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MucaTb 0 peannsme B CBA3M C HOBENLIMM PYCCKMM MCKYCCTBOM — 3TO, 3aMETUM Cpasy, Ae/0 He U3 fer-
KUX U He 13 NpUATHBbIX. Ewle 1 onbiT 6eCKOHEYHOI COBETCKOM 60pbObI 32 peann3m faneko He 3abbIT, 1
HbIHELLHEee TBOPYECKOE MblILLIEHNE ABHOV OpPVEHTaLMEN Ha peannsaMm, KaXeTcs, He 0TInYaeTca. TeM, KTo
BblGpan robanncTcKyto NepcneKkTBY MHTErpaLmMm B <MUpOBOE XyA0XKeCTBEHHOE Co0bLLecTBO», a ToY-
Hee, B CTPYKTYpbl 3aMaAHOro apT-pbiHKa, PacCy»AeHNA Ha AaHHYI0 TeMy He CYNAT HUKaKoro ycnexa. U
AaXe Te, KTO CerofHA Aenaet 6U3Hec Ha Hacneanm coupeannsma, paHo UM NO3AHO AOMKHbI MPU3HATD:
34eCb JileHblM NNaTAT COBCEM He 3a peanusM, a 3a 3cTeTuyeckune dhaHToMbl ocoboro poja. K Tomy xe
pa3roBOpbI 0 peanu3me N3HaYasbHO 3bIOKM B TEOPETUYECKOM CMbICHE.

0 yeM, cCOBCTBEHHO, BECTU peYb: 0 «3acTbIBLLEM”, My3eiiHOM MaTepuane unu o6 aktyanbsHom? O Tpaau-
LMY — WU XKUBOM KpeaTMBHOM NpuHLMne?

Writing about realism in connection with contemporary Russian art is not an easy task - nor an encour-
aging one. On the one hand, we still remember our experience of a continuous struggle for realism, on
the other, we know that today's creative thinking is not obviously oriented towards realism. Those who
have made a choice in favour of global integration into the "world artistic community", or to be exact,
into the Western art-market, feel no need to speculate on the subject. Even those who make the heritage
of social realism their business will - sooner or later - acknowledge that money is paid not for realism
as such, but for the peculiar aesthetic phantoms involved. Any discussions on realism are based on
rather an unstable theoretfical background. Thus one question arises: what to discuss - something
belonging to the past, museum artifacts, or the so-called "actual"? And what to analyze - traditional or
living creative principles?

O xneom cheHoMeHe
peanu3mMa

The Live Phenomenon
of Realism

€MOHATHO, KCTaTW, noye-

My KaTeropus akTyaib-

HOCTW Y Hac MoHOMOoMU-

31MpPOBaHa KNaHOM Tex

CaMbIX «MHTErpaTopoB»

1 ynoTpebseTcs UCKIYUTENBHO ANs

0603HayYeHNA NPaKTUK, cepTuduLmpye-

MbIX KaK aKTya/ibHble 3anafHoi Xyao-

eCTBEHHOW cueHon. He cnpaseanveo

v 66110 Bbl AOMYCTUTL: YTO-TO «OTAMNY-

HOE OT ApYrux» MOXeT OblTb aKTyasb-

HbIM U AR POCCUWCKON cpefpl, T.e. «y

BacC 1y MEHA» BMOJIHE MOXEeT 0Ka3aTbCs

c805 HacywHas 03abouyeHHOCTb. Tak

BOT, aKTyalbHa /I CErofiHA AN Hallero

MCKYCCTBa, MOMUMO BCAKUX NapTUNHbIX
npucTpactuii, npobnema peanusma?

0pHa cuTyaums BbIpUCOBbIBAETCH,

€CNy UMeTb B BUAY KOHKPETHYK MCTO-

PUKO-XYA0XKECTBEHHYKO MMocTach pea-
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nnsMa (peHeccaHcHoro, «pemb-
PaHATOBCKOIO», KKpUTUYECKOro» 1
np.), U COBEpLUEHHO Apyras, Korga
roBOPUTCA O MpUHUMMNE OTHOLUe-
HMA UCKYCCTBA K AeNCTBUTENbHO-
ctu. MpuMeprBaeM N Mbl OMNbIT
Hawmx gHewn K xwusonucu B.MNepo-
Ba, W.PenuHa, B.CepoBa, K.Kopo-
BuHa, W.lUnwknHa, W.JleButaHa
UM MLLeM COBCTBEHHBI NOTEHLM-
an noCTPOEeHUA XYLOXeCTBEHHOW
KapTVHbI MMPa, UCX0AA U3 Hawe2o
BOCMPUATUA 3pUMbIX HOPM OKpy-
Xatowero? Beab noctuxeHue
XU3HU «B (POpPMax CaMowt XU3HU»
HblHE Hen30eXHO BbiBeJeT Ha
WHON BW3yaNbHbI UTON, Hexenun
MOJIBEKa, BEK UM MONTopa Hasap.
91a Mbicib MOXET MNoKasaTtbes

CTOJ/Ib K€ JIOTUYHOIA, CKONb U Tpu-
BUaNbHOW, HO B XYLOXECTBEHHOM
obuxoae oHa JaneKko He Bcerga
npuHUMaeTcs BO BHuMMaHue. OT-
cio4a - napajoKcanbHblii (aKT.
3puTento-noKynaTento HpaBUTCA
M.AnBasoBckuii, nnbo «MocKos-
CcKuit aBopuk» B.MoneHosa, nnbo,
HaKOHel, KaKOW-TO COJIHeYHbIN
nensaxuk [.HanbaHnaaxa, v, Bcno-
MUHasA 06 3Toi cBoelt No6BKM, OH
TpebyeT OT CEroAHALIHEro Xyaox-
HWKa: panTte MHe peanusm! OgHa-
KO Ha caMOM fiefie NMpy 3TOM XoyeT
BUAETb He ayTEeHTUYHbIA peanuc-
TUYeCKU 00pa3s TeKywero AHs,
POXAEHHbIA HEMNOCPeACTBEHHbIM
TBOPYECKUM OLLYLLEHVEM XKU3HU, A
KeNnaeT MMeTb nepej rnasamu xy-

owever, it is not clear

why the cafegory of

"actuality” is monop-

olized by the group of

such ‘infegrators",

and used by them exclusively to

mark practices certified as actual by

Western artistic circles. Isn't it only

fair to admit that something "differ-

ent from others" might be actual for

the Russian art medium; in other

words, that "you and I" might quite

definitely have our own barest con-

cern. Thus the question arises: is

realism as a cerfain problem actual

for our art today, if separated from
associated party likes or dislikes?

One approach is to regard a

certain historical-artistic facet of

B.A.MOJIEHOB
MockoBckuii sBopuk. 1878
XoncT, Macno. 64,5x80,1

Vasily POLENOV
Moscow Courtyard. 1878
Oil on canvas. 64.5 by 80.1 cm

realism (that of the Renaissance, or
Rembrandt, or critical realism, for
instance); another, fo consider the
"art vs. reality" principle. Can we
apply today's experience to the
paintings of Perov, Repin, Serov or
Korovin (not fo mention Shishkin or
Levitan); or are we in search of our
own potential in the process of con-
struction of an artistic picture of the
world, based upon our perception
of the visual forms of the environ-
ment? Our comprehension of life
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"in the forms of life itself" will
inevitably provide quite a different
visual result than half a century, a
century or a century and a half ago.
The idea might appear logical as
well as trivial, but in the area of art
criticism it is very often disregard-
ed. As a result we have the existing
situation - a kind of paradox: the
viewer-buyer-consumer likes Aiva-
zovski or "A Moscow Courtyard" by
Polenov, or some trivial sunny land-
scape by Nalbandian, and affected
by such feelings, is ready to formu-
late his or her demand to the con-
temporary artist: "Give me realism!"
But - here comes the "but" - the
viewer-consumer does nof want
some authentic realistic image of
today, an image born by the direct
creative perception of life by the
contemporary artist; on the con-
trary, he or she wants fo see a pic-
ture of the world created and fixed
in the art of the past by painters
belonging to the realistic fradition
in art, an image which is implanted
into our consciousness and which -
for many of us - has become some-
thing ideal.

