. TperbsikoBCcKas rajepest \ BricTaBku

Hanexna IOpacoBckas
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JleHnHrpaackass Bepcus

3.IT.LAPIHAKYHU
Cypen u Cnsii. 1980

Xozcer, macio. 145x135
rTr

Zaven ARSHAKUNI
Suren and Spei. 1980
Oil on canvas
145 by 135cm
Tretyakov Gallery

BricTaBku coBpeMeHHBIX aBTOpOoB u3 CankTt-IleTepoyp-
ra — He CTOJIb YacToe sIBJI€HUE B cTeHaX IpeTbskoBCKOU
rajepen, ¥ TOMy €CTb pasdHble npuuuHbl. Ho My3elHbIit
npoekt 2007 roja, MOCBSIMEHHBII OTEYECTBEHHBIM
Xy/IOKHUKAM, CBIIPABIIMM 3HAYUTEJIbHYIO POJIb B MCKYC-
crBe 1970-x, He MOr 0GONTHCH 6e3 IOKa3a TBOPUYECTBA
JIEHUHTPA/ICKUX JKMBONKCIEB 3aBeHa ApmakyHu u lep-
maHa Erommumna. CrexyeT OTMETUTb, UTO BEPHUCAK
COCTOsUICSL Oyarofaps (PUHAHCOBOMY U IPAKTUYECKOMY
y4aCTUIO UCKPEHHUX JIIOOUTENEH MCKYyCCTBA — KOJUIEK-

nuonepos JI.A.Ilunckoro n H.IT.borkn.

94 TPETbAKOBCKAS TAJIEPESL / THE TRETYAKOV GALLERY / #1°2008

MeHa Apnrakynu u ErommHa Beerna

MopoxXaanu OONbILIOKW UHTEpEC Jie-
HUHIPAJACKOW XYA0XECTBEHHOW Cpelbl,
cJiequBILIeH 32 HOBBIMU BESTHUSIMU KYJIb-
Typsl. [la v 110 Beeii cTpaHe Kaxnast BbIc-
TaBKa 3TUX aBTOPOB, OY/ib TO B POJIHBIX Me-
Hartax, B MOCKBe WJIu IPyruX peruoHax,
cobupana 0OIbIIOe KOIUIECTBO 3pUTE-
JIel U3 CaMbIX Pa3HbIX CJI0EB TBOPUYECKOM
MHTEJUTUTEHIIMHU, B TOM 4uciie U Hedop-
MaJIbHBIX Xy/I0XKECTBEHHBIX KPYTOB, TIOTO-
My YTO CBOEIl KMBOIMCHIO OHU CBSI3aJIN
pa3Hble MJI1ACThI ICHUHTPAJCKOM KyJIbTYy-
PBbI: UCKYCCTBO MPOo(deccCoHaTbHOE, OCHO-
BaHHOE Ha OOJIBLION TPagUIIMU, U HOH-
kopdomucrckoe (rmporectHoe). Mx mpo-
WU3BENEHWsI, UHTEPECHBIE LTS MTPECTaBU-
TeJeil pa3HBIX «1IeXOB» B IJIaHe MOoucKa
CPEICTB aKTyaJIM3allluu KJIACCUYECKUX
GopM U TUIACTUKHU, CO3AABAIU Ty TBOP-
yeckylo aTMocdepy, pu KOTOpoii B 3a-
CTOWHBIN COBETCKUI TTEPUO/T TTPOUCXOTU-
JIO 3apOXJICHNE HOBBIX CMBICJIIOB COBpE-
MEHHOTO UCKYCCTBA.

[MpunaTO CUMTATh, YTO XYIOXKECT-
BEeHHas 1IKojia B ropone Ha Hese nmeer
CBOU OCOOEHHOCTHU — MPUCTPACTUE K aKa-
JEeMUYECKOMY MUCHMY, KOJIOPUCTUYECKYIO
YPaBHOBEIIEHHOCTb, OTTOYEHHBII pUCy-
HOK. Beib MMEHHO 371€Ch, B CTapbIX CTEHAX
AKaieMUU Xy/I0XKECTB HAUMHAsI C Cepean-
ubl XVIII Beka BocnuThIBaIuCh OKOJIE-
HUS MacTepoB, OILLIYLIABIIMX ceOs Ha-
cJIeTHUKaMU 00I1IeeBPOIeiCKUX KAHOHOB
KkpacoTsl. U B coBeTcKuit mepuos cieno-
BaHWE HOPMaM TPaaWIIMOHAIN3Ma, BO-
TUIOLIEHHBIM B OOJIbIION TeMaTUYeCKO
KapTUHEe, 3HAYUJIOCh XapaKTePHbIM MpH-
3HAKOM JIECHUHTPAZCKON KUBOTIUCU. DTU
KauecTBa MPOTUBOMOCTABISUIUCH, HAMPU-
Mep, UCKYCCTBY MHOTOJMKOI MOCKBHI,
rae XyJIOXHUKH CTPEMUJUCH TMPOSIBUTH
BOJIBHUILY, OTEpPEeNuTh BpeMmsi, yIUBUTH
3puTesid Hekoeil hpoHaoit. Tak nu ObLTO
Ha caMoM JieJie, COOTBETCTBYET JIX pealib-
HOCTb OBITYIOIIUM TIPEICTaBICHUSIM, Jie-
MOHCTPUPOBA MPoeKT «Kuponuck. Jle-
HUHTpAJCKast BEPCUSI».

OrtMmetuBime 75-neTHre 1oounen 3a-
BeH ApiiakyHu v [epman EroivH npen-
CTaBUJIM Ha BBICTaBKE B TpeTbSIKOBCKOM
rajepee peTpoCeKTUBY CBOETO TBOPUECT-

Ba HauuHas ¢ mepejloMHbIX 1960-x. Pa-
3yMeeTcsl, 3TH MacTepa, O4eHb HETIOXOXKME
U 110 CTWJIMCTUKE, U TIO XyI0XECTBeHHBIM
MPUOPUTETAM, YCTPEMIISUIM BEKTOPbI CBO-
€ro MCKYCCTBa K Pa3JIMUHBIM IOJIOCAM.
ApIIaKyHH, ¢ TIPUCYIIIUM €MY TTO-IeTCKU
Mpa3IHUYHBIM BUACHMEM MUpa, BCeraa
HCKal BIOXHOBEHUE B (haHTa3usIX, B Te-
aTpaiu3alny OKpyxXaroiieii cpeasl. Ero-
IIMH B TOHMMaHUW 1IBETa, KOHIEMIIUN
MPOCTPAHCTBA, JIOOBU K TMPEIMETy Mpo-
SIBJISITT OIM30CTh K MOC/eIOBATEIsIM pyC-
CKOTO0 ce3aHHM3Ma. Kaxpit u3 HuX, cie-
IIysl CBOUM KYpPCOM, M3HAYaTbHO MeuTall
peanu3oBath ceOs1 B TBOPUYECTBE, CBOOO/I -
HOM OT KOCHBIX JIOKTPUH, OYIb TO MICO-
JIOTUST WJTM aKaIeMUYECKIe TIITaMIThI.

