyCCTBa HeT HUKakoi ¢yHKumun. lNa-
pajoKcanbHO, HO KPeaTMBHOCTb, 3TO U3-
6bITOYHOE 6OoraTcTBO, 3Ta POCKOLWb, fAB-
nsAetca Boobuwe OGuonornyeckum 6Gara-
»XOM yesioBeKa. ... 06wecTso cBo60AHO
TONbKO TOTAQ, KOFAa OHO MOXeT BbiTb
TEPNUMBbIM K 3TO CYACTIMBOI HEHYXKHO-
CTM 1 6ecrnonesHoCTV UCKYCCTBA, a TaK-
)Ke K ero cyacTivMBbIM MOMbITKaM BbITb
ewe 6onee cnoxHbiM. OfHaKo napajoKc
B TOM, YTO MCKYCCTBO XOYeT BCEM YC/OX-
HUTb M3Hb, U TONbKO CYacCTANBOE CO-
3HaHMeE MOXET BblAepxKaTb BCe 3TU TPYA-
HOCTWY.

[eorpacdua KynetypHOR *u3Hu Es-
ponbl 1 BNpsAiMb YCIOXHAETCA, 3aKpaluu-
BalOTCA TO TYT, TO TaM «Benble nATHa». Mpwu-
obpertaet Bce Gonee CroXHble KOHpUry-
paumMy XyAOoXecTBeHHbI pbiHOK. bonee
10 nert cywwecTByeT AMHAMUYHBbIN, pa3Bu-
BaOLWMIACA, KaXAbIV pa3 pasHbIil MPOeKT
«KyNbTYpHOW cTonMUbl EBponbI», - MHO-
rvme eBpomnericKne roposa yxe nobbisanu
B 3TOI ponu.

CeroaHs TpeTbAKOBCKOI ranepee B
MocKBe npejocTaB/ieHa YecTb MPUHATb
B CBOWX 3anax BeJiMKofienHble Mpous-
BeAeHUA 13 noytn 50 eBponericknx my-
3eliHbIX coObpaHui.
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