Here is a real trap for art crit-
ics. When speculating about real-
ism, some of us are still under the
influence of the nostalgic dream
about "the reality", one perceived
like a fairy-tale from vanished child-
hood. Who did not like Savrasov's
"Rooks" in his or her youth? But
what do we now say about the same
picture of melting snow and shining
spring sun? To find some genuine
reality under the layers of the near
and distant past is really a very
uncomfortable psychological
process. But still | do not want fo
digress far from the point of this dis-
cussion of realism, because | con-
sider it very topical for today's situ-
ation in - and with - visual arts. In
order to provoke discussion | am
ready to state that there is a real
deficiency of a really realistic com-
prehension of reality.

We all, of course, can see
many so-called pictures, resembling
some of the old "realisms". In gener-
al, too, there is an obvious surplus of
easel forms of art which is con-
sumed in our society. True, architec-
ture and design are rapidly develop-

ing, but there is a lack of interest in
those forms of art that are able to
change the quality of life for con-
temporary Russian citizens, even
though the art-market is over-flood-
ed with "pictures”. The "overproduc-
fion" of easel painters might be
another explanation of this fact. In
addition, many artists, specializing
in monumental and playbill and
poster kinds of art, left their profes-
sional fields in order to earn money
by the "production” of "pictures"
demanded by consumers.

But do we have the right to
judge negatively today's mass
demand for a "picture"? In the end,
emotional escapism is one of the
"healing" means of art and is all the
more necessary in periods of crises.
Many examples prove that: even
idlers now eagerly play the role of
showman, launching numerous
show-projects; on a wider scale, the
Hermitage exhibits its classical
masterpieces in Las Vegas.

Art gives some peculiar psy-
chological comfort too. First, for
some consumers of art, a painting
in a golden frame symbolizes a cer-
tain level of well-being, marking the
elite status of its owner. On the
other hand, it should be noted that
connoisseurs of art tend to prefer
the landscape genre: for them, pic-
tures of nature stimulate some kind
of positive emotions. Besides, it is
very typical of the Russian charac-
ter to feel some lyrical-poetic con-
nection with Russian landscapes. In
addition, for decades during the
Soviet era such an "escape fo
nature” was an alternative to the
whole system of taboo practiced in
the Bolshevik state. Our pleasant
reminiscences of Savrasov, Shish-
kin and Levitan, and this double-
motivated striving fowards nature
are the best explanation of the pre-
dominance of the realistic land-
scape on the market. No doubt, it is
only connected rather relatively
with the problems of contemporary
realistic art; in other words, it is not
the landscape genre itself that mat-
ters, but how it is realized in our art
market.

It is no use rejecting the role
of a work of art as consolation for
the soul. We should only stress that
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JOXEeCTBEHHYI0 KapTUHY Mupa, 3a-
(hUKCMPOBaHHYIO CO3JaHHbIMK B
npowaom pabotamy XyAOXKHUKOB
peanucTMYecKoro HanpasfieHus,
KapTuHY, KoTopasa AnuTeNbHON
NPVBbIYKOW BXMBMEHa B Halle Co-
3HaHWe W cAenanacb AnA MHOMMX
13 Hac yXKe YeM-TO njeasbHbIM.

BoT rae noByLwka Ans Kputn-
Kun. Paccyxpasa o peanvsme, nHble
13 Hac npebbIBalOT Nog obasHMeM
HOCTaIbrMYeCcKom MeyTbl 0 «eicT-
BUTENbHOCTWY, HpaBsALLenca Hamno-
pobue cKasku, npuwejlwen u3
AetctBa. KTo ¢ AeTcKux neTt He nto-
6un «lpaueii» A.CaBpacosa? Ho
4TO B HaWW [HW ABNAET U3-N0j
cHera BeceHHee conHue? Otcnan-
BaTb MOAJIMHHYIO peanbHOCTb OT
BYepallHeil M Mmo3aByepallHer —
3aHATUE, NPaBo, NMCUXONOTNYECKN
HeKomdopTHoe. M Bce-Takn He xo-
4y YKIOHATBCA OT pasroBopa o pe-
anusme, NOCKOJbKY CYMTAIO 3Ty Te-
My CyLLeCTBEHHOW ANA HbIHELHEero
COCTOSIHUA Hallero n3obpasuTenb-
Horo uckycctsa. B nopaake nposo-
Kaluy K pasMbllUNeHno Aaxe ro-
TOB YTBEPXAATb, YTO OHO UCMbITbI-
BaeT A0BOJIbHO OCTpbi Aeduunt
NOAJMHHO peanucTUyecKoro, no-
cTUrawollero AerCTBUTENbHOCTb
YyMO3peHus.

KoHeuHo, Ha BbICTaBKax U B
ranepesax 6GecumcneHHoe MHoOXe-
CTBO KapTUHOK, MOXOXMX Ha Ka-
Kne-To ctapble «peanusmbi». Bo-
oblwe y Hac, ckopee Bcero, nepe-
M36bITOK CTaHKOBbIX (GOPM B CO-
LmManbHoM noTpebaeHnn ncKycet-
Ba. ApxuTeKTypa, Au3aiiH BypHo
aKTUBU3MPYIOTCA, HO, KaK NpaBu-
70, TUNbl TBOPYECTBA, MpPAMO,
npeaMeTHO BAUAIOLLME Ha KayecT-
BO KW3HEHHOW Cpefbl COBPEMEH-
HOTO poCCUAHMHA, B Macce BOC-
TpeboBaHbl ele HeAO0CTaTOYHO.
OpHako Ha pbiHKe ABHOe nepe-
NPOV3BOACTBO «KapTUHOK». Bos-
MOHO, MEeT MecTO 1 «mnepenpo-
M3BOACTBO» CTAaHKOBMUCTOB B CUC-
TeMe Xy0XecTBeHHoro 06pa3oBa-
HUA; K TOMY e 33 nociegHue ro-
Abl MHOTVE XYAO0XHVKW nojanuch
B XMBOMMUCb W3 Pa3NNyHbIX BUAOB
MOHYMeHTanbHOro, odopMuUTeNb-
CKOro, arMTauMoHHOro TBOpYECT-
Ba. «KapTuHKo» nerye 4TO-HU-
Oyab 3apaboTaTb, YeM pemMecsioM
CTEHOMWCHY MW MNaKara.

W BpAa nu Mbl gaxe Bnpa.e
C/INIKOM CTPOro CYAWTb Cero-
AHSALLIHIO MaccoBYIO TATY K «Kap-
TUHKe». B KoHLe KoHL0B, 3MoLMO-
HanbHoe BbIKNoYeHWe 13 ByaHNY-
HON PYTUHbI — OAHO W3 ApeBHeW-
WWX LeNUTENbHbIX €YMEHWUI» unc-
KyccTBa. [loHATHOe feno, B Kpu-
31CHble 3MOXM OHO TeM naye BOC-
TpeboBaHo. Ecniu ornAHyTbeA Bo-
KPyr, KTO TONbKO He Wrpaert cero-
AHS CO BCAYECKUMM LIOY-NPOeKTa-
MU, BKoyas gaxe [ocyaapctseH-
Hbll IpMUTaX, BbICTaBAAOWMI
LezeBpbl KNAacCMYeCKon X1Bonu-
cn B Jlac-Berace. la n no vactu
obecrneyeHns atMocdepbl NCUXo-
Jlormyeckoro Komdopra KuUBO-
nucb pacnonaraet BO3MOXKHOCTA-
mMn ocoboro poga. Bo-nepsbix,
MacnAaHaa KapTWHa B 30/10TON pa-
Me ANA MHOTMX CUMMBONM3WpYeT
M3BECTHbI ypoBeHb 6narococTos-
HUA, HEKWI 3IMTapHbIi cTaTyC ee
obnagatens. C ppyroit CTOpOHbI,
3aMeTUM, 4To Haln NoBUTENN Xun-
BOMWCK B Macce npeanoyunTaloT
nen3axHbli xaHp. KapTuHbl npu-
POAbI B VX BOCMPUATUN OKPYXKeHbI
OpEeosIOM CaMbIX MONOXKUTENbHBIX
3Moumin. NoMMMo TpagULMOHHOM
ana Poccun nupuyeckoi npuss-
3aHHOCTU K POAHOMY NaHALWadTy,
3/leCb CKa3blBalOTCA Hac/i0eHUA
COBETCKMX [ecATUNeTUI, Koraa
«6ercTBo B NpVPOAY» BOCMPUHM-
Manocb ansbTepHaTMBON BCEN CUC-
TeMe 3anpeToB 6ONbLIEBUCTCKOMO
rocyaapctea. Csetible Bocnomu-
Hanus o CaBpacose, LUwuwkuHe,
JleBuTaHe nntoc 3Ta ABOAKOMOTU-
BMPOBaHHasA TAra K npupoge 06b-
AcHAT H6e3ycnosHoe npeobnaza-
HMe Nen3axKHoON KapTuHbI, Bblgep-
KaHHOW B TpaguuMAx peanusma,
Ha TenepewHeM pbiHKe. Ho, 6e3
COMHEeHWA, 3T0 MMeeT BecbMa yc-
JIOBHOE OTHOLUEHWe K npobnema-
TVIKe COBPeMeHHOro peannsma, T.e.
He TBOPYECTBO B NEN3aXHOM XaH-
pe KaK TakoBoOe, a IMEHHO TO, B Ka-
KOM BuWAe OHO BomJiolaeTcs B 06-
pasuax Hawewn pbIHOYHOW new-
3aXKHOI NpOAYKLMMN.

