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Hatanna BonckyHckas

DyTypusm u nocie:
JaBug bypJiiok (1882-1967)

[Tpouwno yxke 100 net ¢ Toro aust (20 depans 1909 ropa), korna
yBHfIeN cBeT «PyTypUCTUUYECKUI MaHU(eCT». B HeM UTanbsHCKU
nuMcaTesib, rasa 1 TeopeTuk pyrypusma Pununmno Tommazo Mapu-
HETTU OTPEKCS OT XY/IOXKECTBEHHbIX TPAJIMUMI MPOLLIOTO U BbI-
pa3uil CTPaACTHOE BOCXULIEHUE HOBOW, TEXHOJIOTMYECKOM, PO, 1715
KOTOPOW XapaKTEPHbl CTPEMUTENBHAS TPaHC(hOpPMaLHs OKPY>Karo-
IEN Cpeibl U YCIIOBUN YKU3HU, MAaCCOBOE IMPOMBILIJIEHHOE MTPOU3-
BOJICTBO, HEBUJIAHHBIC PAaHEE MAILIMHBI, OPYAUs TPyJa U MPEAMEThI
ObITa. [1ns1 mrofgell MCKyCcCTBAa BCE 3TU M3MEHEHMsl O3Hayald, YToO
HACTaJI0 BpeMsi MOoUCKa (M OOHApY>KEHUS) UHBIX XY/I0XKECTBEHHbIX
¢opwm, ctuneir, 06pa3oB U MatepuasioB. B manudecre nposo3ria-
wanock: «IloaT pgoikeH TpatuTh cebs 6e3 ocraTka, ¢ OJECKOM
Y WIEAPOCTbIO, YTOObI HAMIOJHUTh BOCTOP>KEHHYIO CTPAcTh MEPBO-
ObITHBIX cTUXUi. KpacoTa MoxeT ObITh TONBKO B 00pb0Oe. Hukakoe
NPOW3BEJIEHUE, JIMIIEHHOE arpecCUMBHOIO XapakTepa, HE MOXKET
ObITh wefaeBpoM. [loa3uto HaJo paccmaTpuBaTh KakK SIPOCTHYIO
aTaKky NPOTHB HEBEJOMBIX CUJI, YTOObI MOKOPUTh UX U 3aCTABUTh
CKJIOHUTBCA NEepe YeJoBEKOM. Mbl CTOMM Ha MOCJIEIHEM pyOeke
cronetuit!.. 3ayemM OINSAbIBATLCA HA3aJl, €CJIM Mbl XOTMM COKPYLUMTb TAaMHCTBEHHbIE BEPU
Heso3moxxHoro? Bpewms u [IpocTpaHcTBO ymepiu Buepa. Mbl yke KuBeM B aOCOJIOTE, IOTOMY
YTO MbI CO3[AJIM BEYHYIO, BE3[IECYLYIO CKOPOCTb. ... MBbI pa3pyimm my3en, OnbInMoTeku, yyeOHbIe
3aBeJICHUs BCEX TUIIOB, Mbl OyJieM OOpOThCSl NPOTUMB MOpalM3Ma, (PEMUHM3MA, POTUB BCSIKOW
ONMOPTYHUCTUYECKON WIIA YTUIIUTAPHON TPYCOCTH» .

4 L{sempl ¢ anzenamu
Oxkomo 1950-x
XomncT, Maciio

78,5 %535

4 Flowers with Angels
c. 1950s

Oil on canvas

78.5 x 53.5 cm

B crarse Bocnipon3sse-
JIeHbI pabOoTbI U3
komnexkuuu Mapu Knsp
Bypmok.

YTYPHU3M — IBMKEHUE He MeHee IJ10-

0anlbHOE W WHTEPHALMOHATbHOE,
YeM TeXHUUECKUI TTPOrpecc v MHIYCTPU -
abHOE pa3BuTHe. Bekope mocie my6mmm-
Kauuy TepBoro ¢GyTypuUCTUUYECKOTO Ma-
HudecTa, B nekadpe 1912 roxa, mosiBuics
maHudect «IlomeyrHa obUIECTBEHHOMY
BKYCY», O3HAaMEHOBAaBIINI CO00I poxKie-
HUe poccuiickoro ¢yrypusma. Jasa poc-
CUIICKUX, KaK U TSI UTATbIHCKUX (ByTy-
PUCTOB, TIPOIILIOE YMEPJIO, MPEBPATUIIOCH
B MepTBbIif x1aM. HoBoe nckyccTBo — aBaH-
rapyi — He TUTAJII0 HU MaJeiIero moure-
HUST K TO3TaM U XyIOXHUKAM CJIaBHOTO
npouioro. B counnenHom daBunom byp-

JokoM, Benmumupom XneOHUKOBBIM, AJlek-
ceem KpydeHbix u Bragumupom MasikoB-
CKUM TeKcTe «[loIeunHEl...» yTBepXKaa-
Jock: «[Ipoiiwioe TecHo. Akanemust u [Ty~
KMH HernoHsiTHee ueporiaugon». 1 TyT xe
npenjarajioch paaukaibHoe: «bpocuth
[Mymkuna, Jocroesckoro, Tosnctoro v mpou.
U npoy. ¢ mapoxona CoBpeMEHHOCTH».
JlunepoM poccuiickux QyTypHuCcTOB
BOJICIO Cyne0 1, BHE BCSIKOTO COMHEHMUS,
MO MPU3BAHUIO OKA3aJICsI CTPACTHBIM, 1axke
HEUCTOBBII aruTaTop, CIOPIIMK, BbIIYM-
MWK, COCTaBUTEJb TPOMKUX 3asiBICHUIA
u MmaHudbectoB JdaBua bypitok. Xynox-
HUK U MO3T, OH ObLT TAKKE YMEJBIM U yC-

TPETbAKOBCKASRA MANEPEA

MelrHbIM opranusaropoMm: emie B 1910 ro-
Iy BMecTe co cBouMHU OpaThsiMmu Hukona-
em u Bnamumupowm laBun co3nan Hemoaa-
JieKy oT XepcoHa rpymmy «[uest» (Tako-
BO Ipeyeckoe HauMEeHOBaHUE ApeBHell
Cxudun). BeposiTHO, TIpoBeeHHAs B CTET-
HOI MTOJIOCE IOHOCTh B OTIPEIeIEHHON Me-
pe cdopmupoBana xapakTtep bypiioka.
Bo Bcsikom ciryuae, y AHTOHa Ax6e (Byp-
JIIOK 3aHUMAJICS KUBOTIMCHIO B €r0 4acT-
HOI1 1IKoJe B MIOHXeHE) ObUIU, HAI0 1y~
MaTbh, OCHOBaHMSI Ha3BaTb €ro <«YyIWBU-
TEJIBHBIM TUKUM CTEITHBIM KOHEM».
Ipynma «[nes» B 1913 romy crana
KOCTSIKOM (bYTYpPUCTUYECKOTO ABUXKEHMS
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Kyraa

C paspucoB8aHHvim
AUUOM

He natuposana
TkaHb, Tylb, Kpacka
Boicora 61

Doll with Painted Face
Undated

Ink and paint on fabric
Height 61 cm

All works are in the
collection of Mary
Clare Burliuk.