C nepBbIX 11aroB B uckycctBe Ero-
LIMH 1 APIIAKyHU, TTOJyYUBIINE KIacCHU-
yeckoe obpazoBaHue (062 okoHunau Mu-
CTUTYT XWUBOIUCH, CKYJBIITYPBI U apXu-
TekTypbl uMeHu U.E.PenuHa), npusie-
KJIM BHUMaHUE 3pUTEJIcit pa3pylIeHUEeM
CJIOKUBIITUXCST CTEPEOTUTIOB. JKuBOTIHC-
LIbl HAYMHAJIU B TOJbI «OTTENeIN», KOraa
MMPOTUBOIIOCTABJICHUE SI3bIKY BriacTul BbI-
paxaioch B JIeKJIapUPOBaHUYN POMAHTHU-
YeCKOro MOHMMAaHUST peainii COBETCKO
nelictBuTenbHOCTU. He ciyyaiiHo 3aBeH
APpIIIaKyHU MTBITACTCS HAUTU OOBEKT TBOP-
YECKOT0 BIOXHOBEHMS JTMOO B MOTHBaX
CBOEIl MCTOPUYECKON pOAMHBI — ApMe-
HuU (ypoxneHell JIeHMHrpaga, OH YTUT
JNIPEBHUI POJNl CJIABHBIX ApUIaKyHUIN),
JIMO0 CTPEMUTCS PacIio3HaATh MO33UI0 B
COBpPEMEHHOM ypOaHu3Me: B U300paxe-
HUY TiepedepIeHHBIX TUHUSIMU JIEKTPO-
Tiepenad TOPOICKMX KBapTaJloB, Habepex-
HBIX C TIPUILIBAPTOBAHHBIMU KOPAOIsI-
MM, Gerarolux TpaMBaeB. [1poBogHUKOM
3[ecCh OKasajach JIIOOOBb K MCKYCCTBY
Maptupoca Capbsina, Apucrtapxa JIeHTy-
noBa, Kyspmbl [leTpoBa-Bonkuna, AHpu
Marucca, Mapka larana. [epman Ero-
IIWH, IT0 €T0 BOCIIOMUHAHUSIM, OBLT 3a-
BOPOXEH MPOU3BENCHUSIMU AJleKCaHIpa
JpeBuHa, Pooepra ®anpka, /laBuna Llte-
peHOepra, KoTopble yBuiea B MockBe Ha
3HaMeHuToi BbicTaBke «30 jeT MOCX»
B Manexe. B 1962 roay oH nuiueT acke-
TUIHBIN «HaTIOpMOPT ¢ TUTNTKOI» B CTU-
JINCTUKE JBAILATBIX TonoB, «Kopabmn»,
HalOMUHAIIME O XUBOMUCH AjbOepa
Mapke, nmpoOyeT caeiaTb OOJbIIYIO SIp-
Kyto komno3uiuio «upk». [MondoapeH-
HbII 1pyx00i1 ¢ HrkonaeM AHAPOHOBBIM,
[TaBnomM HUKOHOBBIM 1 APYTUMU MOCKOB-
CKUMU eIMHOMBINJIEHHUKaMu, ErommH
¢ OOJIBIIMM BOOJYILIEBIEHUEM HAUMHAET
paboTaTh Hag KapTUHOM «MasiKOBCKUIA».
OnHaKko TIOJIOTHO C M300pakeHueM Ky-
MHpa TOTJAITHEe ! MOJIOIEKH, MCTIOJTHEH-
HOE B JIyXe «CypOBOTO CTWJIS», IOIAalo
IO/ JKECTKYI0 O(MUIINATBbHYIO KPUTHUKY.
OTo HaBcerma OTOWJIO Yy aBTOpa OXOTY
nucaTh KOro-ambo, Kpome YWieHOB CBOECH
CeMbM M OMM3KUX aApy3eit. XOTs roaom
mo3xe ero MasiKoBCKUI oKaszayics pac-
TUPaKMPOBAHHBIM TIPECCcoi (KapTUHY Ha-
neyataiu xkypHaibl «KOHOCTH» 1 «Mckyc-

LILETOIIVH
Hupk. 1962

Xoutet, macito. 115x140

German YEGOSHIN

Circus. 1962
Oil on canvas
115 by140 cm

LILErMOIH
Tyaanve

8 YUePHOMOPCKOM

nopmy. 1979

Xonct, macno. 175%195

German YEGOSHIN
Festival in a Black Sea

Port. 1979
Oil on canvas
175 by 195¢cm

CTBO»), IPUOOPETEH My3€eeM I03Ta U BO-
00111€ ObUT MPU3HAH OHUM U3 JIYUILIHX KU~
BOITMCHBIX 00Pa30B TPUOYHA PEBOIOLUN.

CTOJIKHOBEHUE C TMPUCTPACTHBIM
KOHTPOJIEM HOBOI 9CTETUKU HE MOTacUio
XYIOXKHUYECKOTO TTbIJIa MOJIOIBIX aBTO-
poB. He xenasg TpaTuTh CUJIbl HA UAEO-
JIOTMYECKOE MPOTUBOCTOSIHUE, KaxKIbIi
U3 HUX COCPEIOTOYMJICS Ha TMOCTMXKE-
HUM TAMHCTB XXUBOIUCHOTO MacTepCTBa.
Benb xuBomnuce Obl1a JeJ0M UX KU3HU.
CBOI0 11eJ1b OHU BUJEIU B YKOPEHEHUU U
pa3BUTHHU MOAECPHU3MA — IJIACTUIECKO-
ro si3bika XX BeKa, aJleKBaTHOIO BpeMe-

BoicTaBku

HU U MecTy. Bce manbHelilee TBopde-
CTBO XYIOXHHUKH MOCBSITUIN KapTUHAM,
OUYMILEHHBIM OT COLMAJIbHOI CyeThI, —
HaTIOpMOpPTaM, IIei3axkaM, >KaHPOBBIM
cleHaM. AplLIaKyHM BOOOIIE Ha Kakoe-
TO BpeMsi yiiesa paborars B TeaTp I0HBIX
3puTeIeil TI0 TMPUTIANIEHUIO ero XyHIo-
JKECTBEHHOTO PYKOBOIUTENISI 3MHOBHUS
Koporoackoro. Jlenunrpaackuii THO3
WMEHHO B TOT IEePUO. TIepeKnUBajl 00JIb-
IIO¥ yCcTieX y 3pUTelisl, 31eCh HUKTO He
MelllaJ] TBOPUTH KUBOIMCHBIE (haHTa-
31U, OTPAaHUYEHHBIE JIMIIL TEMOI TOTO
WJIM MHOTO CIIEKTAKIIS.
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Nadezhda Yurasovskaya

Painting.
The Leningrad Version

3.I1.LAPIHAKYHU
Hesecma. 1981

XoJicr, macio. 145x135
PM

Zaven ARSHAKUNI
Bride. 1981

Oil on canvas

145 by 135 cm

Russian Museum

Artists from the city on the shores of the Neva River do
not often exhibit at the Tretyakov Gallery. There are dif-
ferent reasons for that, but the museum’s project of
2007, dedicated to the Russian “1970s” artists, could not
dispense with the works of such Leningrad painters as
Zaven Arshakuni and German Yegoshin. It should be
mentioned that the exhibition took place due to the
financial and practical support of the collectors Dmitry
Pinsky and Nikolai Botka, sincere lovers of art.