Myno, ctano 6bITb, OTpULATL
ponb MpoV3BefeHNA UCKyCCTBa B
KayecTBe HEKOTOPOro AyLIeBHOMo
yTeweHnus. Cnepyet TonbKO BCAYe-
CKV MOAYEPKHYTb, YTO BbIGOP CTU-
JINCTVKMW, A3bIKA PaBHO3HaueH npu

the choice of artistic language and
style means sefting and defining
the "super task" of the creative act.
And if the artist uses a certain
"museum” language, this means
that the object depicted is, practi-
cally speaking, idealized, as it is
included in a particular system of
cultural-historical values. There is
an alternative - to seek new means
of expression, a new original lan-
guage in order to express a person-
al, subjective and fresh reaction fo
"nature”. To gain this is the condi-
tion for the realization of the cogni-
five set of the creative process, a
motivation of its realistic pofential.
In other words, realism in art due to
its origin is a live and perpetually
transforming and changing phe-
nomenon taken either as an individ-
ual creative effort of the artist, or as
the process of changing the "style
of the epoch”, or as certain collec-
tive stylistic preferences.

| think there is a lack of such
discoveries of arfistic language in
confemporary visual art - instead, it

is like turning the pages of an ency-
clopedia of historical styles, with
ever-existing artistic sign systems.
In this situation the auteur’s Ego
reveals ifself only very marginally.
The artist is very often satisfied with
the "tune", like the echo of a piece of
music composed by somebody else.
Thus we have numerous examples
of "beautiful" exhibitions with no
"equal" public response. Unfort-
unately a number of highly ambi-
tious art exhibitions, organized in
St.Petersburg and Moscow, have
proved that very fully.

It is worth mentioning that in
Russia today "classically" under-
stood professional visual art has
really become something special -
some kind of elite occupation. On a
related note, | think that the grow-
ing expansion of the electronic
media into the sphere of visual cul-
ture will soon make the figure of a
human being with a brush absolute-
ly exotic. Nevertheless even the
most original projects - like the
grand exhibition of abstract art in

3TOM OMpejeneHnio cBepx3ajayu
TBopueckon akuuun. Korga xypox-
HUK CTWIN3YeT KaKoW-To «My3ei-
HbI» A3bIK, OH PaKTUYeCKn naea-
NN3UpYeT CBOW NpesMeT, BBOAA ero
B W3BECTHYI0 CUCTeMYy KylbTypHO-
NCTOPUYECKNX LieHHOCTeln. AnbTep-
HaTUBOW ABNAETCA MOUCK HOBbIX
Bblpa3nTeNbHbIX CPeAcTB, OpuUru-
HanbHOro A3blKa ANA nepejaun
JINYHOCTHO-AOCTOBEPHOW, CBeXen
aBTOPCKOW peakunn Ha «HaTypy».
OGpeTeHne TaKWX A3bIKOBbIX
CpeACTB ecTb yCNnoBue BoMJoLle-
HWS NO3HaBaTeNbHOW YCTaHOBKMU
XY[LO)KeCTBEHHOT0  TBOPYECTBa,
obecrneyeHnsi ero peanmcTMyecKo-
ro noteHuuana. MHeiMn cnoeamum,
XYAOXECTBEHHbIN peann3M no
nprpoje cBoel - YeHOMEeH XMBOW,
MOCTOAHHO TpaHC(HOPMUPYOLLNIA-
CAl KaK Ha ypoBHe WHAMBUAYyanb-
HbIX TBOPYECKWUX YCWUIWI aBTopa,
TaK U Ha YPOBHE CMeHbl «CTuiel
3MOXM», KaKUX-TO KONNEKTUBHbIX
CTUNEBbIX NPEANOYTEHNA.
Takux-To BOT A3bIKOBbIX OT-
KpbITUI, flyMaeTcs, Kak pa3 u He

B.A.CEPOB
OkTA6pb. lomoTKaHoBO. 1895
XoncT, Macno. 48,5%x70,7

VALENTIN SEROV
October. Domotkanovo. 1895
Oil on canvas. 48.5 by 70.7 cm

[OCTaeT CerogHsALWHeMy n306pasu-
TenbHoMy uckyccty. OHO cnoBHO
6bl MepenucTbIBaeT 3HUMKIOME-
A0 UCTOPUYECKMX CTUNEN, Koraa-
TO C/IOXMBLUMXCA A3bIKOBbLIX CUC-
TeM, npuyem, cobCTBEHHO, aBTOp-
CKOe «A» pacKpbiBaeTcA B MUHW-
ManbHOWM Mepe. XyAOXHMK 3a4ac-
TYl0 JOBONbCTBYETCA CO3BYYMEM,
3XOM My3bIKU, YXKe KeM-TO CO3/aH-
Hon. OTciofa (akTUyeckn Hens-
6exHble Kasycbl, KOrAa 3aTeBatoT-
CA KPaCUBbIEY, KKYLTYPHbIE» Bbl-
CTaBKW, He nosyyaoLme oxuaae-
MOro 0OLLECTBEHHOTO pe30HaHca.
TaKkoBbIMU, K COXaNeHuto, oKasa-
JUCb B NOCNeAHWEe rofibl HECKONb-
KO [OBOJILHO aMOWLMO3HbIX Bbl-
CTaBOK XMBOMWCW, MOArOTOB/EH-
HbIX B HALIMX CTONMLAX.