. THE TRETYAKOV GALLERY INTERNATIONAL PANORAMA

Natella Voiskounski

Futurism and After:

David Burliuk (1882-1967)

February 20 2009 marked the centenary of the publication of
the Futurist manifesto, in which Marinetti denied past artistic
traditions and expressed his passionate admiration for a new
technological era with its emphasis on speed, industrialization,
and changes in the style of life, with a resulting strong demand
for new artistic forms, styles and media. “The poet must spend
himself with warmth, glamour and prodigality to increase the
enthusiastic fervor of the primordial elements. Beauty exists
only in struggle. There is no masterpiece that does not have an
aggressive character. Poetry must be a violent assault on the
forces of the unknown, to force them to bow before man. We
are on the extreme promontory of the centuries!” Marinetti
wrote. “What is the use of looking behind at the moment when
we must open the mysterious shutters of the impossible? Time
and Space died yesterday. We are already living in the absolute,
since we have already created eternal, omnipresent speed.
...We want to demolish museums and libraries, fight morality,
feminism and all opportunist and utilitarian cowardice.”

hree years later in December 1912 the

birth of Russian futurism was marked
by a manifesto “A Slap in the Face of
Public Taste”. For the Russian Futurists,
as for their Italian counterparts, the past
was dead. The avant-garde means to make
it new, means no homage to the poets and
artists of any glorious past. The 1912 man-
ifesto (signed by David Burliuk, Velimir
Khlebnikov, Alexei Kruchenykh, and
Vladimir Mayakovsky) declared: “The past
is too tight. The Academy and Pushkin are
less intelligible than hieroglyphs,” and
exhorted fellow poets to “throw Pushkin,
Dostoevsky, Tolstoy, etc., etc. overboard
from the Ship of Modernity.”

The Russian Futurists were headed
by a passionate and successive organizing
leader David Burliuk , who in 1910 togeth-
er with his brothers Nikolai and Vladimir
founded the group “Hylaea” (Greek for
ancient Scythian lands) at an estate near
Kherson located by the Black Sea. This
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very group in 1913 was to become Futurist.
It is worth noting that the Russian Futur-
ism was more “verbal-centric” than “visu-
al-centric”. And thus the Burliuk brothers
were joined by poets like Vasily Kamensky,
who called himself “a futurist-songfight-
er”, and the “budetlyanin” (a Russian
neologism from the future form of the verb
to be — “budet”) Khlebnikov, who, ac-
cording to the outstanding poet Osip Man-
delshtam “dug underground routes to
the Future”; Alexei Kruchenykh, often
referred to as the “Rimbaud of Russian
Futurism”; and the internationally known
Mayakovsky, in whom Burliuk was the first
to recognize a genius. Although “Hylaea”
is generally considered the most influential
group of Russian Cubo-Futurism, other
futurist units appeared, such as Igor Sev-
eryanin’s Ego-Futurists in St. Petersburg,
or the group of poets “Tsentrifuga” in
Moscow which was close both to Futurism
and Symbolism (with Boris Pasternak
among its members), alongside a few oth-
ers in the Ukraine (in Kiev, Kharkov, and
Odessa).

The short burst of Futurism in Rus-
sia, the mere existence of which was due to
the fact that it united phenomenal person-
ages of the artistic circles of the first
decade of the 20th century, was honoured
by a book “Futurists” written by the Russ-
ian famous man of letters Kornei
Chukovsky. And it was he who made an
exact but ironical comparison of Moscow
“cubo-futurists” and Petersburg “ego-
futurists.” At the same time others like
Velimir Khlebnikov in his poem “Burliuk”
(1921) praised his friend’s wild energy
(also noticed by Burliuk’s mentor
in Munich Anton Azhbe, who called his
student “a wonderful wild steppe horse”);
or like the poet Nikolai Aseev who paid
tribute to Burliuk’s sarcastic manner in the
poem “Mayakovsky Beginning”. David
Burliuk since the 1910s has been known
and referred to as the father of Russian
Futurism (his own definition of himself),
and though the life span of the movement
was short, the name of David Burliuk was
and still is a symbol of epatage, artistic
notoriety, and scandalous public behaviour

mixed with inexhaustible creativity. For
the majority of amateurs his name, howev-
er, remained only in the annals of art his-
tory of the first quarter of the 20th century.
But what came after?

A large scale exhibition “Futurism
and After: David Burliuk, 1882-1967”
which was on view through March 2009
in the Ukrainian museum in New York is
an homage to the artist and the first major
US show of Burliuk’s art in nearly half a
century. The site of the exhibition reveals
the connection of Burliuk’s native Uk-
raine and America, the country that
became his Motherland from 1922 until
his death in 1967.

According to Jaroslaw Leshko, presi-
dent of the Ukrainian Museum in New
York, “many of these works have not been
exhibited in New York City so this is a
unique opportunity to take a close and rare
look at the whole career of one of the 20th
century’s important avant-garde artists
through the prism of his own collection
now in the possession of his granddaughter
[Mary Clare Burliuk].”

More than 100 works, including
some of Burliuk’s photographs and per-
sonal belongings, enabled visitors to
overview the part of Burliuk’s art that was
created beyond, and after, the Russian
period of his burlesque activity — during
his trips to Siberia, to Japan and his resi-
dence in the United States. It is probably
due to the fact that this show displays quite
a number of family rarities that you start to
feel Burliuk’s artistry the moment you
enter the exhibition. Among them are
Burliuk’s eye-catching, garish, cubistic
patchwork vest and some of his single-drop
earrings, and his glass eye; there is also a
display of his easel, paint brushes, his paint
box and pallets alongside the ink-on-card-
board portrait of Burliuk by Arshile Gorky
(1930), a bust of the artist by Chaim
Gross, and a bust of the artist’s wife Maru-
sia Burliuk by Isamu Noguchi.

A special part of the exhibition is
devoted to Burliuk’s almost two year —
from October 1920 to August 1922 — active
avant-garde intervention in Japanese artis-
tic life, at that time characterized by a
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Kazax Mamaii. 1908
MeuIkoBrHA, MACTIO
94 x 78,5

Cossack Mamai. 1908
Oil on burlap
94 x 78.5 cm

INTERNATIONAL PANORAMA

strong striving for westernization and
modernization in practically speaking all
spheres of life — political, social and eco-
nomic. As Thor Holubitzky remarks in his
article for the exhibition catalogue “David
Burliuk in Japan”, all these formed a
“favourable cultural climate for an exhibi-
tion of modern Russian painting”. And
though his stay in Japan is sometimes
regarded only as “a brief interlude between
Burliuk’s life in Russia and his resettlement
in New York City”, the Japanese received
the artist and his friend the renowned artist
of Ukrainian origin Viktor Palmov enthusi-
astically; both were the organizers of the
“First Exhibition of Russian Paintings in
Japan” due to the support of ROSTA (the
Russian Telegraph Agency, with which
Mayakovsky was very active). The first
exhibition of new Russian art in Japan
showcased 473 works by 28 artists, includ-
ing works by Burliuk’s friends Malevich
and Tatlin (150 works were by Burliuk him-
self and 43 by Palmov).