.“
|
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he names of Arshakuni and Yegoshin

always provoked much interest in
Leningrad artistic circles, forever watch-
ing the newest cultural trends. And out-
side the city, all over Russia, every exhi-
bition of these artists, whether in Mos-
cow or other regions, drew crowds con-
sisting of the most diverse groups of the
artistic intelligentsia, including non-
official artist groups. This is because
Arshakuni’s and Yegoshin’s art has been
linking different layers of Leningrad cul-
ture — professional art founded on the
grand tradition and non-conformist art,
or the art of protest. Their works, inter-
esting as they were for representatives of
different “guilds” as an effort to update
classic trends, created the sort of atmos-
phere which, during the period of Soviet
stagnation, was conducive to the germi-
nation of new meanings of modern art.

It is widely assumed that the Lenin-
grad art school has distinctive features —
a fondness for academic style, an equi-
librium of colours, and finely executed
drawing. The venerable Russian
Academy of Fine Arts in St. Petersburg,
beginning from the middle of the 18th
century, was a breeding ground for gen-
erations of artists who felt they were heirs
to the general European canons of beau-
ty. And in Soviet times, too, following
the traditional norms, such as the tradi-
tion of major themed paintings, that was
regarded as a characteristic of Leningrad
art. These qualities were counterbal-
anced to the art of the more versatile
Moscow, where artists were eager to
make bold advances, to take a step ahead
of their time and amaze with their daring
results.

The new offering to viewers, the
project “Painting. The Leningrad
Version”, is intended to show whether
this was actually the case and whether
the reality corresponds with prevailing
preconceptions.

Zaven Arshakuni and German
Yegoshin, each now aged more than 75,
have mounted at the Tretyakov Gallery

individual retrospective exhibitions of
their art covering the period from the
watershed period of the 1960s onwards.
Without doubt, the artists, very different
in their style and artistic priorities, have
had the vectors of their art reaching in
different directions. Arshakuni, with his
characteristic childishly sunny world-
view, has always drawn inspiration from
fantasies and from a “theatralisation” of
environment. Yegoshin in his take on
colour, his concept of space, and love for
the object has been close to the followers
of Russian Cezannism. Each artist, fol-
lowing his own course, from the begin-
ning was set to realize himself in an art
free of musty dogmas, whether politics
or academic cliches.

From their first steps in art Yego-
shin and Arshakuni, who received an
academic training, caught the attention
of viewers for their destruction of
entrenched stereotypes. The artists start-
ed out in the 1960s, the period of the
“thaw”, when any romantic interpreta-
tion of Soviet realities challenged the
language of power.

It is no accident that Arshakuni
seeks artistic inspiration in motifs of his
historical homeland Armenia (born in
Leningrad, he revers his ancient venera-
ble dynasty of Arshakunidi). Or he tries
to discover the modern poetry of urban-
ism, for instance, in the images of city
neighbourhoods intersected with power-
lines, embankments with moored ships,
and streetcars moving about.
Arshakuni’s love for the art of Martiros
Saryan, Aristarkh Lentulov, Kuzma
Petrov-Vodkin, Henri Matisse, and Marc
Chagall has guided the artist.

Yegoshin, in his own words, was
enthralled by the works of Alexander
Drevin, Robert Falk and David
Shterenberg which he saw in Moscow at
an exhibition dedicated to the 30th
anniversary of the Moscow section of the
Artists Union. In 1962 he created an aus-

LILETOIIVH
Tyanem. 1988

Xoutet, macmo. 110x110

German YEGOSHIN
Washing. 1988

Oil on canvas

110 by 110 cm

3.I1.APIIAKYHU
Jeoe. 1990
Xonct, macno. 90x100

Zaven ARSHAKUNI
Couple. 1990
Oil on canvas
90 by 100 cm

tere “Still-life with Electric Stove” in the
1920s style and a composition “Ships”,
evoking the art of Albert Marquet, and
attempted a big colourful composition
titled “Circus”. Encouraged by his
friendship with like-minded artists from
Moscow Nikolai Andronov, Pavel Niko-
nov and others, Yegoshin with great
enthusiasm started working on a painting
titled “Mayakovsky”. But the picture of
the then idol of the young in a “no-frills
style” received a pummeling from official
critics. This forever turned the artist away
from making portraits of anyone but his
family members and close friends.
Nevertheless, a year later his picture of
Mayakovsky was put into mass circulation
in the media (it was printed in the
“Yunost” (Youth) and “Iskusstvo” (Art)
magazines), bought by the Mayakovsky
Museum and acknowledged as one of the
best modern images of the poet of the
Bolshevik revolution.

The face-off with the highly partial
official bodies over the new aesthetics
did not dampen the artistic zeal of the
young artists. Reluctant to expend their
energies on confrontations with the
authorities, they devoted themselves to
studying the secrets of the painter’s craft.
Painting was their lifework. They saw
their mission in engraining and develop-
ing the figurative language of the 20th
century — a Modernism adequate to its
time and space. The artists dedicated
their ensuing life in art to pictures free of
social fuss, such as still-lifes, landscapes
and genre paintings. Arshakuni even

Current Exhibitions

spent some time working at the Theatre
for Young Viewers on the invitation of
the theatre’s artistic director Zinovy
Korogodsky. Here no one restrained him
from creating pictorial fantasies, which
were limited only by the theme of the
particular stage production.
Coincidentally, the theatre was at that
time very popular with audiences.

The turning point in the creative
life of the artists happened with the
foundation of “Group 117, eleven stand-
ing for the number of its member artists.
It was becoming intolerable to work “if
not for the present, then with a hope that
the posterity maybe will see”, to experi-
ence endless criticism from bureaucrats
and rejections by exhibition committees.
So Arshakuni, Yegoshin and Valery
Vatenin came together and decided to
seek out options to show to the viewers
their works and works of their like-mind-
ed associates such as Vitaly Tulenev,
Viktor Teteren, Valentina Rakhina and
others. A talented art scholar Lev
Mochalov was invited as the group’s
curator.

The exhibition opened in 1972, in
an exhibition hall in the Okhta neighbor-
hood, far from the city centre. The pro-
fessor of painting Yevsei Moiseenko and
the director of the Russian Museum
Vasily Pushkarev lent their authority to
the exhibitors. To the show organizers’
big surprise, the exhibition drew big
crowds. At that period of stagnation a
show of politically non-committed paint-
ings whose creators tackled exclusively
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the problems of colour and form caused a
sensation. Visitors to the show from
Moscow included Dmitry Zhilinsky and
Maxim Birshtein, the writer Fyodor
Abramov, and many others. It turned out
that Leningrad, always regarded as a
Mecca of graphic art and the bulwark of
traditionalism, had a strong, interesting,
stylistically diverse modern painting
movement, artistically on a par with
Western modernist trends.