CrowT, npaBaa, Np13HaTh, 4To
Ha JaHHbIA MOMEHT «Knaccuyec-
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Ku1» noHUMaeMoe npodeccroHanb-
HOe 1306pasnTeNbHOe UCKYCCTBO
B Poccun BoncTuHy ctano yeneue-
HVMEeM BecbMa 3/IUTAapHbIM, @ B He-
AaNleKol nepcrekTBe M3-3a WK-
POKOr0 ¥ HapacTaloLLero BTOPXe-
HUS B BU3YallbHYIO KY/IBTYpY 3/1eK-
TPOHHbIX Meaua durypa yenoBeka
C KUCTbIO B pyKe, BEpOATHee BCero,
CLleNnaeTcs YK COBCEM MOJIHOMN 3K-
30TMKON. Ho Kak Bbl To HUM 6bino,
AaXe camble HeopAMHapHbIe Mpo-
€KTbl, BPOZAE OOLWMPHBLIX MOKa30B
abctpakuuy B PycckoM Mmysee u
TpeTbAKOBCKOW ranepee, He nony-
YU TOFO CEepbe3HOro OTKAMKA Y
MOATOTOBNEHHON Ny6iMKM U B
KPWTWKE, Ha KaKoW OHW ABHO MOr-
JIX paccunTbIBaTb, AOMYCTUM, B Ha-
yane 90-x rogos. Camu no cebe
3T BbICTaBKM B MOBEPXHOCTHOCTYU
BbI3BaHHON MMWU peaKkuun He
oueHb 1 BUHOBaTbl. OHM cobpanu
MCTOpPUYECKUIN MaTepuan, KoTo-
pblii BCE paBHO paHO WMAW MO3AHO
cnegosano 0606wutb. U Bee xe,
no-BMAUMOMY, ceiyac 3Ta 3ajava
npescTaBAsfeT CAUWKOM creyun-
a/bHbI NIOBUTENBCKUIA U ncche-
AoBaTenbCKMi nHTepec. MNocetute-
JIY HALLIMX BbICTaBOK SIBHO XAYT Ye-
ro-To 6onee KOHKPETHOrO, y3HaBa-
emoro, 3noboaHesHoro. MNogobHas
CUTyauus, B CBOK ouepesb, 06Ha-
pyxwuBaert «gedunumT» peannsma, o
KOTOPOM 3afBJIEHO BbILLE.
AGCONIOTHO 3aKOHOMEpHO,
4To B 3TOT MPOPbLIB YCTPEMUANUCH
XYLOXKHUKYW, Ha3biBalowme cebs
aKTyanbHbiMW. B TO Bpemsa Kak
cTapwue npodeccroHanbHble Ma-
CTepa BUTAOT B 3CTETUYECKUX 3M-
nupesx, nociegHVe Ha NpoTsxe-
Hum 1990 - Havana 2000-x rT. cu-
NATCA BHYWWTb Breyatnexue, bya-
TO pEeXyT NpaBAy-MaTKy» 0 HaLlen
KU3HW CO BCeMu ee aTpubyTamu,
yalle, BNPOYEM, PacrosoXeHHbIMU
HUXe nosica. Hanbonee xapakTte-
PEeH B 3TOI CBA3W NOAOTrpeBaeMbln
cenyac «aKTyanamu» WHTepec K
XaHpy KoMuKca. B cywHoctu, He
YAVBUTENIbHO, €CNU 3[ecb MoYTh
cnnowb npeobnazalT ClOXKeTbl,
noyeprnHyTble M3 MapruHaabHOro,
efjBa /Il He KPUMMHaNbHOTO ObITa,
JIerKo OMpoKuAbIBalLWme «npej-
paccyaku» obLecTBeHHON Mopa-
nn. Pa3Be, B KOHLIe KOHLLOB, 3HaMe-
HUTble pycCKMe peanucTbl Mo3a-
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MpOLLJIOro BEKa He CpbIBanu «Bcex
1 BCAYECKUX MACOK», He yKasblBa-
1N Ha A3BbI cBOero obwectBa? Yto
e nojenaellb, eCiN y Hac Ha ABO-
pe KpMMMHanbHO-CceKcyasbHas pe-
Bontoumna? Bot «Ham» B oTBeT 1 pe-
anusM XyAOXecTBEHHOro TBOpYe-
ctBa. 3a yto Goponuce... Mo npu-
3HaHuio ngeonora rpynnol «MM» r-
Ha W.®anbKoBcKoro, «Hac BoobLue
MHTepecyloT TabympoBaHHble 30-
Hbl YeJI0BEYECKOr0 CO3HAHMWA: Mar,
HapKOTUKWM, MOPHO, CTBIYKN MeXAy
panepaMu U CKMHaMK, crabHble
paioHbL... Ha 3anazge Hawwm Tembl,
KCTaTW, O4eHb NOMyAAPHbI: TaM Bbl-
XOAAT KOMUKCbI 0 YeuHe, npo be-
pe30BCKOro, ecTb Jaxe KOMUKC
npo [YJIAT .. Hawa 3TuMKa He
CrpaBnsfieTcad C HOBOM peanbHOC-
Tbto. Bo3HuKaer cutyaums abeyp-
Aa - Mbl NbITaeMCA BbIPa3nTb CBOM
YyBCTBa CTapbIMW CpPeACTBaMM, CO-
GniofaTb CTapble 3TUYECKMe npa-
BWIA, KOTOpble BCTYMaloT B KOH-
GnuKT ¢ peanuamm» (K. «<OroHek»,
2003, N2 46, c. 48-49).

J7a ene3Has Nornka He yuu-
TbIBAET, OAHAKO, MOMEHT, 3epKaJib-
HO OTpaxatoLLmii Nnpobnembl MacTe-
pOB TPaAWLMOHHO-NOApaxaTenb-
HOWM OpuWeHTauuu, a MMEHHO npo-
Gnemy A3blKa Kak axTopa nepco-
HanbHoro TBOpyecTBa. B «akTyansb-
HO» TycOBKe NOBAT roBOPUTB, UTO
OHMW paboTaloT ¢ A3blKaMW Macco-
BOW KyNbTypbl. YKe AaBHO nokasa-
HO TeOpeTVKaMW, Aa 1 caMoin UCTo-
pUei MCKyCCTBa, Y4TO TBOpYECKMe
WHHOBaLWW Ha NpoTAxeHnn XX Be-
Ka 3ayacTylo AOCTUranucb B pe-
3ynbTate 0bpalleHns XyAoXHWKa
«y4YeHOro» K Hey4yeHOMY, K HU30-
BbIM N1acTaM HapoAHON KynbTypbl.
[o3aTomMy «aKTyanbl» MOryT cKa-
3aTb, 4TO MAYT no nytn M.JlapuoHo-
Ba, H.loHyapoBoi, «6y6HOBbIX Ba-
neto.». [la, oHW paboTatoT ¢ A3blKa-
MW CEroAHsALIHero «npuMnTUBaY,
Ucnonb3ysa UX Kak Konnax, 6es oc-
HOBaTeNbHOM MepepaboTkn 3anm-
CTBYEMOW cUCTeMbl 0603HaYEHUIA.
YnomsHyTOe TONbKO YTO Hanpase-
HWe B PYCCKOM WMCKyCCTBe Hayana
MpOLLOro BeKa onpeaensanoch Kak
«HeonpUMUTMBU3MY, «KyBOdyTy-
pU3MY, «PYCCKUI ce3aHHMU3MY. TeM
camMbIM MOAYEPKMBaANoch, 410 B
3TOM rOpHWIe HW30Bble Hayana
KaK pa3 mpoXoaunu nepepaboTky,
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B.A.CEPOB
3apocuuit npya. lomoTkaHoBso. 1888
Xoncr, macno. 70,5x89,2

VALENTIN SEROV
An Overgrown Pond. Domotkanovo. 1888
Qil on canvas. 70.5 by 89.2 cm

the Russian Museum and the
Tretyakov Gallery - failed to enthuse
the public, or create a serious criti-
cal response which might have hap-
pened, say, af the beginning of the
1990s. These exhibitions were not
slight - a great amount of historical
material was collected, material that
sooner or later should have been
analyzed and generalized. Probably
such a task is of a very special inter-
est, both for connoisseurs of art and
researchers: those who come to the
museums were obviously expecting
something more concrete, recogniz-
able and actual. Such a situation, in
its furn, reveals the above-stated
"deficiency of realism".

Quite naturally, those artists
who called themselves "actual”
were ready fo act. While their elder
professional masters are up in the
clouds dreaming of pure aesthetic
principles, the "actuals” are trying
to produce the impression of being
able fo call a spade a spade, in other
words to speak openly about our
life with all its ugly attributes. In
connection with that | would point
to the continuous process of inter-
est in the genre of comics provoked
by such personalities. It is not sur-
prising - as the subjects that prevail
here are taken from the marginal,
even near-criminal spheres of life
which easily reject all moral princi-
ples. In the end, the renowned Russ-
ian realistic artists of the 19th cen-
tury also "tore away all the masks"
from their society, exposing its
sores and evils. And what can be
done if tfoday we are undergoing a
criminal-sexual revolution? That is
the answer to the realistic creative
process. Remember the words of
the ideologist of the "PG" group
|.Falkovski: "In general we are infer-
ested in the taboo zones of human
consciousness: obscene language,
drugs, pornography, the confronta-
tion between rappers and skin-
heads, dead-ends... By the way, our
themes are very popular in the
West: comics about Chechnya,
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about Berezovsky, and even about
the Gulag... our ethics cannot cope
with the new reality. And there
emerges a sifuation of absurd - we
try to express our feelings using the
old means, we fry fo observe the old
ethical rules, which are antagonistic
fo realities". ("Ogonyok" magazine,
2003, Ne46, pp. 48-49).