In 1921 the Royal Family paid due
attention to Burliuk’s artwork, organizing
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Kamenuwguxk. 1912
Xomnct, Macio

33x313

Bricklayer. 1912
Oil on canvas

33 x31.3cm
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his solo-show in Kyoto and purchasing
some of his paintings. Naturally, he paint-
ed intensively following a variety of styles
and trends and techniques. Thus, there are
on view his abstract-futurist works, plein-
air landscapes (“Japan Palm”, 1921),
genre scenes (“On the Train”, 1922) and
portraits (“Viktor Palmov”, 1921; “Maru-
sia in Japan”, 1922; “Japanese Woman”,
1922). When in the USA, Burliuk seemed
never to lose his contacts with Japan, hav-
ing organized a benefit exhibition in New
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York after a devastating earthquake in
Tokyo in 1923. He also used his “memory-
experience” in his Japanese motifs until
the end of his life.

In 1922 Burliuk and his family (his
wife Marusia and two young sons) landed
in New York. Contrary to the idea that he
deserted Russia to escape the Bolsheviks
he worked from 1923 to 1940 as the art
editor and proofreader for the “Russian
Voice”, a Communist newspaper. He also
published a magazine “Color & Rhyme”.
In 1925 in New York the two great Russian
Futurists Mayakovsky and Burliuk met,
and the latter became the poet’s guide and
the one who acquainted Mayakovsky with
Elly Jones (nee Siebert), the mother of the
poet’s only child, Patricia. To commemo-
rate the meeting of the two great Futurists
Mayakovsky left a pen portrait of Burliuk
which he signed in Russian and dated in
English (it was shown at the exhibition).

Life in the USA satisfied Burliuk’s
curiosity and his keen “futuristic” atten-
tion to new technologies and a novel life
style. Here he was able to find a variety of
industrial enterprises, modern conven-
iences, and futurist-style architecture. And
here again the artist made a twist in his
artistry — he created the Radio-style,
accompanied in his futurist way by two
“Radio-manifests”. In her article con-
tributing to the catalogue Miroslava
Mudrak paid tribute to Burliuk as a
“Radio-modernist”. She writes: “Burliuk’s
Radio-style evolved in the late 1920s as an
artistic philosophy informed by Aris-
totelian ‘entelechy’ (the Greek word for
a state of completion or perfection, the

Snonckue aucmosku
Okomno 1921-1922
Bymara, Tyuis

19,5 %328

Japanese leaflets
c. 1921-1922

Ink on paper
19.5 x 32.8 cm

B.B.MASIKOBCKUH »
THopmpem [{asuoa
bypaoka

Kapton, Tyms

30,7 x 22,7

Vladimir
MAYAKOVSKY »
Portrait of David Burliuk
Ink on card

30.7 x 22.7 cm

attaining of a body’s or object’s final
aim) — the sensory actualization of form
through the creative agency of art.” In
order to make the term clearer Mudrak
uses the Russian word “faktura” to
describe it: “First articulated in 1912, ‘fak-
tura’ is revealed through a raw, tactile dis-
play of impastoed threads of pigment
sometimes mixed with clods of soil, or
‘lined” with plaster-like icons and frescos.
It describes subliminal perceptions of pri-
mordial bio-geological rhythms in nature,
recorded with the radiant enthusiasm of
quasi-ritualistic process of rudimentary
essences on a painting surface. Burliuk’s
‘faktura’ brings us face to face with brute
modernism as if touching the ‘coat of
some fabulous wild beast’... Shaped by the
principles of ‘faktura’, the concept of
Radio-style can thus be described as an
abstract painting of coloured space
inspired by the invasion of mechanics
offering a composite layering of organic
forms that have morphed into mechano-
morphic entities. Radio-style is about past
and future, the petrographic and cosmo-
logical in one fell swoop — an embodiment
of Burliuk’s metaphysical self in the active
present.” The Radio-style is represented at
the exhibition by several works (“Harlem
River”, 1924; “Advent of Mechanical
Man”, 1925; “Ferry Across the Hudson”,
1925).

In the 1930s Burliuk turned to real-
ism “flavoured” with a mysterious fairy-
tale like mood. He painted New York
streets, gloomy urban scenes with gnome-
like figures, poor inhabitants of lower
Manhattan (“Foot of the 10th Ave. New

B Poccun. B Hee opraHnyHO BIvuch 6e3-
MEpHO TAJIAHTIWBbIE YIACTHUKU: TTOITHI
Bacwiuit KameHckuit («dytypucr-nec-
Heboell», o0 ero COOCTBEHHOMY BbIpaKe-
HUIO); «OyneTnsasHuH» Bexumup XneGHuu-
KOB (OH «ITpOPbUT B 3eMJi€ XOIbl s Oy-
Qyliero», — yTBepxknan akmeuct Ocun
Mamnnenbiuram); Anexkceii KpydeHbIx, Ko-
TOPOTO WHOTIAa Ha3bIBaJIu ApTIopoM Pem-
00 poccuiickoro ¢yrypusma u Bragumup
MasikoBckuii (MMeHHO Bypitok mepBbIM
OLICHWJI €r0 TeHUaIbHOCTh). «[ites» mo
MpaBy MPU3HAETCST HANOOJIee BIUSATETbHON
TPYINON POCCUMCKUX (PYTYPUCTOB, OJHA-
KO CYIIECTBOBAJIM U IPYTHE COIO3BI TOM Ke
HampaBJIeHHOCTU: HATpuMep, 3ro-dyTy-
pucThl Bo raBe ¢ Mropem CeBepssHUHOM
B Cankr-IletepOypre; moatsl «lleHTpH-
dyrmn» B MockBe, 00BeTUHSIBIIIE B CBOEM
TBOpuYecTBe (hYyTYpU3M U CUMBOJIM3M (Cpe-
nu Hux ot bopuc IMacrepHak u Huko-
Jaii AceeB); HECKOJIBKO (DYTypUCTUUECKUX
TPYIIIT TIOSIBWJIOCH Ha YKpauHe — B Kuese,
XapbkoBe u Onecce. Co3naHuIo U pa3BU-
THUIO HOBBIX «sf4eek» 00Jjiee BCero Crocoo-
cTBOBaJI caM Bypiiok — HeyTOMUMBIi Op-
raHU3aToOp W HEMpPEeMEHHbI y4yacTHUK
MOe3/10K B MPOBUHIIMAIbHBIE TOPOAA, TIe
MPOBOIVJINCH BBICTYILICHUS Hanboree sip-
KUX (DyTYPUCTOB U MyOTUYHBIE TUCITYTHI.
HenponomkurenbHoe pa3BUTHE U BO-
rionieHue Gyrypuctudeckux uaei B Poc-
CHUM HOCWJIO B3PBIBHOWM XapakTep U TIPUB-
JIEKJ10 (DEHOMEHAJIbHO OIAPEHHBIX TBOPLIOB;
OHO OBLIO CKOpPEe JINTEPATyPHO-1ICHTPUY-
HBIM (ITOSTUYECKUM), HEXKETU KUBOTIUC-
HO-LIeHTpUYeCcKrM. [IpoHUTIaTeTbHBII JT1-
TeparypHblii KpuTukK Kopneii YykoBckuii
MOCBITWI JTaHHOMY JABIDKCHWIO KHUTY
«@DyTypUCTBI», B KOTOPOi, B YACTHOCTH,
1300peTaTeIbHO U He 0e3 MPOHUU pa3ou-
paeT OTIIMYMSI MOCKOBCKUX KyOodyTypH-
CTOB OT METepPOYPTCKUX 3T0-(PYTypUCTOB.
CaMo MosiBJIeHUE 3TOW KHUTH, KOHEUHO,
ChITPaJIO HEMAJIYIO POJib B ITpoIaraHie Ho-
CHUBIIIMXCS B BO3MIyXe MIEH M YKPEIUIO
MO3UIIMN «OTIIAa PYCCKOTO (yTypU3Mar,
Kak cTayl UMeHoBaTh ce0s1 JlaBua bypiiok.
WM3BecTHOCTM M [axe ClaBbl €My, U B ca-
MOM Jenie, ObUTO He 3aHuMath. Hewcro-
BOIl DHEpruy CBOETr0 COTOBApMIlA OTHAT
nokHoe Benumup XneOHUKOB B CTUXO-
TBopeHunu «bypimok» 1921 rona:

C HIMPOKOIO KMCTBIO B PYKe Thl Oeraj phIChIo
U kymauoBoii pybaxoit

Ynuuel MIoHXeHa 10J1ro cMylIa,
KpacHolekrM myrast JTJULIOM.

(A propos. Bypiiok, B CBOIO o4epe/ib,
B BBICILIEI CTereHU 00pa3HO MOBeIal O CBO-
€M OTHOIIEHMHU K JIpyry: «5 o XjeOHUKoBe
Harcasl mapoM IbIXaHUsI CBOETO B BO3IIY-
Xe, Ha OapabaHHBIX TEPEroHKax IecsT-
KOB ThICSIU CTylIaTesiell Ha JIEKIMSIX CBO-
WX, B TpUALATU TpeX ropomax Poccuu —
LeJIble YCTHBIE TOMBI. SI TIporoBemoBat
XJ1eOHUKOBa»).

Huxkonait AceeB B mosme «MasikoB-
CKUIA HAYMHAETCS» OTMETUJI CBOMCTBEH-
Hble BypiitoKy HEOOBIKHOBEHHYIO HaXO[l-
YUBOCTb U CAPKACTUYECKUI CKJIa/ yma:

B noesoe. 1922
Xouct, Maco
342 x 45,7

On the Train. 1922
Oil on canvas
342 x 457 cm

Jleuxcenue/Boanvt v
Oxkoro 1910-1920
(moTopeHo B 1960-¢)
Maconur, macio

16,2 x 10,5

Movement/Waves v
c. 1910-1920
(repainted 1960s)
Oil on masonite
162 x 10.5 cm

MEXOYHAPOOHAA MAHOPAMA

MckyccTBeHHBII 1a3
TIPUKPBIBAJICS JIOPHETKOIA;
B CapKa3Me U30THYTHIN poT
Hariesal,

Ka3aJloch, YYTUBOE YTO-TO;
HO eIKOI

HaCMELIKOI

yMeJ1 yOuBaTh HaroBaJl.

C tex op uMms Bypiioka acconum-
pyeTcsl ¢ amaraxkeM, MPOBOLMPOBAaHUEM
MmyOJIMKHM, CBOETO POAA «XYJIMTAaHCTBOM»
B apTUCTUYHON YTIIAKOBKE U BMECTE C TEM,
C XY/IOXKECTBEHHOU CaMOOBITHOCTBIO 1 O€3-
TPaHWYHOI KpeaTUBHOCThIO. 1151 mogaB-
JISIIOIIETO OOJIBILIMHCTBA JIIOOUTENENH UC-
KYCCTBa €0 MMsI IIEJTMKOM U TIOJTHOCTBIO
MpUHAMLIEKUT KPaTKOi, OIHAKO OypHOI
HWCTOPUY XyIO0XKECTBEHHBIX TEUECHUI TIep-
Boil uerBeptu XX Beka. Ho uro xe ObL10
nanbiine? MoxHO Jii TOBOPUTH O €ro TBOP-
YEeCKOM JKMU3HU «I1ocse GhyTypusma»?

OTBET Ha 3TOT BOITPOC €T MacIlTad-
Hast aKcro3uius «Pytypusm u nocie: Jla-
Bun Bypmiok (1882—1967)», pa3BepHyTast
B 3as1ax YKpanHcKoro mysest B Hpio-Mop-
ke. BricTaBKy mmpousBeneHUiT XymOXKHIKA
B 9TOM My3€ee HeJib3sl He MTPU3HaTh CUMBO-
JUYHO#: Bypaiok ponuics Ha YkpauHe,
a AMepuKa cTaja Il HeTO BTOPOI pomu-
Hoit (oH xun B CLLA ¢ 1922 rona). Cne-
JIyeT OTMETUTb, YTO IKCIO3MIIMUS SIBJISI-
eTcsl HauboJsiee TIOJHBIM PETPOCTICKTHB-
HBIM TIOKa30M TBopuecTBa JaBuma Byp-
moka B CIIIA 3a mociieaHue rnosseka.

JlelicTBUTENbHO, MO CJI0BaM IpEe3H-
JIEHTA TIOTIEYUTETLCKOTO COBeTa YKpauH-
ckoro mysest Spocnasa Jlewko, «MHOrMe
M3 IEMOHCTPUPYEMBIX PaOOT HUKOTAA He
BblcTaBsUIIch B Hblo-Mopke, Tak uto
3pUTEN WMEIOT YHUKATbHYIO BO3MOXK-
HOCTb O3HAKOMMTBCSI BO BCEU IMOJHOTE
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York”, 1946). Regarding this part of
Burliuk’s legacy Dr. Mudrak concludes:
“Burliuk’s immigrant perspective on the
working class of the 1930s and 1940s ...
offers a unique, and still largely unstudied,
contribution to American Social Real-
ism.” In 1941 Burliuk moved to Hampton
Bays, Long Island, where he was the main
player in the Hampton Bays Art Group —
an artistic colony, which united the Soyer
brothers, Rafael (who painted a portrait of
Burliuk and his wife in 1943) and Moses,
Milton Avery, and Arshile Gorky.

During World War II he made what
some have called “his Guernica” — a large
canvas “Children of Stalingrad” (1944),
depicting the tragic life of the orphans of
the heroic city... Curious children’s eyes
seem to study the viewer trying to find an
answer to the vital question: “To live or
not to live?” Naturally this (though rather
naive) painting dominates the exhibition
as a screaming bright emotional splash on
the wall. This work is not the only testi-
mony of the artist’s “political” art. His
“Lenin and Tolstoy” (1925-1930) — an
attempt to depict two real symbols of Rus-
sia — the Past embodied in the image of
Tolstoy and the Future embodied in
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Lenin, ploughing up the soil of future
impressive success of Soviet Russia —
became a paraphrase of Ilya Repin’s “The
Ploughman Tolstoy in the Fields”.