No, the Leningrad artists with their
low-key art did not appear as fringe fig-
ures, contrary to what today’s champi-
ons of actualism often claim. “Group
11” organized a memorable visual pres-
entation which formed a bridge between
the stagnant 1970s and the period of
bloom of the St. Petesburg school early
in the 20th century, including an avant-
garde group called “Krug” (Circle), keen
on modernizing classic art. This dialogue
opened up channels for the circulation of
new artistic ideas, which were to greatly
influence the rethinking of artistic prior-
ities by contemporaries.

What were those ideas? A society
isolated from European modernity was
interested in and attached much impor-
tance to the achievements of the
Impressionists and the art of Cezanne,
which were brilliantly assimilated by the
Russian painters of the “Knave of
Diamonds” group already early in the
20th century. Yegoshin made this plenti-
ful cultural fountain, access to which was
barred by the ideologists of Socialist
Realism, the fulcrum of his new artistic
quest. Relying on Paul Cezanne’s princi-
ple of “realizing your own perception of
the world”, all the artist had to do was to
look around. Simple household articles
be-came the main subjects of his art.

The show at the Tretyakov Gallery

features several pieces in Yegoshin’s
most favored genre illuminating the
artist’s decade-long quest for colour and
form. The crisp contours of the objects
and the hard-boiled style in a still-life
“Lamp” (1965) demonstrate that the
artist was fond of Expressionism. This
strain appears to have been replaced later
with more energetic modeling of shapes
and vigorous tackling of shape and form
in “Two Fishes” (1965) and “Still-life
with a Samovar” and “Still-life with
Vegetables” (1966), paintings where the
material essence of objects is conveyed
with colour.

In “Still-life with a Brush” and
“Copper Ladle” (1969) every depicted
object gives off numerous hues imparting
to the colour design of dense brush-
strokes a special fluidity. “Thorns”
(1971), “Still-life with Lamp” (1978),
and more recently “Winter Window”
(1995), “Peonies” (1999), “Still-life with
Peppers” (2004) — each of these pieces is
distinguished with a rare sense of shape
and form. At his easel every day, the artist
always tackles anew the problem of rep-
resentation of the structure of objects on
the canvas, discovers light-and-colour
and spatial interconnections, and shapes
the rhythms of the linkages between
colour patches. Impasto brushstrokes
interweaving the surface of the canvas
seem to be fused together by a dusk light.
Subdued in a typical St. Petersburg man-
ner, the light softens the contours of
objects but does not make them seem
immaterial. Far from being a sketch, each
of the still-lifes is the pictorial develop-
ment and consummation of a tonal
mode, akin to a fugue in music.

Landscapes — not only those of
Leningrad, but of Crimea as well —
became another favourite. From the
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3.TI.LAPLIAKYHU
baacosewenue (1) 1999
Xoucrt, macio. 130x97

Zaven ARSHAKUNI
Annunciation (1). 1999
Oil on canvas

130 by 97 cm

3.I.APLHIAKYHU
Jlemo. 1997
XoJcT, Maciio
130%88,5

Zaven ARSHAKUNI
Summer. 1997

Oil on canvas

130 by 88.5 cm

1960s onwards the artist visited Crimea
frequently, in some years several times.
He would stay at the Konstantin Korovin
Artists’ House in Gurzuf, and these visits
became a most important part of his life.
In Crimea the artist was meeting profes-
sionally like-minded fellows and making
friends. This group of people included
many nationally prominent figures
engaged in the arts — Illarion Golitsyn,
Mikhail Ivanov, Viktor Vasnetsov, Natalya
Nesterova, and others. They all painted
Crimean landscapes, and all made them
differently.

Yegoshin’s images of Crimea are
probably the most low-key chromatical-
ly, in an un-Southern way. In plein air,
Yegoshin would most often select simple
motifs for his landscapes — an old house,
a solitary tree, a deserted beach, an
abandoned quay — and later in his stu-
dio, alone, he would pore over it and,
using paints, model on the canvas the
texture of the ever fleeting state of nature.
Only in his painting “Festival in a Black
Sea Port” (1979) Yegoshin created a
clamorous, bustling, bright image of a
spell-binding place. But perhaps in this
picture as well the northern nature of a
St. Petersburg native restrained the artist
from any indulgence with colours, mak-
ing him tone done the image of non-stop
festivities at a resort with the blackness of
the summer night.

“Self-portrait in an Old-time

ITepeoMHBIM COOBITUEM B TBOpUYE-
CKOI1 cyIp0€ XyTOXKHUKOB CTaJI0 CO3MaHNE
rpynnbl «11», Ha3BaHHOI TaK MO YUCITY
BOLLEAIIMX B € cocTaB aBTopoB. [Tucath
«B CTOJI», CHOCUTh OECKOHEUHBIC YUHOB-
HUYbM TIPUAMPKM M OTKa3bl BBHICTABKO-
MOB CTAaHOBUJIOCH HEBbIHOCUMO. CoOpaB-
LIMCh OMHAXIbI BMecTe, 3aBeH ApIlaKy-
Hu, [epman Erommn u Banepuit Barenun
pelImiIv MCKaTh HOBYIO BO3MOXKHOCTH
MoKasaTh 3pUTEJII0 CBOM KapTHUHbBI U pa-
0OOTBI OJIU3KUX IO AYXY TOBapuileit — Bu-
tanmus Tionenesa, Bukropa TerepuHa, Ba-
JneHTuHbl Paxunoit u npyrux. Cratb Ky-
paToOpoM MPUIIACUIM TaJJaHTJIMBOIO UC-
KyccTBoBena JIbBa Movanona.

TlepBast BeICTaBKa TPYIITBI OTKPHI-
Jack B 1972 rony B AajiekoM OT LIEHTpa
3ane Ha Oxte. [Ipodeccop kuBomucu
E.E.MouceeHKo M OBIBIIUI AUPEKTOP
Pycckoro mysest B.A.TlymikapeB, XKuB-
uit Toraa yxxe B MockBe, oaaepxaiu
SKCIIOHEHTOB CBOMM aBTOpUTeTOM. Ha
VIWBIIEHUE YCTPOUTENICH, BEpHUCAXK TIPU-
BJIEK OTPOMHBIE TOJIIIBI 3pUTeaeil. B Tot
3aCTOVHBIA TEPUOM SKCIO3ULIUS BHE-
UJEOJIOTUYHBIX KapTUH, B KOTOPBIX aB-
TOPbI pelllaiv 3ala4yi MCKIIOUUTEIbHO
JKMBOITMCHO-IIJIACTUYECKOTO XapakTepa,
mpowu3Bena 3 dekT B3ppiBa. Ha BeIcTaB-
Ky mnpuedxaiu u3 MockBbl AMutpuii
AKununckuit, Makc bupiuteiin, nuca-
teb Demop AOpaMoB U MHOTHE APYTHE.
Oxkasayioch, 4to B JIeHUHTpaie, KOTOPbIii
Bcerga cuurtaicss Mekkoil rpacduyecko-
o0 MCKYCCTBAa M OIUIOTOM TpagulIMOHAa-
JIU3Ma, eCTh CUJIbHASI, MHTEpPeCHast, pa3-
HoOOpa3Has Mo CTUJIUCTUKE COBPEMEH-
Hasl XMBOMHUCh, COOTHOCUMasI IO XYI0-
JKECTBEHHOMY Ka4eCTBY C 3alafHBIMU MO-
NEPHUCTCKUMM HaTIPaBICHUSIMHU.