This tough logic does not con-
sider the problem of the masters of
a traditionally- imitative orientation,
namely the problem of artistic lan-
guage as a fact of individual cre-
ative action. The "actuals” like to
repeat that they are working with
the languages of mass culture. It
was proved not once by theoreti-
cians and by the very history of art
that during the 20th century cre-
ative innovations were realized
through the appeal of the "educat-
ed" artist to the "non-educated", to
the lower layers of folk culture.
Therefore the so-called "actuals”
can say that they follow the exam-
ple of Larionov, Goncharova or the
"Jack of Diamonds" group. And real-
ly they are working with the lan-

K.A. KOPOBWH. 3uma B Jlannanguun. 1894
[lepeso, macno. 23,5x33

KONSTANTINE KOROVIN
Winter in Lapland. 1894
Oil on wood. 23,5 by 33 cm

guages of today's "primitive", using
them like a collage, without any fun-
damental consideration of the
adopted system of symbols and
notions. The above-mentioned
trend of Russian art from the begin-
ning of the 20th century was
defined as "neo-primitivism", "cubo-
futurism”, or "Russian Cézanne-
ism". Thus it was stressed that the
lower original principles were
processed and digested, melting
with the vanguard tasks of the most
up-to-date world culture and with
the discoveries of the leading
artists-thinkers of the time.

Such actual art either buf-
foonishly parodies symbols of the
social environment, or throws in the
viewer's face images of dirty yards,
coarse words and public lavatories.
Thus it might be considered possi-
ble for the artist (and for the viewer
tfoo) to "dissolve” in our everyday
life. The model can be regarded as
vulgar and naturalistic, at least that
is how it is presented by the "actu-
als". Genuine realistic art of previ-
ous eras was not based on such
grounds.

It should be admitted that
these critical speculations did not
take info consideration the whole
spectrum of the self-assessments of
the representatives of the actual
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CMNaBAANAMCL C NepefoBbIMK YCT-
pemMieHMAMN HoBellleln MMPOBOM
KYNbTYypbl, C OTKPbITUAMUN BeAyLNX
XyAO)KHI/IKOB-MbICHI/ITEHGVI TOro
BpeMeHU. AKyTalbHOe WCKyCCTBO
06bIKHOBEHHO 160 raepcKm napo-
AVIpYeT CHMBONUKY OKpyXatoLero
couuyma, nmbo nonpocTy wmbaet B
HOC cBoeMy 3puTento «rpadumkomn»
rpsA3HbIX ABOPOB, 3ab6opoB, 0buie-
CTBEHHbIX TyanetoB. TaK, BO3MOX-
HO, COBepLUAeTCA «pacTBOpeHue»
XYLOXHUKa B MOBCeAHEBHOCTW (a
3a HUM, Xo4elb He Xo4ellb, U 3pn-
TenA; Mofesb, No CyLecTBy, BYb-
rapHo-HaTypanucTuyeckas, OAHa-
KO, CyAR MO AeKnapaumsaM «akTya-
NnoB», 04YeHb UX I'IpVIBHEKaIOLIJ,aﬂ).
HO COBCEM He TaK poxaanoch 6onb-
oe peanncTuyecKoe MCKYCCTBO
NpoLWWbIX 3MOX.

Hapo cosHatbea, 3Tn Kputu-
YecKue CyXAeHWA He B NOJHOM Me-
pe y4uTbIBalOT CreKTp camoolie-
HOK MpeAcTaBUTeNeN aKTyalbHOro
nckyccTea. B nocnegree Bpema nx
HUTUINCTUYHOCTb OTYaCTU TepAeT
CBOIO OCTPOTY, CBON TOH «YepHy-
Xn», Kak 6y,IJ,T0 TeCHMMaA BlevyeHn-
€M KO BCEBO3MOXHbIM MOBeTPpUAM
CerofHALWHen MoAbl. 3aTen aKTy-
anbHbIX XyLOXHWKOB Bce Gonee
o6peTaloT XapaKTep UrpoBOM, pas-
BneKaTeﬂbHO're}J,OHVICTI/I‘IECKI/II?I.
«rNaMypHbIN», Kak HblHYe NoBAT

BblpaxaTbcs. OfHaKo nofo6HbIN
nepeBof, CTPeNoOK B HamnpasieHuu
Gonee pecnextabenbHoro ob6pasa
U3HW BPAJ M YTO-TO MeHseT B
TexHonoruu ¢opmoobpasoBaHus,
NPaKTUKYeMOM HalWuM aKTyanb-
HbIM WCKyccTBOM. Vcnonb3ayet in
OHO NIEKCHKY 3aB0pPHBIX PUCYHKOB,
3N1EeKTPOHHYIO ONTUKY UAW CUMBO-
JIbl KOMMepYecKo Non-KynsTypbl,
TYT AOMUHMPYET BCe Ta Xe NorvKa
«peau-meng». MaHunynupysa roto-
BbIMU 3/1I€MEHTaMW, VHOPOAHBIMU
aBTOPCKOW  MHAVBWAYaNbHOCTM
KaK TaKOBOW, OHa npeBpallaeT co-
3aBaemyto B utore ¢opmy B Ha-
6op BTOpPWMYHBbIX cMbicnoB. [lo
3HEpruM NIMYHOCTHOTO XKM3Heroc-
TWKEHWA 1, CnefjoBaTeNibHO, eMKO-
CTW 3aK/IIOYEHHOTO B HUX YenoBe-
UECKOro OnbiTa Takue (opmanb-
Hble KOHCTPYKLMM NONpPOCTY Heco-
NOCTaBUMbl C NNAcTUKOW, TBOpU-
MO PYKOK XYAOXHWKA, Byab To
NpOBOAMMAsS UM JIMHUSA, MONOXKEH-
HOE MM LBETOBOE MATHO WM e
pa3MATbIA ero nanbLaMu Kycok
IMWHBL. A CTOUT HANOMHWUTL U NOJ-
UEPKHYTb, Y4TO WMMEHHO MOAMMNH-
HOCTb, 6OraTcTBO M OYEBUAHOCTH
3TOr0 JIMYHOCTHOTO OnbITa GbiN
NPYXVHON pa3BUTWA peanncTuye-
CKMX TPaAULMIA 1 B PyCCKOM, 11 BO
BCEM MUPOBOM McKyccTBe. lNenxo-
norva  «pegu-meng» (pajavsm,
non-apT UM ONMPaloLLeecs Ha HUX
HOBOPYCCKO€ aKTyanbHOe MCKYC-
CTBO) U COTBOPEHMWE MIacTUYECKO-
ro - coBepLUeHHO pa3Hble Belyy. U
A€N0 He B TOM, YTO «BbILIE» — YTO
«HVKe», a B TOM, 4TO NepBOe CO34a-
€T HeKOTOpbIi KOMMEHTapui, yMo-
3aK/04YeHe No NoBoAy AENCTBU-
TeNIbHOCTY, NAapOAMIO Ha Hee, TOTAA
KaKk BTOpOe, MO WAee, COAEpPHUT
CBUAETENbCTBO MepBOMpPOX0ALa,
BMeYaTNIeHns, YyBCTBa, MbIC/N, Ka-
KMX Mbl Mpexze He 3Hanu. Takue
CBOWCTBa nactuyeckon ¢opmbl,
KCTaTh, BecbMa Moy4nTenbHO 06-
Hapy»VBaeT UCTOPWSA PyCCKOrO pe-
anuCTMYecKoro neinsaxa.