The exhibition opens with the most
popular of Burliuk’s work, “Cossack
Mamai” (1908) — his fauvist tribute to
Ukrainian folklore and festivity of life.
This painting alongside a dozen other early
paintings evidence his absolute artistic
emancipation to mix Fauvist, Cubist and
Futurist tendencies (like “Bricklayer”,
1912; “Man with Two Faces”, 1912;
“Neomorphism”, 1918; “Primavera”,
1913). Somehow in the 1940s and 1950s
Burliuk again turned to Ukranian folk
naive realism, recollecting his joyful child-
hood impressions in his colourful steppe
landscapes, Ukrainian girls and genre
scenes (“Two Ukrainian Girls”, 1948;
“Uncle and His Niece”, 1950s).

In 1949-1950 the Burliuks made an
eight-month trip to Europe and — as the
curator of the exhibition Dr. Miroslav
Shkandrij marks in his opening article to
the catalogue — from then on they visited
Europe almost every other year; they
became great travelers who in 1962 made
a trip around the world (a propos, Burliuk
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was 80 at that time). The first trip gave
vent to Burliuk’s life-long admiration of
Van Gogh and inspired him to a series of
works dedicated to the great Dutch artist
(“Café de Nuit”, 1949). When in 1956
and then in 1965 he came to the Soviet
Union Burliuk visited Moscow, Len-
ingrad, Kharkov and the Crimea — in the
collection of Mary Clare Burliuk there is
his painting “Crimea” dated 1956. He
was welcomed in the USSR but was not
honoured either by an exhibition or a
publication.

Special attention is given to the last
decade of the artistic activity of this master
with his really unique “power of dynamic
creation”. The still-lifes of the 1950s and
1960s show the artist’s ability to enjoy life in
its flourishing glory (“Flowers with
Angels”, c. 1950s). When by the end of his
life the aging artist experienced some diffi-
culty and inconvenience working at the
easel he switched to miniatures painted on
wood. This part of the exhibition is of an
absolutely peculiar interest — set in glass
cases these paintings vary from purely real-
istic (“Girl with Red Lips”, undated; “Man
with Teapot”, 1964), to the avant-garde
(“Rainy Day Man”, undated) or naive.

Hemu Cmanunepada
1944

Xouct, Maciio

157 x 2058

Children of Stalingrad
1944

Oil on canvas

157 x 205.8 cm

C TBOPYECTBOM OTHOTO W3 BUIHEWUIINX
B XX BeKe TpeicTaBuTelieil SKUBOTTMCHO-
rO aBaHrapjia Ha MaTepuase HacJlenus Ma-
cTepa, KOTOPbIM HbIHE BJIA/IEET €ro BHYY-
Kka [Mapu Knsp Bypitok]».

3puTensaM OBUIO TIOKa3aHO TBOP-
yeckoe Hacieaue bypiioka, oTHocse-
€cs K TOMY MEPUO.Y, KOTJIa POCCUACKUN
3Tar ero 6ypHOil XyIoKeCTBEHHO aKTHB-
HOCTH 3aBEepLIWJICS: 3TO, IJIaBHbIM 00Opa-
30M, pabOThl, BBITIOJHEHHBIE BO BpeMs
mytemnectBust o Cubupu, TIpeObIBaHUS
B AnoHuu u xuzHu B Amepuke. JleMoH-
ctpupoBajioch Oosnee 100 3KCIOHATOB,
B UMCJIE KOTOPBIX — TTIOMUMO XXUBOTTUCHBIX
U rpaduyeckux npousBeaeHuit, hotorpa-
¢uu u nuuHbie Bemu bypmioka. Coxpa-
HUBIINECS CEMENHbIE papUTEThl — TaKue,
KaK COCTaBJIeHHAs! U3 Pa3HOIIBETHBIX KYy-
COYKOB TKaHU (B cTuje patchwork) «kyou-
CTUYECKasT» KUJIETKA, CEPbIM, CTEKJISTHHBIN
rJ1a3 MacTtepa (e1ie B IOHOCTU OH JINIIUT-
Ccs OJIHOTO TIJa3a), MOJbOEPT, MajIuTpa
U KUCTH, — CBUJETEJILCTBYIOT 00 apTHUC-
TUYHOCTU U XyIOXECTBEHHOW HAType MX
Branesnbiia. Hapsimy ¢ TUIHBIMEY BellaMu
BBICTaBJISIUCh TPpadUUYECKUE MOPTPETHI
Bypmioka pa6otsl Aprmna Topku (1930)
u Bragumupa Masikosckoro (1925), a Tak-
K€ CKYJBITYPHBIE N300paskeHUs XyIOXK-
HuKa (aBTop Xaiim Ipocc) u ero xxeHnl Ma-
pycu (aBrop Mcamy Horyun).

OnuH 13 pa3nenoB SKCMO3UIINH TI0-
CBSIIIAJICST TTIOUTU JBYXJIETHEMY (OKTSIOpb
1920 — aBryct 1922) npeGeiBanuio byp-
moka B fAnmoHun. DTO OBLIO MOXOXKE Ha
«BTOPXKEHHME» POCCUICKOTO aBaHTapIHO-
IO MCKYCCTBA B XYJOXKECTBEHHYIO XU3Hb
CTpaHBbI, T7I€ B TO BPEMsI OLIYIIATIOCH CUITb-
HOE CTpeMJIEHNEe K BECTePHU3AIUN U MO-
JEPHU3ALUM MPAKTUYECKU BO BCEX OT-
paciisix, BKJIIOYasl KyJabTypy U UCKYCCTBO.
B cratbe «[laBun bypiok B AnoHuun»,
MOMELIEHHOM B KaTaJlore HbIO-MOPKCKOM
BeicTaBKU, Mroppb [onyOoulikuii otMevaer,
YTO yKa3aHHOE 0O0CTOSITEIbCTBO CHOPMHU-
poBao «OJAroNpUSITHBINA KYJIBTYPHBII
KIUMaT Uil JeMOHCTpalMU COBPEMEH-
HOI1 poccuiickoit xkuBonucu». [1pedbiBa-
Hue bypioka B inoHuu o1mmb04HO ObLIO
ObI KBaJIM(UIIMPOBaTh KaK He OoJiee yeM
«KPaTKy10 UHTEPIIOANIO» MEXIY KMU3HBIO
B Poccuu m mepee3nom B AMEpUKY, XOTS
TaKOTO POJia BEICKA3bIBAHMSI BCTPEYAIOTCS
HepeKo.