Hert, neHuHrpaalibl CO CBOMM «TH-
XUM» UCKYCCTBOM HE OKa3aJMCh Mapru-
HaJlaMU, KaK 3a4acTylo YTBEPKIAIOT HbI-
HEIIIHUE arnoJioreThl akTyannu3ma. [pynmna
«11» ycTpouna sipKyro BU3YyaJIbHYIO Tpe-
3eHTALINIO, TIEPEKUHYBIIIYIO MOCT M3 PYy-
TUHHBIX 1970-X K BpeMeHaM paciiBeTa Mu-
TEPCKOI IIKOJIbI Hayasa XX BeKa, B TOM
yyciae K aBaHTapmHoil rpymme «Kpyr»,
MeuTaBIlleil OCOBPEMEHWTH KIIACCUKY.
OTOT 1UAJIOT PaCKPbIBAI KaHAJbI LIMPKY-
JISIUMM HOBBIX TBOPYECKMX MICH, aKTUB-
HO TIOBJUSIBIIMX Ha IIEPEOCMBICIICHHE
XyIOKECTBEHHBIX MPUOPUTETOB. B uyem
K€ OHM HallUIU CBOE BbIpakeHue?

WMHTepecHBIMU 1 BaXKHBIMU B 00I1Ie-
CTBE, 3aKPBITOM OT €BPOIIENCKOI COBpe-
MEHHOCTH, MPEACTABIISLIUCH TOCTUKEHUS
MMITPECCUOHUCTOB U TBopuecTBO Ce3aH-
Ha, ¢ 0JIECKOM OCBOEHHBIE PYCCKUMMU K-
BonucuamMu «byoHOBOTO Bajera» elie B
Hayaje CTojJeTUs. DTOT OGoraThlii IJacT
KYJABTYphI, OJOKMPOBAHHBIN MIe0JIOra-
MU colipeain3ma, EromniH BeiOpa omno-
pOIi 1711 HOBBIX >KMBOIMMUCHBIX MCKAHUI.
HcnoBenyst ce3aHHOBCKMIA TTPUHIINTT «BO-
TJIOIIEHUSI CBOETO BOCTIPUSATUSI MUpPa»,
XYIOXHUKY TOCTATOYHO OBLJIO OTJISIHYTh-
csi BOKpYL [J1aBHbIMU OOBEKTaMU JIst

HEro CTaJId MPOCTbIE TOMAIIHUE BELIU U3
TIOBCEHEBHOW XXU3HU.

Ha BbicTaBke B TpeThsIKOBCKOIA ra-
Jepee ObLI MpeNCcTaBleH psii paboT u3-
no6neHHoro xaHpa EromniHa, packpbi-
BAIOIIETO XUBOMMCHO-TUIACTUYECKHUE VC-
KaHWs aBTOpa Ha MPOTSDKEHUM JAECSTH-
netuii. Pe3kuii KOHTyp pucCyHKa mpe-
METOB U XKECTKOE MIChbMO B HATIOPMOPTE
«Jlamma» (1965) BbIIAIOT MIEPUO/I yBIIeUe-
HMSI 9KCMTPECCUOHUCTCKON CTUIIMCTUKOM.
Ha cMeHy emy npuxoauT 6oJiee 3Hepruy-
Hasi MoneaupoBKa (GOPMBI M Kperkas
Jierika 00beMOB B KapTUHAX «/IBe pbIObI»
(1965), «HaTiopmopTt ¢ camoBapom», «Ha-
TIOPMOPT ¢ oBowaMu» (006e — 1966), me-
penarolme mocpeacTBOM IIBeTa MaTepH-
aJIbHYIO CYILIIHOCTb MpeameToB. B pabo-
tax 1969 rona «HaTiopMOpT €O LIETKOW»
1 «MemHBIii KOBIII» MHOTOUYMCIICHHBIC
pedaeKcsl pa3TMYHBIX TOHOB Ha KaXXIOM
1300pakeHHOM TIpeaMeTe COOOIIaT
KOJIOPUCTUYECKOMY CTPOIO TUIOTHOTO
nuchbMa 0CO0YyI0 MOIBUXHOCTb. «Ko-
nouku» (1971), «<HatiopMopT ¢ 1aMmoii»
(1978), 6onee mo3mHue «3MMHEE OKHO»
(1995), «ITuonsl» (1999), «<HaTiopmopTt ¢
nepuamu» (2004) coszmaHbl ¢ peaKUM
IJIACTUYECKUM YYBCTBOM. ExXenHeBHO
CTaHOBSICh Y MOJIbOEPTa, XYMOXHUK 3a-
HOBO pellaeT npobjemMy BOCHpOU3Beae-
HUST CTPYKTYPBI IIPEIMETOB Ha MOJIOTHE,
BBISIBIISIET CBETOLIBETOBBIE M TIPOCTpPaH-
CTBEHHBIE B3aMMOCBSI3U, BBICTpAMBaeT
PUTMUKY CLEIUIEHUSI KPACOYHBIX TSITEH.
[TacTto3Hble Ma3Ku, KOTOPHIMM 3aTKaHa
BCsI TIOBEPXHOCTH XOJICTa, OYATO CIUIaBe-
HBI CyMepeuyHbIM cBeToM. [lo-nmutepcku
TIPUTYIIEHHBI, OH CMSITYaeT KOHTYPhI
M300paXkeHUsI, HO HE CTUPAET ONIYIIEHUS
MaTepUaTbHOM 0CSI3aeMOCTH TIPEAMETOB.
Kaxmplit 13 HaTIOPMOPTOB — OTHIOAb HE
IITYaUsI, a XKUBOMMCHOE Pa3BUTHE U 3a-
BepIIeHNE TOTO WM WHOTO rapMOHUYE-
CKOTO JIajJia, KaK B My3bIKaJIbHOM (yre.