OHa 0coBeHHO WHTepecHa,
MOCKOMbKY B LIENIOM ee Hacneauve
XPEeCTOMaTUiAHO AJIA POCCUAH, Nto-
61MO ¥ BCEHapOAHO MPU3HaHO, Of:
HaKo Kaabll 13 ee Kopudees
npeacTaBisfeT BrojHe CaMobbIT-
HYl0 TBOPYECKY WHAMBUAYaNb-
HOCTb, FOBOPSLLYIO HA CBO €M Xy-

MN.M.KOHYAJIOBCKNI
Moct B Hape. 1918
Xoncr, macno. 95x119,5

PIOTR KONCHALOVSKI
Bridge in Nara. 1918
Oil on canvas. 95 by 119.5 cm

[OXEeCTBEHHOM A3blKe. Bo3bMeM
Aana npumepa Takoi pag: A.Caspa-
coB, ®.Bacunbes, W.InwKuH,
W.JleButaH, B.CepoB. Her Hu Mma-
NeMNX COMHEHW B Yy3HaBaeMo-
CTV aBTOPCTBA /IO6Or0 U3 HUX; MHO-
rMe C JIerKOCTbio BCMOMHAT U pac-
CKaXyT, Kakue paboTbl y 0AHOIO,
Apyroro, TpeTbero u T.4. PaHHsAsA Bec-
Ha co cHeroM, Gepe3amu U pa3mbl-
ThbIi IMBHEM MpPOCENOK; OCeHHee
60n0T0 U AblWALLMIA NapoM nyr;
POXb M COCHbI; APEMIOLLMIA MOHAC-
Tbipb 1 BypHOe HeBO «Haj BEeYHbIM
MOKOeM»; 3aTAHYTbIA PACKON Npya

1 OCEHHSAA CTEPHA JOMOTKAHOBCKO-
ro nond... Ho feno He TonbKo B y3-
HaBaeMOW CUMBOJIMKE MOTMBOB.
Bce atn XKMBOMUCLblI HENOBTOPUMbI
B MepBO3/IeMEeHTax CBOEro MiacTu-
YeCKU-BM3yanbHOro A3blKa. Beakuin
Mo-CBOEMy YyBCTBYeT IMHULO, GepeT
LIBET, HEMNOBTOPUMbIM [ABUXeHNEM
KNajeT KpacKy Ha XOCT.
EctectBeHHo, Takve otanuma -
pesy/ibTaT 0co6eHHOCTel UHAWUBU-
JyanbHOro TeMNepaMeHTa Kaxzaoro
N3 XyA0XXHUKOB, UX JINYHOWM NCUX0-
dusmonornm, HO TaKxKe U HeKom
«KONJIEKTUBHOWM» 3BONIOLUKN naac-
TU4EeCKOro MbllneHnA BO BpeMeHU,
COMpMYACTHOCTW KaXAoro n3 mac-
TepoB oOnpejeneHHOMY BEKTOpY
NBUXKeHUsA «cTuna anoxm». OTcoga
3aKOHOMepHOE MOsABJIEHNE B XWBO-
nucHoln TKaHu nensaxeit CepoBa

art; recently they have become less
nihilistic and mobbish, as if being
forced out by newly-emerging ten-
dencies. The shows of such arfists
are gaining more and more the vivid
character of a play, or an enfertain-
ment with an hedonist accent of
glamour. But such a turn to a more
respectful form of self-presentation
does not change anything in the
formative technology, as practiced
in our actual art. Whether they use
obscene lexicology, electronic
optics or the symbols of pop-cul-
ture, here it is the "ready-made”
logic that above all prevails. Thus,
manipulations with ready-made ele-
ments, alien to artistic individuality,
turn the created target form into a
set of secondary meanings. As for
the energetic element stimulated by

a personal perception of life and the
usage of gained experience, it is
incompatible with the creative artis-
fic effect produced by the artist
whether it is an oil painting or a
drawing or a sculpture. It is worth
mentioning that it was that very
genuine, rich and evident personal
experience that became a motive
force in the development of realistic
traditions in both Russian and
world art. The psychological adop-
fion of the ready-made form
(whether dadaism or pop-art, or the
new Russian actual art which is
based on them) and the creation of
a plastic form are really opposed to
one another. And the question is
not what to discuss, or whether this
is better, and that is worse; the issue
is that the first tendency creates a
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cerfain commentary, or conclusion,
on reality. It parodies reality, while
the second tendency contains some
evidence of the pioneering with
impressions, feelings and thoughts
which we have never known before.
Such properties of plastic art are
quite obviously revealed in the his-
tory of the Russian realistic land-
scape, which is interesting because
its general heritage is not only
known but is loved by Russians.
Nevertheless each of the leading
figures of Russian art is a unique
artistic individuality, speaking a dis-
finct artistic language. Take, for
example, such artists as Savrasov,
Vasiliev, Shishkin, Levitan and
Serov: we shall never confuse one
with another. Everything is recog-
nizable: the early spring with the
melfing snow, birch trees and the
road in the fields; pine trees and the
monastery under the gloomy skies...
And everything is unique, because
these artists are so different from
each other in the fundamental ele-
ments of their plastic-visual lan-
guage. Each of them feels the line
and colour in his own way, each of
them has his own "handwriting", his
own brush strokes.

Quite naturally such differ-
ences are the result of the peculiar-
ities of individual temperament of
each of the artfists, of their psycho-
physiology. At the same fime this is
the result of a certain "collective"
evolution of artistic thinking, their
belonging to a certain definite vec-
tor of the "style of the epoch” move-
ment. Thus Serov's brush strokes,
under the influence of the French
impressionists, are free and sweep-
ing, forming not only the shape but
also some space zones of the land-
scape composition, mingling
together the colour and tone quali-
ties of the reconstructed motif. Levi-
tan, particularly the Levitan of the
late period of his artistic activity,
uses some ideas of the Russian
Moderne style in his compositions,
accenting the decorative surface
elements. The combination of the
"impressionistic” texture of the
painting with the typical for the
Moderne style plane division of the
composition is characteristic for
the landscapes of P. Petrovichev

and L. Turzhanski, distinguished
members of the "Union of Russian
Artists". In all the cases such inno-
vations did not mean an escape
from realism; on the contrary, the
works of these figures were without
doubt included into the ranks of
classics of the Russian realistic
landscape.

The process of realistic aes-
thetic self-renewal did take place in
later periods, though this type of art
was not included in the list of
social-cultural priorities in 20th
century Russia. As is well known,
the first quarter of the 20th century
was marked by a really keen inter-
est in revolutionary innovation,
seeking a really new language far
beyond realistic traditions. The "real
socialism" of the 1930-1980s
exploited the art of the life-like form
for propaganda of political impera-
tives and Utopian ideals. But
against such a state of affairs, the
realistic perception of life, as a cer-
tain natural phenomenon, did find
realization in the practice of artistic
creative activity, even if more often
it was not free and live, but rather
contradictory. The "dead-end" situa-
tion appeared in cases when the
author in his drive towards realism
simply tried to imitate his favourite
masters of the realistic art of the
past. As a result we have a great
number of nostalgic sentimental
pictures, a-la "real nature”, in Soviet
art, pictures animated with a fleur
of lyricism, but evidently without
any realistic inspiration. Neverthe-
less there are some achievements,
some things really new in the devel-
opment of realism. The fate of those
creating something new in the Sovi-
et era was not a happy one.