B Crpane Bocxoasiero connna /la-
Buna bypiioka u ero apyra — mpeKpacHOTO
XyIAOXHUKA YpOXeHLa YKpauHbl Bukro-
pa [1anbpmoBa (4bM pabOThl SKCIIOHUPYIOT-
cs B TpeThsIKOBCKOII Tajiepee U B APYTUX
My3esiX MUpa) BCTPETUIIN C HEMaJIbIM 2H-
Ty3uazMoM. OHU OpraHU30BaIM OOIIUP-
HYI0 BBICTaBKY POCCUICKOTO MCKYCCTBA,
B COCTaB KOTOPOI BoLTO 473 TIpon3Bee-
HUs 28 XyHOXHUKOB, B TOM 4ucjie Ma-
neBuya u TamiuHa, 150 paboT, co3maHHbIX
camuMm Bypmiokom, u 43 — [TanbMOBBIM.
IlepBas B SimoHMM BpICTaBKAa POCCUICKOI
JKMBOITMCU COCTOSUIaCh TPU MOAIEPXKKE
Poccuiickoro TtenerpacgHOro areHTCTBa
(POCTA). HenuirHe BCITOMHUTB, 4TO B
9TO0 Xe BpeMsi B MoOCKBe ¢ NesITebHO-

Buxmop Iaavmos
1921

IMocka, maciio
254 %173

Viktor Palmov. 1921
Oil on board
254 % 17.3 cm

Snonckas naavma. 1921
MelukoBuHa, Macio
72,5 x 98

Japan Palm. 1921
Oil on burlap
72.5 x 98 cm

ctbio POCTA oka3zalicst TECHO CBSI3aH CO-
patHUK Byprioka o dyTtypuctiudeckomy
IBIDKEHUIO MasiKOBCKUI (SKU3HEHHBIM
MyTsIM IBYX APY3€ii CY>XIeHO ObLIO mepe-
ceubcs ettie pa3). B 1921 romy nmmeparop-
cKasl ceMbsI TIPOSIBWJIa WHTEPeC U TPUO-
Opena HecKoJIbKO padot bypioka, nmpea-
BapUTEIbHO YCTPOUB €ro IEePCOHAIbHYIO
BbICTaBKY B Knoro.

Bypiiok He TOJBKO TMpormaraHIupo-
BaJl POCCUICKOE UCKYCCTBO, HO M MHTEH-
CHBHO 3aHMMAJICSI TBOPYECTBOM, HE Orpa-
HUYMBast ce0sT TP 9TOM KaKUM-TO OTHUM
ctieM. OH paGoTajl B cCaMbIX pa3HBIX XyHI0-
JKECTBEHHBIX TEXHUKAX U IMPOOOBAJI CBOU
CUJTBI BO MHOTHUX HarmpasJieHusix. Ha Bbic-
TaBKe B YKPAaMHCKOM MYy3€ee MPeICTaBlIeHbI
Cco3laHHbIe B SITOHMU B CTWIIe aOCTpPaKT-
HoOro GyTypu3Ma TUITUYHO TUIEHIPHBIE
neizaxu («AmnoHckas naabMa», 1921),
JKaHpoBble TpousBeneHust («B moesmne»,
1922), noprpersl («Bukrop IMaabMoB»,
1921; «Mapycs B SAnonun», 1922; «Amox-
cKasi KeHIMHay», 1922). Tlepeexas B CILIA,

MEXOYHAPOOHAA MAHOPAMA

Bypiiok He yTpaTit ¢Bs3b ¢ SlmoHuei: Tax,
nociie mpousolenero B 1923 romy pas-
PYLIUTENBHOTO 3€MJIETPSICEHUSI, TTPaKTH-
YeCKU TOJTHOCThIO YHUUTOXUBILIEro ToK1o
u Moxoramy, oH opranmzosan B Heto-Hop-
Ke 0JIaTOTBOPUTENIbHYIO BBICTABKY-TIPOJIa-
XKy cBOMX pa®oT. Jla 1 BOOOILIe 3aMeUeHO,
YTO 10 KOHIIA XXU3HU XyJTOXHUK UCTIOJb-
30BaJI 3arevyaTyieBIINecs] B €ro MaMsTu
SITOHCKWE MOTHBBI.

B Haio-Mopke Bypimok Bmecte ¢ Ma-
pyceil 1 ABYyMST MaJleHbKUMU CHIHOBBSIMU
okazajics B 1922 romy. Kcratu, HeBepHO
ObLIO OBl CUMTATh, YTO OH MOKUHYJ pPO-
IVHY TIO MOJIUTUYECKUM MOTHUBAM, BEIb
B 1923—1940 romax HaBun [daBumoBud
paboTay XyIdOXECTBEHHBIM DPEJAKTOPOM
U1 KOPPEKTOPOM B U3aBaeMOIi KOMMYHU-
cramu razere «Pycckuit romoc» (Russian
Voice), mpu 3TOM OH MHOTO BPEMEHH yJie-
JISLT XKUBOITHUCH, BBIITYCKaJl WITIOCTPUPO-
BaHHBI €ro COOCTBEHHBIMU paboTaMM
xypHai Color & Rhyme («lBer u Pud-
Ma»). B 1925 roxy B Helo-Mopk mpuexain
MasikoBckuii. Tam Tmpou3olia mocien-
HSIST BCTpeda MBYX BBIIAIOIINXCS BQyTypu-
CTOB: B MaMsITb 00 3TOM MO3T OCTAaBMJI
cBoii «aBTorpad» — noptpet daBuna /la-
BUIOBUYA. TaK CIIy4WIOCh, YTO UMEHHO
bypmiok noszHakomun Bragumupa Bra-
IMMUPOBUYA C POCCUIICKON SMUIpPaHT-
Kol Dym JIxXoHC (ypoxXaeHHoM 3ubepT),
KOTOpasi cTajla MaTepbhlo eIMHCTBEHHOTO
pebenka MasikoBckoro — [larpuiyu.

AMeprKa BO MHOTOM COOTBETCTBO-
Bajla 0OOCTPEHHOMY «(yTypHCTUYECKO-
My» uHTepecy JdaBuaa bypitoka K HOBeli-
LM TEXHOJIOTUSIM U K MepeMeHe CTUJISI
xku3Hu. Ero ogmHakoBO WHTepecoBaiun
¥ TIPOMBINIIIEHHOCTh, U OBITOBAsT TEXHU-
Ka, ¥ HOBast apXUTEKTypa — OCOOEHHO Ta,
KoTopas Obuta 01M3Ka PyTYypUCTUUECKUM
unesiM. B TBopuecTBe XymoXXHUKA MPOU-
301LeJT 0YePETHON MOBOPOT: OH M300pes
«Paguo-cTuab» 1, BepHbI cebe, BO3Be-
CTUJTI 00 3TOM BITOJTHE TMO-(DYTypUCTAYE-
cku — B ABYX «Paguno-manudecrax». Mu-
pociaBa Myzipak — aBTOp OZHOM U3 cTaTeit
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M 0s u naemannuya. 1950-¢
Iocka, macno. 22,9 x 30,5

Uncle and His Niece. 1950s
Oil on board. 22.9 x 30.5 cm

TPETbAKOBCKASA TANEPEA
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Yeaosex

8 00XHCOAUBDBLIL OeHD
He patuposano
Maconwur, macio
135%x75

Rainy Day Man
Undated

Oil on masonite
135 x7.5cm

Yemeepo myxncuuH,

UparOWUX 6 Kapmol

He natupopano
JepeBo, Maciio
12,7 x 10,2

Four Men
Playing Cards
Undated

Oil on wood
12.7 x 10.2 cm

One cannot but agree with Dr. Skan-
drij who remarks: “Throughout a long
career the artist often changed his style,
but his irrepressible inner vitality sustained
him and left its marks on all his works.”

In conclusion, the major part of this
retrospective exhibition showcases Bur-
liuk’s heritage from the American half of
his life and thus is of special interest for
those viewers (both connoisseurs and pro-
fessionals) from elsewhere, but particular-
ly from Russia, who happened to be in
New York between November 2008 and
March 2009. But most special about it is
the fact of Burliuk being part of Russ-
ian/Ukrainian/American, in other words
international art history of the 20th centu-
ry. The influence of his creative outrageous
personality on the generations that fol-
lowed cannot be overestimated. As
Vladimir Mayakovsky perceptively put it
back in 1914, Burliuk was “the best artist
among poets, and the best poet among
artists” — and arguably his unique and
inimitable temperament and persuasively
self-confident personality may have some-
times prevailed over the purely artistic
results of his gushing creativity.