Jpyrum nobumbiM MoTMBOM Ero-
IIMHA CTAHOBUTCS TIEl3aX, HE TOJIBKO
JICHUHTPAJCKUIA, HO U KpbIMcKuii. Ha-
ypHast ¢ 1960-X XymZOXHUK IOCTOSIHHO,
TOPOIi 1axe 1 He OUH pa3 B O, COBEp-
man moe3nku B KpbwiM, mocenmsicss B
Jlome tBopuectBa umeHu K.A.KopoBuHa
B [yp3yde. DT myTrelecTBUs CTaId BaxX-
HeIlIel 4acThlo ero XXu3Hu. B Hux npu-
00peTaCh eMMHOMBITIICHHUKY TI0 ITPO-
deccroHaTbHBIM IPUOPUTETAM U IPY3bs,
cpeau KOTOPBIX ObLTA MOCKBUYU, COCTA-
BIISIBIIIIE XYIOXECTBEHHYIO DJTUTY CTpa-
Hbl: Mnnapuon lTonuubiv, Muxaun MBa-
HOB, AHapeit BachenoB, Haranes He-
cTepoBa U MHorMe Jpyrue. Bce nmucamm
KPBIMCKUE T€ii3aX1, U Y BCEX OHU ObUTA
pasuble. KuBonucHblii KpbiM y Eromm-
Ha, TOXAJIYW, CaMbli HE TMO-I0XHOMY
MOHOXpOMHBIN. Ha TuteHspe oH yarie
BCEro BbIOMpPAECT MPOCTON TMel3aKHbIN
MOTHB — CTapblii 1OM, OMUHOKOE AEePEBO,
MYCTBIHHBIN TUISK WIM 3a0pOLIEHHBII
Tpuyai, 4ToObl TOTOM B yeTUHEHUN Mac-
TEPCKOI OCMBICIUB €r0, BbUIEMUTh Kpa-

LCILETOLIWH
[uzanckasn

oawns. 1974

Kapton, Macyio. 68x60

German YEGOSHIN
Tower of Pisa. 1974
Oil on carton

68 by 60 cm

LILETOIIWH
Oaugwbl. 1979
XoJct, macio. 78x80

German YEGOSHIN
Olive Trees. 1979

Oil on canvas

78 by 80 cm

BricraBku

CKaMM Ha XOJICTE TUTACTUYECKYIO CTPYK-
TypY MOCTOSIHHO YCKOJIb3aIOILEro COCTO-
siHUs Tipupoabl. Toabko B KaptuHe «[y-
JIIHbE B YEPHOMOPCKOM mopty» (1979)
XyIOKHUK 3allevatTyieBaeT IIlyMHBIH, Oyp-
JISIIUNA, SIpKUA 00pa3 3TOro 4yaecHOro
MecCTa, HO CeBepHasl HaTypa XKUTEJIsI HeB-
CKUX OeperoB, BEPOSITHO, 3aCTaBJISIET €TO
1 B 9TOM MOJIOTHE MOOCTOPOXHUYATH C
KPacoOYHOW NaJIUTPOU Y MPUIITYLLIUTb U30-
OpakeHne KypOpTHOTO Mpa3IHUKa B pe-
KM€ HOH-CTOIT TEMHOTOM JIeTHe HOYH.

B cnepkaHHOI CTMJIMCTUKE BBIMOJ-
HEH HEOXWIAHHBII IO TIOCHUTY K €BpO-
MeicKol Kilaccuke «ABTOIOPTPET B CTa-
pYHHOM KocTiome» (1967). CTpaHHBIM 00-
pa3oM 31eCh COSAMHUIUCH KOMITO3UIIMS
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Costume” (1967), with its surprising evo-
cation of classic European art, is marked
by stylistic restraint. This painting oddly
combines old-style composition, a dense
and astringent, as if made to an old recipe,
colour design, and a modern impasto
painting style. Using colour, like Cezanne,
to bring out the material essence of the sit-
ter and his trappings — a goblet of green
glass, yellow fruits on a blue plate, breezy
flounces of an ancient dress — the artist
defiantly engages in dialogue with the
classic past, a dialogue that becomes an
important part of the poetics of art of the
second half of the 20th century. It shows
Yegoshin’s attraction, not so much to the
psychologism favoured by Russian art, but
to a spiritual harmony of images.

This harmony can be seen most
clearly in elaborate paintings such as
“Concert of Ancient Chamber Music”
(1980) and “Philharmonia Hall” (1986).
At the exhibition at the Tretyakov
Gallery these pieces appear as the high
point of the maestro’s art. They are a
solemn model of the spiritual world the
artist has been seeking throughout his
life in art.

In contrast to the introvert Yego-
shin, who is keen on the subtle nuances
of images, Arshakuni is a painter of exu-
berant artistic temperament. He creates
his images using universalized shapes
and forms and boldly juxtaposing
enhanced hues of contrasting colours.
Perhaps the artist’s remote Oriental
roots may have influenced his choice of
artistic techniques — as a result his paint-
ings are marked by a great emotional
expressiveness.

Characteristically, the artist is never

interested in imaging specific objects as
such — he is not in thrall to nature. He
feels more affinity with visionary aes-
thetics. Metaphors and allegories in
Arshakuni’s paintings naturally co-exist
with real objects. Whether the subject of
his painting is “Spring. Birds Are
Coming” (1975) or scenes from life, as in
“Conversation” (1978), “Women Friends”
(1978), “In a Studio” (1980), he is keen-
ly focused on bringing out with artistic
means the creative é/lan, the trustful state
of mind which, evading verbal articula-
tion, occurs between close friends.
Unlike Yegoshin, Arshakuni is will-
ing to return to already-used motifs. In
spite of a compositional likeness, his
“Bride” (1981), from the Russian
Museum, and “Belle” (1979), from the
Tretya-kov Gallery, placed side by side at
the Tretyakov exhibition, are two
autonomous pieces. The “Bride”, with
its bold combinations of the patches of
the clear local colours of red, blue, vio-
let, with its crisp contours of the figures
and the exuberance of brushstrokes belie
the artist’s enthusiasm for Russian folk
paintings and shop signboards for their
naive primitivism. Meanwhile, the
painting from the Tretyakov Gallery is
marked by a lighter and softer style high-
lighting the delicate sensitivity and poet-
ic nature of the maiden’s image.
Looking at three specific paintings —
the pictures of the Summer Garden (1985,
1987) and the “TsPKiO (Central Park of
Culture and Rest)” (1986) — the viewer
sees that the artist seeks not so much to
produce a specific picture of crowds
walking around the parks as to convey
the fresh breathing of nature through a
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3.II.LAPLIAKYHU
Soaounsiii Cnac. 2005
Xoucrt, macio. 90x100

Zaven ARSHAKUNI
Saviour of the Apple
Feast Day. 2005

Oil on canvas

90 by 100 cm

LILETOLINWH »
Jee Gymoiaku. 2006
Xoutct, Maciio.
80x70

German YEGOSHIN »
Two Bottles. 2006

Oil on canvas.

80 by 70cm

free-flowing painting style abundant
with greens.

In his compositions — “Theatre”
(1986), “Circus” (1986) — Arshakuni
creates a vigorous image of cheerful fes-
tivities. But what stirs the viewer the
most in these pictures is Arshakuni’s fac-
ulty to convey in painting a fascination
with carnival, a state which can occur
only within a child’s spontaneous per-
ception.