The most vivid example of
that kind is Sergei Gerasimov and
his landscapes which were not
appraised at their true worth. And it
was not because genre scenes were
most demanded by officials - those
who painted the so-called Soviet
genre scenes gained the official sta-
tus of the Soviet artist. All is much
more complicated with Gerasimov.
The situation was aggravated both
by the content and by the form in
his landscapes - they did not corre-
late with the then existing norms of
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Gonee KpynHoro, cBOGOAHOIO, YeM
Yy €ro yumTenem, Kpaco4yHOro MasKa.
Mpenomnas ero BrneyatneHus ot
(hpaHLy3CKOro MMNpeccuoHn3ma,
TaKoW Ma30K He CTONbKO pucyer
Aetanu (OpMbl, CKONbKO CTPOUT
KaKune-To NPOCTPAHCTBEHHble 30-
Hbl, €MaHbI» NeN3aXHOM KOMNO3K-
UMM nocpeacTBoM 0606LieHUn
LIBETOBbIX W TOHANbHbIX KayecTB
BOCCO34aBaeMoro MoTuBa. B 1o xe
Bpems JleBuTaH, ocobeHHO no3g-
Hel Mnopbl, HEKOTOpble U3 CBOMX
KOMMO3VLMOHHBIX VAeit YepnaeT B
apceHarne CTUNA €MOAEpH», 0TYero
B Mef3axax 3TOro macrepa, Aaxe
3TIOAHOTO TUMA, 3a4acTylo aKLeH-
TUpyeTCcA [eKopaTMBHO-MI0CKOCT-
Hoe Hayano. Jlerko onosHaBaemoe
coefViHeHne «MMMNpPeccUoHNCTMYe-
CKOM» (aKTypbl XMBONMCK C NpU-
CYLLMMU «MOAEPHY» MIOCKOCTHbI-
MU YNIEHEHVAMM KOMMO3MLMM Xa-
paKTepHO ANl MHOTUX Men3axen
MN.MetpoBnuesa, J1.TypxaHckoro -
3HaKoBbIx ¢uryp «Coto3a pycckumx
XYLOXHUKOBY.  [lpumeyaTtenbHo,
4TO BO BCEX 3TUX C/y4asx MHHOBa-
LMK, ecTecTBEHHO MPUBHOCUMble
aBTOpaMu B Meii3axHoe TBOpYecT-
BO, KaK NpaBuio, He jaBanu 0Co-
ObiX NOBOAOB rOBOPUTL 06 UX yXO-
[ OT peann3ma; HanpoTue, paboTbl
BCEX YNOMAHYTbIX MacTepoB C/oB-
Ho 6bl € 3afjaHHOI1 NocNefoBaTeNb-
HOCTbIO BKNtOYanuch B (oHA Knac-
CUKM PYCCKOTO PeanncTnyecKoro
nersaxa.

CaMoo6HOBNEHWE peanucTy-
YEeCKOW 3CTETUKMN MPOUCXOAUT U B
Gonee nNo3aHvie BpeMeHa, XOTA CaM
no cebe JaHHbIA TN TBOpYeCTBa
ABHO M He Bbin B uncne couuo-
KynbTypHbIX npuoputeToB Poccun
XX B. Kak n3BecTHo, nepBas uert-
BepTb BeKa 0TMeYeHa caMbIM rops-
YMM MHTEPECOM K peBOJIIOLMOHHO-
My HOBaTOPCTBY, MCKaBLUEMY CBOM
A3bIK fjafleKo 3a npejenamu pea-
AncTnyeckon Ttpaguumn. «Peanb-
HbIi counanmam» 1930-1980-x rr.
Aenan CTaBKy Ha MCronb3oBaHue
MCKYCCTBa KM3HenogobHon dop-
Mbl B LNAX MponaraHfibl CBOWX
NoOAUTUYECKUX MMNepaTUBOB U
yTONMYecknx wuaeanos. Bonpeku
BCEMY 3TOMY peanncTnyeckoe Bu-
JeHue, KaK HeKUI NpUpoaHbIn de-
HOMEH, HaxoAmno-Taku cebe npo-
ABNleHNe B MPaKTUKe XyAoXKecT-

BEHHOro TBOPYECTBA, HO OTHIOAb
He cB06OAHOE, He MONHOKPOBHOE
1 YacTo BecbMa NMpoTMBOPeYMBOE.
PyTvHHaa cuTyaums Tynuka BO3-
HUKana B Tex CNyyasx, Korpa co-
BPeMeHHbI aBTop B CBOEM YCT-
pemMiieHUn K peanusmy mnbiTanca
nonpocTy CTUAN30BaTb MaHepy
NO6MMBIX UM MaCTepOB MPEXHEro
peanucTnyeckoro umckyccrsa. OT-
CIOAa BENNKOe MHOXEeCTBO HOC-
TaNbrMyeckn-CeHTUMEHTaNbHbIX
KapTUHOK «noj HaTypy» B COBeET-
CKOM UCKYCCTBE, OT KOWX B Jy4LUeM
CNlyyae BeeT HEeKOTOpbIM Inpuyec-
KUM OfylLeBNIEHNEM, HO HUKaKNX
peanucTUyecKnNX MpOHVKHOBEHWI
OHW B cebe He HecyT. TeM He MeHee
HaZ VX YypOBHEM 3aMeyatoTcA U oT-
AenbHble JOCTVKEHWA, NpeAcTaB-
NAOLME HEYTO HOBOE Ha MyTW pas-
BUTMA peanusma. Keratw, cyabba
MX aBTOPOB HUKOrAa He Bbina ner-
KOW B COBETCKMX YCIOBUAX.
fApuaiiwwmit npumep - nei-
3axHoe TBopyecTBo Cepres [lepa-
cumoBa. lpu *n3HKM aBTOpa OHO
MoYTU LeMOHCTPATUBHO HeaooLe-
HuBanochb. M He 0TTOro ToNbKO, YTO
CaMbIM NPECTKHBIM XaHpPOM Tor-
Aa BbiCTynana TemaTnyeckas Kap-
TVHA; WHBIM XY0OXHUKaM O4eHb
HpaBWNOCh rOBOPUTL: «f — KapTUH-
LWMK», 3TO KaK Obl ClyXuUno 3Ha-
KOM conuaHoro odguumnanbHoro
cTaTyca COBETCKOrO »XMBOMUCLA.
Mpobnema y C.B.fepacumoBa 6o-
nee cnoxHasn. OHa onpegenanacb
KaK «cofepaHuem», TaKk u «pop-
MOM» ero nernsaxen, KoTopble He
OTBeYaNu fjaxe TeM HOpMaTMBaM
Nen3axHoro xaHpa, YTo AencTBo-
BaNu B 3TON CPaBHWUTENbHO Nepu-
tepunitHoit 0b6nactn coBeTCKOro
1306pa3unTeNbHOro0 UCKYCCTBa.

B KpuTMKe M Ha BCAKUX Xy-
LOXHMYECKNX coBpaHuAxX cTuib
repacvMOBCKUX Men3axHbIX pa-
60T OblIO NMPUHATO MOpyryMBaTh
KaK «(popmManucTuyeckuin», a mx
3MOLUMOHaNbHbIN nadoc, «mpei-
Has HanpaBfeHHOCTb» Obin oye-
BWAHO Aaneku oT (hopcrpoBaHHOM
XW3HepajocTHOCTY, nogobatolleit
3aKasHOMy coupeann3My. Xapak-
TepHbIi npumep - «Jleg npoten»
(1945). Tema - TpyaHas BecHa no-
cnefiHero rosa BOHbI, KOraa npu-
pOAa, paHeHas, 3aMep3Luas, TUXo 1
MeAneHHO npobyxaaeTcA B OXu-

AAHUWU TEMJOr0 MWPHOTO [AHA.
CKpoMHasa no pasmepy, KapTuHa
MojiHa COBCEM He MpasAHWYHOro
JINKOBAHWSA, HO KaKoii-To paboueii
cocpesoToueHHOCTU - 6e3 pa3pbl-
BOB O0M6, 6e3 0XMAaHMsA HOBbIX
yTpart... Ta e CypoBOCTb AOAMOr0 U
Henerkoro TpyaoBoro AHsA 6e3 Boi-
Hbl - B «XKatBe» A.lMnacroBa. byit-
HO uBeTywwwmin nyr B ero «CeHoKo-
Cce» Mbl pa3rnfAfblBaeM B CONOCTaB-
JIEHUN C U3MOXKAEHHbIMU durypa-
MW KpecTbsH; B a3apTHOM Hanps-
KEHWUN UX TPyAa - OLLYTUMbIN oca-
[OK HEU3XKUTON ApaMbl.