The Editorial Board of the Tretyakov Gallery
magazine express their gratitude to the Ukrainian
Museum, New York for the images used in the
publication.

KaTtajora BBICTaBKU B YKPaWMHCKOM MY-
3ee — Bo3aaeT noskHoe Jdasuny bypitoky
KaK «paJno-MoJIepHucTy»: «Pa3padboraH-
Hblii Bypmiokom B koHue 1920-x “paguo-
CTWJIH” OCHOBBIBACTCS Ha BBEJIECHHOM ApH-
CTOTEJIEM TIPEICTAaBICHUN 00 IHTEJeXUN
(Ha IpeBHErpeYecKoM si3bIKe Tak 0003Ha-
YaeTCcsl COCTOSTHUE 3aBEPIICHHOCTU U CO-
BEpIICHCTBA, JTOCTVKCHUSI KOHEUHOM 1Ie-
JIN), WK YyBCTBEHHOU (ukcanuu ¢hop-
MbI TOCPEACTBOM TBOPYECKON BSHEPTUU
HWCKYCCTBA. ...«Pamno-cTuiab» moBeCTBYET
OTHOBPEMEHHO O MPOIILJIOM 1 O OYIyIIeM,
B €IMHOM TOHSITUN MOIIHO CJIMJIUCH MeT-
porpadudeckre 1 KOCMOJIOTHUECKHE CYIII-
HOCTU — BOTUIOIIEHUE MeTaU3nmuecKo-
ro “f” Bypiaioka B akTUBHOM HACTOSIILIEM
BpeMeHM». K 3TOMy CTHJII0O OTHOCHUTCS
PSI 9KCIIOHUPYEMBIX Ha BHICTaBKe paboT
(«Peka lapnem», 1924; «I[Ipuxon MexaHu-
yecKoro yeyioBeka», 1925; «I[Tapom uepes
yazon», 1925).

B 1930-¢ ronpr Bypmiok obpatuics
K peajiuamy, rpaB/a, cjierka OKpalieHHOMY
TaMHCTBEHHOCTHIO M CKA30YHOCTHIO. Ha 1mo-
JIOTHAX TOTO Tieproaa — yrmisl Heto-Hop-
Ka, MpayHbl€ TOPOJICKUE CIOXKEThI C THOMO-
MOA0OHBIMU TTEPCOHAXAMM, HUIIINE O0M-
Tareu HUXHero ManxatreHa («10-as
aBeHI10. Holo-Mopk», 1946). DtoT pasnen
TBOPYECKOTO Hacenusl XyJAOXHUKa, IO
MHeHHWI0 Myapak, TpencTaBisieT co0oit
«B3MJISIT UMMUTpaHTa Bypiioka Ha moo-
JKeHue paboyero kiacca B 1930-e — 1940-¢
TOJIbI... I TEM CaMbIM SIBJISIETCSI CBOEOOpa3-
HBIM U JI0 CUX TTOp MaJIOMCCIICIOBAaHHBIM
BKJIaoM Bypitioka B COIMaTbHBIN pean3M
B AMepuke». B 1941 rogy macrtep mnoce-
qncst B XomnToH baiic Ha Jlonr-AitneHne
U BO3MIaBWI «rpyrnny XaMnToH baiic» —
XYIOXECTBEHHYIO KOJIOHUIO, B KOTOPYIO
Bxonuau 6pathsi Coiiepbl (Padasn, Ha-
rmucaBmuii B 1943 romy moptper Bypiio-
Ka U ero XeHbl, 1 Mo3sec), MuitoH DBe-
pu 1 Apiua Topku.

Bo Bpemst Bropoii MrUpoBOIi BOMHBI
Bypitok coznan Gosibliyto padoty «/letu
Cranunrpana» (1944); ee uHoraa MMeHY-
10T OypIIIOKOBCKOI «[epHuKoii». Ha monot-
He 3aredvaryieHa Tpareiusl AeTeil-CUpoT
B T€pOMYECKOM ropojie: UX Ijasza, Kaxer-
cs1, oOpallleHbl K 3pUTENII0 B MOKMCKAX OT-
BeTa Ha IIaBHbIN Bompoc: «KUTh Win He
Kuth?» WUnu Tak: «byny g XUTb WU He
oyny?» HeynuBuTeabHO, UTO HaMMCAHHAsS
B HAMBHOM CTHJIE SIPKasi ¥ SMOIIMOHAJIbHAS
KapTWHA CTaJla OJHOI M3 JOMUHAHT BBIC-
TaBKU. DTO HE €IMHCTBEHHbII B TBOpYE-
ctBe Bypiioka mpumep «IoJIUTHYECKOTo»
nckyccrBa. Hampumep, B pabote «JleHun
u Tonctoit» (1925—1930) XynoXHUK MO-
MbITajJCcs M300pa3uTh ABa CUMBOJIA: MPO-
mmoe Poccum ommuerBopsier JleB Toi-
croit, a Oymyiiee — JIeHUH, BIpsATInics
B ILIYT W, 3HAYUT, TOTOBSIIMI MOYBY AJIsI
rpsaaymux noben Coserckoit Poccun.
B aTOM MOSTIOTHE TPYIHO HE YBUIETH CBOE-
oOpa3Hblii mapadpas KaptuHsl Mneu Pe-
nuHa «[laxaps. JleB Hukonaeuu TosicToit
Ha namrHe» (1887, I'TT).

Hplo-10pKCKyI0 3KCITO3UIIAIO OT-
KPBIBAJIO OIHO M3 Haubojee M3BECTHBIX

npousBeaeHuii JlaBuaa bypmoka «Kazak
Mawmaii» (1908), B KOTOpOM TBOpUYECKUIT
meToa (oBU3Ma MEepeHeceH Ha MOYBY YK~
pauHCKOro (POIBbKIOpa M CBI3aHHBIX C HUM
pamocreii Xu3HM. BMmecrte ¢ LenbM psi-
oM aApyrux pabot («KameHmumk», 1912;
«Yenosek ¢ nByMs auaMu», 1912; «[pu-
maBepar, 1913; «Heomopduszm», 1918)
3Ta KapTUHA CBUIETEBCTBYET O CBOOOIE
aBTOpa, CIIOCOOHOCTU OOBENUHSITH B CBO-
€M TBOPYECTBE XyHOKECTBEHHbIC TEHIEH-
MY, CBOMCTBEHHBIC (DOBU3MY, KyOU3MY,
GyTypu3My U IpyruM aBaHTapAaHBIM Ha-
npasiaeHusiM. B 1940-e—1950-e roasl oH
BHOBb 00paTUJICSl K HAMBHOMY PeaiCTH-
YeCKOMY WCKYCCTBY: €ro TaMsTh COXpa-
HUJIa JETCKME BeYaTIeHUs O KPAaCOUHBIX
CTEIMHBIX Teii3axax, MeBYIIKaX B HALMO-
HaJTbHBIX YKPAMHCKUX HapsiaX, KOJIOPUT-
HBIX >XKaHPOBbIX cleHax («/lBe ykpauH-
cKue neByIIKU», 1948; «Jlsaas u mieMsiH-
HuLa», 1950-¢).