The Oriental profusion of colours is
certainly a distinctive feature of Arsha-
kuni’s art. But the artist changes when he
turns to things more private. The paint-
ing “Couple” (1990) alludes to the story
of a modern Adam and Eve, or Mars and
Venus, love stories that transcend time.
The archetypal images of lovers in the
painting are full-blooded in an earthly
manner. To sustain the deeply intimate
tone of the picture, the artist, untypical-
ly, keeps within the limits of artistic aus-
terity. His colour design, without losing
its expressiveness, becomes uneffusive
and especially precise. Meanwhile, the
strength of emotion emanated by the
painting only grows: the painting acquires
an epic sweep.

Pictures with nude models as an
autonomous genre have always been fair-
ly unusual for Russian art. Arshakuni dis-
plays a series of pictures featuring nude
female sitters — “In a Studio” (1987),
“Garden” (1989), “In a Bathroom” and
“Fixing Oneself up in the Morning”
(1991), and “Summer” (1997). Not
beautiful in a classic image, his sitters
were not selected for the beauty of their
body proportions or sensual nudity.
Rather, the reason for painting them was
to show a harmony between animated
nature and a body full of female force,
whose shape is highlighted with beams of
sunlight or jets of water and, finally, with
the joy of living. Here Arshakuni’s art
speaks the language of modern lyrics.

In Arshakuni’s paintings of the last
decade scenes of family life become inter-
laced, absolutely seamlessly, with biblical
themes — “Annunciation”, “Nativity”,
“Flight into Egypt”, “My Family” and
others. The variations of the subjects he
constantly uses weave modern themes
into the Christological canon. Thus,
Archangel Gabriel reveals God’s message
to a real looking woman wearing a mod-
ern dress. And the Nativity happens in a
house filled with recognizably modern
objects. Far from detracting from the
sacred quality and significance of the
events depicted, this combination only
makes them look more veritable. This is
because the paintings were created by an
artist who is sensitive to beauty in a pecu-
liarly Leningrad manner and has a high
level of artistic culture.

The exhibition of the renowned
“museum artists” German Yegoshin and
Zaven Arshakuni at the Tretyakov Gallery
was distinguished by its freshness and

CTapMHHOM penpe3eHTaluu, ryCTou, Tep-
TIKUH «CTapblii» KOJIOPUT Y COBPEMEHHOE
nacto3dHoe nucbmo. [lo-ce3aHHOBCKU
BBISIBJISISI TOCPEICTBOM 1[BETa Mare-
pUATBbHYIO CYITHOCTb MOJIETHN U aTpudy-
TOB — OOKaJia 3eJIEHOTO CTeKJIa, KeJThIX
(GpyKTOB Ha cuHEeM OJtoNe, BO3MYIIHbIX
000pOK CTapUMHHOTO KOCTIOMA, XYIOX-
HUK BBI3BIBAIOIIE BCTYMAaeT B IUAJOT C
KJIACCUYEeCKUM TPOILTBIM. B TOT auarior,
KOTODPBI/{ CTAaHOBUTCS BaXXHOW 4YacTbiO
TMO3TUKU UCKYCCTBA BTOPOI MOJOBUHBI
XX Beka. OH packpbiBaeT Tiary Erommna
HE CTOJIbKO K IICHXOJIOTM3MY, CBOMCT-
BEHHOMY PYCCKOMY UCKYCCTBY, CKOJIbKO
K IYXOBHOI rapMoHuu 00pa3oB. Hanbo-
Jiee SICHOE ee MPOSIBJICHUE Mbl OOHapy-
>KMBaeM B Pa3BEPHYTBHIX KOMITO3ULIMSIX
«KoHLIepT cTaprHHOU KaMepHOU My3bI-
ku» (1980) u «®@unapmonus» (1986). Ha
BBICTaBKe B [asiepee 3T1 paboThI BOCTIPH-
HUMAaJIMCh KaK KyJIbMUHALUSI TBOPYECT-
Ba mactepa. OHU — CBOETO poja TopXKe-
CTBEHHAsT MOJIETb MUPa TyXOBHOTO, K KO-
TOPOMY CTPEMMTCSI aBTOpP Ha MPOTSIKe-
HUU CBOEW XXKU3HU.

B otnuuune ot untpaBeptHOoro Ero-
IIMHA, COCPETOTOYSHHOTO Ha TOHKHX HIO-
aHcax nrcbMa, ApIaKyHU MPOSIBIISIET Ce-
051 KaK MacTep OOJBIIIOTO KUBOTMCHOTO
TemriepameHTa. Ero oopasbl, oTinuaro-
myecss 0co00il dMOLIMOHAIBHON BhIpa-
3UTENbHOCTBIO, IOCTPOEHBI Ha 000011Ie-
HUU (HOPMBI U CMEJIOM COTIOCTABIICHUU
KOHTPACTHBIX 1[BETOB, B3SITHIX B UX IO-
BBIIIIEHHOM 3By4aHuU. BeposiTHo, Ha mo-
TOOHBI BBIOOD XyIOXECTBEHHBIX CPEJICTB
MOIJIA TIOBJIMSTH JaJleKue BOCTOYHBIC
KOPHH.

XapakTepHoO, UTO U300paXkeHUE KOH-
KPETHBIX TPeIMETOB HUKOTIA He SIBIISI-
eTcsi camoLenbio aBTopa. OH He TIEHHUK
HaTypbl. ApIlIaKyHM OJIMIKE 3CTETHKA BU-
3uoHepcTBa. Metadopa u ajureropus ec-
TECTBEHHBIM 00pa30M YXWBAIOTCSI B €T0
pabotax ¢ peasibHbIMM OOpazamu. [Tuier
JIM OH KapTuHy «BecHa. [TTuubl npuiere-
au» (1975), cueHsl 1 U3 Xu3Hu — «be-
cena» (1978), «I[Moapyru» (1979), «B mac-
Tepckoi» (1980), rmaBHOE TSI HETO — BBI-
SIBJIEHWE XYIOKECTBEHHBIMU CPEICTBAMU
TBOPYECKOIM B3BOJITHOBAHHOCTH, TOTO He-
repeaaBaeMoro cJI0BaMU 10BEPUTETbHO-
TO COCTOSTHUSI YIIIN, KOTOPOE BO3HUKAET
MeXIy OJIM3KUMU IPY3bSIMH.

ApiiakyHu, B otauuue oT Eroim-
Ha, TOTOB BO3BPAIIaThCsl K OMHOMY U TO-
My xe MoTuBy. Ero monorHa «Hesecrta»
(1981) u3 cobpanusi Pycckoro mysest u
«Kpacasuia» (1979) u3 TpeTbsKoBcKoi
rajiepeu, COTioCcTaBJIeHHbIE Ha BHICTaBKeE,
HECMOTpPSI Ha KOMITO3UIIMOHHYIO OJ-
30CTh, — JIBA CAMOJOCTAaTOYHBIX MPOU3-
BezieHUs. B mepBoMm ciyuae mo cmenoctu
COUYETaHUST KPACHBIX, CUHUX, JWJIOBBIX
MSIT€H, MPOMUCAHHBIX YHUCTBIM JIOKAJIb-
HBIM L[BETOM, YETKOCTUA KOHTYPOB MOJIE-
JIel, TeMIIepaMEeHTHOCTH Ma3Ka yTrallbl-
BaeTCsl yBJIEUCHUE XyIOXHHWKA Hapo.-
HbIM JYOKOM, BBIBECKOW, UX HaWBHOM

MPUMUTUBHOCTBIO. Bo BTOpoM — aBTOp
BBISIBJISIET TPEMETHOCTh W ITO3TUYHOCTH
JIeBUYbEero o0Opa3a ¢ TMOMOIIbI0 Oosee
JIETKOTO U MSITKOTO TIMChMa.
PaccmarpuBast moxoxue omHa Ha
JIpYTyI0 paboThl ¢ u3obpaxkeHuem Jler-
Hero cana (1985, 1987) u LITTKuO (1986)
0oOHapyXuBaelllb, YTO APILIAKYHU HE CTOJIb-
KO pa3BopayrBaeT Mepe 3puTesieM KOH-
KPETHYIO CLIEHY C TYJISIIOIIEH B TApKOBOM
JMaHamadTe myoJuKol, CKOJIBKO packo-
BaHHOCTBIO KMBOITMCHOTO MHCHMa, TTepe-

LILETOIIWH
Toncogpa. 2002
XoJct, maciio. 90x75

German YEGOSHIN
Golgotha. 2002

Oil on canvas

90 by 75cm

BoicTaBku

HACBIIIEHHOTO 3eJIEHbIM, CTPEMUTCS Te-
penaTh cBeXee IbIXaHWe TTPUPOIbI.

B kommnosunusix 1986 roga «Teatp»
¥ «LlupK» Xyn0XXHUK CO BCEi MOJTHOTOM
JKU3HEHHBIX OLIYIIEHUN TUILIET SPKUN
npa3nHuK. [TocpencTBoM KuBomcu Ap-
LIaKyHU pacKpbIiBaeT B HUX Ty 3aBOPO-
JKEHHOCTb KapHaBaJbHbIM ICICTBOM, KO-
TOpasi BOSHUKAET TOJLKO IPU HEeTOCpeI-
CTBEHHOM JI€TCKOM BOCIIPUSITUU.

Pazymeetcsi, mo-BOoCTOYHOMY Kpa-
COYHasl ILIEAPOCTb — OTJAWYUTENIbHAS
XapaKTepUCTHKA TBOpYECTBA APIIIAKYHMU,
HO XYJOXHMK CTAaHOBMUTCSI MHBIM, KOraa
MUIIET COKpOBeHHOE. B monoTHe «/IBoe»
(1990) mpoumnTHIBAETCS UCTOPUST COBpE-
MeHHbIX Anama u EBbl unmu Mapca u Be-
Hepbl — UCTOPUS JIIOOBU, BOJIHYIOIIAs BO
BCE BpeMeHa. ApXeTUnuyeckue oOpasbl
BJIIOOJIEHHBIX 3[I€Ch TTO-36MHOMY TOJIHO-
KpoBHBI. YTOOBI HE pa3pylIUTh IITyOOKO
MHTUMHBII CTPOI KAPTUHBI aBTOP 00X0-
JIUTCS HETIPUBBIYHO CKYITBIMM CPEICTBA-
mu. Ero nmanurpa, He Tepsisi BbIpa3uTesib-
HOCTH, CTAHOBUTCSI HEMHOTOCJIOBHOU M
ocobeHHO ToyHou. [1pu 3TOM cuia 4yB-
CTBa, C KOTOPBIM HAMUCAaHO MOJOTHO,
TOJIbKO obocTpsieTcst. KapruHa oOpertaeT
3MUYECKOe 3ByYaHuUe.

Hio kak caMOCTOSITCIBHBIN KaHP
ObLT IOBOJIBHO PEIKUM [IJIsl OT€YEeCTBEH-
HOTO MCKYCCTBa BO BCe BpeMeHa. Apiiia-
KYHM TTOKa3aJl Ha BBICTaBKE LIUKJI KapTUH
C )KEHCKOI 0OHaXkeHHOi1 HaTypoii: «B mac-
tepckoit» (1987), «Can» (1989), «B BaH-
HOIi», «YTpeHHUt TyaneT» (06e — 1991),
«Jlero» (1997) u npyrue. Ero monens ot-
HIOIb HE KJIaccuyecKuX (opM U IMucaHa
He paau KpacoThbl MPOMOPLUUNA WIK YyB-
CTBEHHOI HaroTel. MOTMBHUPOBKOU CKO-
pee CIYXXUT rapMOHMUS XXHUBOU MPUPOIBI
C HaroJHEHHBIM XXEHCKOI CUJION TeJIoM,
MOJIEJIMPOBAHHBIM JIydaMHM COJTHEYHOTO
CBETa WJIM CTPYSIMU BOJIBI, HAKOHEII, pa-
JTIOCTbIO OBITHSL. 3[1ECh )KUBOTUCH TOBOPUT
Ha SI3bIKE COBPEMEHHOM JTUPUKH.

B mocnennee mecsituneTue B TBOP-
YyecTBe APILIAKYHU KaPTUHBI U3 CEMENHOM
JKM3HU COBEPILEHHO €CTeCTBEHHbIM 00-
pa3oM MeperuieTalTCs ¢ €BaHTeIbCKUMU
croxertaMu. Bapuanuu yacto moBTopsie-
MbIX T€M BKJIOYAIOT B XPUCTOJOTMYEC-
KWif KAaHOH COBpPeMEHHbIE MOTHUBHI. Tak,
apxaHrea [aBpuusI TIPUHOCUT OJIaTyro
BECTb PETIbHOI XXEHIIMHE B OJEXK/1aX, KO-
TOpbIe MBI HOCUM CETOMHS. A Tpa3saHUK
PoxxmecTBa mpoucxomut B AOMe, HATIOJ-
HEHHOM Y3HaBaeMbIMU MPEAMETaAMU CO-
BpeMeHHOCTU. OT 3TOro n3o0paxkeHHbIe
COOBITHSI HE TEPSIOT HU CBOETO TaAMHCTBA
U 3HAYUTEJLHOCTU, HU JOCTOBEPHOCTH.
Benb xapTuHbI CO3MaHbI MacTepoM IO-
JICHUHTPAJACKN YYTKUM K MPEKPaCHOMY,
001a1a101IUM BbICOKOM KYJIBTYPOii Xyn0-
JK€CTBEHHOTO MBIILIJICHUS.

BricTaBka nmpousBeneHuit Mpru3HaH-
HBIX «MY3€MHBIX XyT0XXHUKOB» [epMaHa
Erommna mn 3aBeHa ApirakyHu B Tpe-
ThsIKOBCKOI rajiepee mpuBJieKkaia 3puTe-
JIS1 CBEXKECThIO U XKM3HEHHOM dHEPTUEid.
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