B 1949 romy Bypmioku mpuexaiu
B EBpony M B TeueHHe BOCbMU MeCSLIEB
MHOTO IyTelllecTBoBaM. Briocnencreuu,
KakK HAaITOMUHAET BO BCTYIMUTEIBHOW CTa-
Th€ K KaTajJory KypaTop BbICTaBKU B YK-
panHcKoM My3ee Mupocias lllkaHnpuii,
Cymnpyru ctaau ObiBaTh B EBporie moutn
KaXplii Ton. VX BIoJTHE MOXXHO Ha3BaTh
MyTelIeCTBEHHUKAMM, OCOOCHHO TOCie
TOTO, KaK B 1962 romy oHU NpeanpyUHSIINA
KPYTOCBETHOE TTyTelrecTBre (a Beab [laBu-
1y JlaBuioBU4y MCIOJHUIOCH yKe 80 JieT).
IlepBbrii mpuesn B EBpomy pan BbIXoa BOc-
XUIIEHWIO TBopuyecTBoM Ban [ora, koTo-
poe BypiTiok UCITBITEIBAT HA TIPOTSIKEHUN
Bceit xku3Hu. OH co3aan cepuio padorT, 1mo-
CBSIIIICHHBIX BEJIMKOMY T'OJUTAHICKOMY Xy-
noxHKKy (“Café de Nuit”, 1949).

B 1956 u B 1965 ronmax dasun Byp-
ok nocetust CoBerckuii Coro3 U TOOBI-
Basl B Mockge, JleHuHrpazne, Xapbkose u
B KpbIMy (B KOJIJIEKLIMY €r0 BHYYKU M3-
pu Knsp Bypitok umeeTcst naTupoBaHHast
1956 romom kaprtuHa «Kpeim»). Hasep-
Hoe, M3Tpa QyTypr3Ma oropJajio, 4ro co
CTOPOHBI OPUITUATBHBIX COBETCKMX JIULL HE
MOCJIeAOBANIO MPEIIOXKEHUST HU 00 yc-
TPOWCTBE TOKa3a ero KapTUH, HU O Iy0-
JIMKALIMY €0 JIMTEPATYPHOTO HACIequs.

Oco0o0e BHUMaHUE Ha BbICTABKE B YK-
PaMHCKOM My3ee OBLIO yIeIeHO IOCeI-
HeMy Tieproiy TBOpuyecTBa macrtepa. Pa-
601bI 1950-x—1960-X romoB Jydllie BCero
JTIOKA3bIBAIOT, UTO IO KOHIIA THEH eMy yna-
BaJOCh COXPAHWUTh HECPAaBHEHHYIO Kpea-
TUBHYIO IMHAMUYHOCTb. Tak, co3gaHHbIe
B OTOT TEPUOJ HATIOPMOPTHI OTpaXaroT
CIIOCOOHOCTDh XyIOXKHHMKA HACIaXKIaThCs
JKU3HBIO W 3allevaryieBaTh €€ ILBETYIIYIO
panocth («LIBeThl ¢ aHresamu», OKOJO
1950-x). Korna crano TpyaHo paboraTh 3a
MosbbepToM, Bypiiok mepexiounics Ha
JKMBOMMCHbIE MUHUATIOPHI Ha IEPEBE: pe-
amucTryeckue («/leBylika ¢ KpaCHbIMU I'y-
Oamu», He faTupoBaHa; «MyxXuKMHa C yall-
Koit», 1964), aBaHrapanbie («YenoBek
B JIOXKIJTUBBIN ICHb», HE JATUPOBAHA) WK
WCIIOJIHEHHBIC B HAUBHOM cTIIe. JlaHHas
4acTh 3CKITOHUPYEMOI KOJUIEKITUY TIpeI-
CTaBJIsIeT HECOMHEHHBbII MHTEepecC.

Hounoe kaghe. 1949

Café de Nuit. 1949

MEXOYHAPOOHAA MAHOPAMA

TpynHO He COrIacUThCS C YTBEPKIE-
HueM npodeccopa Lkanapusi: «Ha mpo-
TSDKEHUU BCel CBOEH TOJITOI Kapbephbl Xy-
JIOXKHUK YaCTO MEHSLI CTUJIb, U TIPU 3TOM
€ro YKpeIuIsia TIpUCyIasi eMy HU4eM He
CTECHEHHAsi BHYTPEHHSIS Xaxaa JKU3HU,
KOTOpOI1 OTMEUeHbI Bce 0€3 NCKIIUEeHUST
€ro TTPOU3BEICHUST».

TMonBoms uTorw, HeJb3sI He IPU3HATH,
YTO PETPOCIEeKTHBHAs BbicTaBka B Hblo-
HMopke ¢ Hamboblieil MOTHOTON Ipef-
cTaBWIa TBOpUeckoe Hacyenne bypioka
aMepukaHckoro nepuona. OHa okaszajach
MHTEPECHOM IS MHOTOUYMCIIEHHBIX MTOCe-
TUATENEH (B paBHOU Mepe 11T Tpodheccro-
HaJoB U JIIOOUTeJNeil), B TOM 4uCiIe JUIsl
poccustH, TocetuBimx Heio-Mopk B Ho-
s16pe 2008-ro — mapte 2009-ro. Dkcrno3u-
1I¥ST TI03BOJTIIA eIe pa3 YOeIUTHCS B TOM,
yto JlaBua Bypitok — HeoTheMieMas 4acTh
WHTEpHALMOHAJIbHOM MCTOPUU MCKYCCT-
Ba XX crosietusi. TyT camoe MeCTo Harom-
HUTHh METKYIO (hpa3y WU OCTPOTY, POXK-
neHHylo Bragumupom MasikoBCcKUM ellie
B 1914 rony: «Bypiok — JIy4Imii Xyaox-
HUK CPe TI09TOB U JIYUIIIUIA TIO3T Cpenn
XyIOXKHUKOB». OIHO MIpecTaBsieTcs: 6e3-
YCJIOBHBIM: HEITOBTOPMMAsl MHAUBUIYaIb-
HOCTB «OTIIa PyCCKOTO (DyTypr3May, CTUITh
€T0 MOBEICHMS ¥ HATTOPUCTas yBEPEHHOCTh
B MPaBOTE JAeKIapUPYyEMbIX UACH OKazaln
MOIIIHOE BJIMSIHME Ha TTOCJICAYIONINE MO~
KOJIeHUs JiesiTesieit uckyccra. Takum 00-
pa3oM, [JIaBHBIM MTOIOM 0e3ydep>KHOM
KpeaTuBHOcTU Bypnioka crtana cama ero
TMepMaHEHTHO TBOpYECKasT TUIHOCTb.

Pedakyus wcypranra «Tpemvskosckas earepes»
govipaxcaem 61a200apHoCcMb Ykpaunckomy mysero
6 Hvio-Hopike 3a npedocmasnentbie uanocmpa-
MugHble Mamepuansl.
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