Wy MnacroBa, n y C. lepacu-
MOBa 3T0 - ropbKas npaBaa CyAb-
6bl Poccum Ha nobepHom pybexe
OZLHOTO WX CaMbIX TPArMyHbIX CTO-
netnii ee uctopumn. 310 - cuno-
codCcKoe, 3TUYECKN eMKOe YyBCTBO
HapoAHoOW CcyAbbbl, pacKpbiToe B
obpasax npupoAbl U YenoBeka
(VM yenoBeyecKoro 0CO3HaHWA
poAVHbI Yepes ee NPUPOAY), Kakoe
6bino 3Hakomo CypuKoBy, PenuHy
M COBEpLIEHHO HEBEAOMO JIMKYHO-
we-HasuaaTeNbHbIM  WejeBpam
coupeanusma. 310 6Gbin AencTBK-
TeNbHbI, CTONIb e COBPEMEHHbI
Mo CBOEMY CMbIC/Y, CKONb Tpauu-
OHHbIN AnA 6onbWON pyccKoin
KyneTypbl peanusM. Peanusm He
TOJIbKO HEHYXHbIl, HO NpAMO
BpaxaebHbIi NpaBuUBLIEN CBOW
6an umpeonorMy CTanvHU3Ma, YTO
MocneaHsAs U He 3aMepnuna nog-
TBEpAUTb, yXKe Ha ucxoge 1940-x
IT. MOABEpPrHyB 3100HO TpaBne
kak C.lepacumoBa, Tak u Allnac-
ToBa. VIx rpomMko kneimunm dop-
ManncTaMU-MMNpPecCcroHMCTaMu,
4YTO MO TeM BpeMeHaM Bblfo cpos-
HU 06BVMHEHUAM B aHTUCOBETYMHE.
MepBoro, Kak M3BeCTHO, eLue 1 oT-
cTpaHuan ot pykosogctBa Cypu-
KOBCKMM WHCTUTYTOM. B xwuBonu-
cu oboux Oblna KOHUEHTpauus
npaBAbl, He nepeBapumas Anf
6onblesnkos. U To Gbina npaegaa,
ANA CBOEro BblpaxeHWs notpe6o-
BaBLUAA YXe WHbIX MUBOMUCHbIX
CPeAcTB, HeXenu MNpakTUKoBaB-
LinecA nepeaBMKHUKAMM 1 peanu-
ctamm pybexa XIX - XX Be.

ConpuKacasch ¢ nerzaxamu
C.lepacvmoBa, 6e3 Tpyaa ybexaa-
elWbCA B OPUIMHANBHOCTU UX CTU-
JNCTUKM. VICTOKM ee 13BeCTHbI: 3TO
MockoBcKoe yumnuile xuBonucum

(MY?KB3) Hauana npounoro BeKa,
rze yumtenamm byayLiero BennKoro
neparora 6binn C.MBaHoB n K.Ko-
poBuH. lMpn 3ToM 3penas MaHepa
C.lepacvmoBa elLe Gonee ABCTBEH-
HO onupaetcA Ha QyHAaMeHTanb-
Hble cBolicTBa xwuBonucy B.A.Ce-
poBa, KaK bbl Hacneaya cambli TN
ero neisaxHom obpasHoctu. Vimeto
B BUAY Ty Mepy «no33un u npas-
[bI», 0 KOTOPOW rOBOPMIOCH MpU-
MEHWTESIbHO K XXUBOMWCY BOEHHOI
nopbl M KoTopas OTaM4aetcs, Ha-
npuUMep, OT NIEBUTAHOBCKOWN Tpaau-
umnu ¢ ee Gonee BbisBNEHHON CyOb-
eKTVBHON 3MOLIMOHANBHOCTLIO Me-
pexuBaHua motvea. OgHako Becb
npouecc CTaHOBNEHUA 3pUMON
(opmbl, ero hDU3nNKo-grHaMmyecKre
xapaKtepuctvku y lepacumoBa cy-
LLECTBEHHO OT/INYAOTCA OT KreHOTU-
Ma» MOCKOBCKOW LKOJbl BpeMeH
CepoBa, fjaxe aKUeHTUpyA B 3TON
Kone ponb cBOGOAHOTO, MMMyNb-
cuBHoro aptuctmsma KocTtaHTuHa
KoposuHa. lMpupoaa KpacouHoro
MasKa y yunTenei 1 HacnefHUKa ux
Tpaguumu myboko pasnuuHa. Ha-
npumep, KacaHue K xoncty y Kopo-
BMHA - 3CTETUYECKMUIA aKT,  KOTO-
pbliii COBepLIAeTCA B ONpefeneHHbIX
rpaHMLax KaK TemnepameHTa, Tak 1

landscape painting, a rather periph-
eral part of Soviet visual art.

The art-critics and officials
from the Unions of Soviet Artists
criticized the style of Gerasimov's
landscapes as "formalistic" (the
term very widely used in the USSR
fo express discontent with writers,
composers, painfers and film-mak-
ers), while their emotional pathos
and ideological impact were obvi-
ously far from the forced joyful
mood of "ordered" social realism.
His work "The Ice Drifted Away"
(1945) depicts the hardships of the
spring of the last year of the war,
and it seems that nature itself -
wounded and shivering with cold -
is returning to life. No war horrors,
no war victims. The same mood is
characteristic of Plastov's "Harvest"
(or "Hay-mowing").

Both the artists - Gerasimov
and Plastov - managed fo depict a
bitter fruth about wartime in the
victorious though the most tragic
moments in the history of the coun-
try. Their philosophic and ethical
perception of the history of the peo-
ple through images of Man and
Nature is rather close to that of
Surikov or Repin, but was very far

C.B.TEPACMMOB
BecHa. [lepeBbs B uBety. CamapkaHa. 1942
Xoncr, Macno. 69x89

SERGEI GERASIMOV
Spring. Trees in Blossom. Samarkand. 1942
Oil on canvas. 69 by 89 cm

from the triumphant and didactic
masterpieces of social realism.
Gerasimov's and Plastov's realism
was not needed, as opposing Stalin-
ist ideology, and the reaction of the
official ideologists was ruthless. The
artists were "labeled" "formalists-
impressionists” which at that time
was equal to "anti-Soviet". Their
"truth" was different, alien to the
existing norms, and it required dif-
ferent means of artistic expression,
different from those practiced by
"the Wanderers" and the realistic
artists at the turn of the 19th and
20th centuries.

The style of Gerasimov's land-
scapes is highly original and it is not
surprising to learn that Ivanov and
Korovin were among his teachers
and tutors. At the same time much
was faken from the fundamental
principles of Serov's painting - that
"measure of poetfry and the truth”
that was seen in the paintings of
war time mentioned above, and that
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is so different from - for example -
Levitan's with its vivid subjective-
personal emotionality. But when we
speak about Gerasimov, about the
whole process of visual form-build-
ing in his works, their physical and
dynamic characteristics, then we
should note that the latter are radi-
cally different from the "genotype"
of the Moscow school of Serov's
fime. Gerasimov did not reject the
authentic tradition of the Moscow
school of painting, but he used his
own specific personal and creative
experience (the wars and the revo-
lution, meetings and manifesta-
tions, discussions, discoveries and
disillusions, and other stimuli) in
order to find his own path in art.
Gerasimov was notf an avant-garde
artist, but neither he was a retro-
grade who did not want to accept
the artistic innovations of the radi-
cal epoch. It was not by chance that
he joined the group "Makovets",
whose romantic leader was the
genius Vasily Chekrygin, and whose
creative antithesis was Vladimir
Favorski, a no less brilliant figure.
And beside these powerful figures
of the new romanticism and new
classics there were such renowned
first-rate  artists as  Zhegin,

Sinezubov, Romanovich and Fon-
vizin. For a certain period Alexader
Shevchenko's ties with the
"Makovets" group were close, and
the co-operation was very fruitful.
This group "digested" the neo-prim-
itivism of Larionov and Goncharo-
va, along with such phenomena of
Russian and European art of the
first quarter of the 20th century as
Cubo-futurism and Expressionism.
Having been involved with those
trends, movements and develop-
ments, Gerasimov was under the
infective influence of all their exper-
iments. He became more and more
inclined to graphic art, which
gained all the characteristics of
freedom of expression. Some of
Gerasimov's drawings of that fime
are comparable fo those of the most
renowned Russian expressionist in
graphic art, Piotr Miturich.

Thus the artist reached a
fully expressionistic understanding
that the process of lineation is an
impetuous, nervous, tense jester,
summing up all the troubles of his
times. Gerasimov's creative activity
is mainly concentrated on the land-
scape genre; it is worth mentioning
that later this expressiveness
entered his oil paintings of the
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XYZLOXXeCTBEHHOro MNpOCTPaHCTBa.
3T1 rpaHuUbl CNOBHO 3ajaHbl ero
HeobopUMOii TArOM K 3CTeTMKe na-
PVXKCKOM LUKOMbI, OT MMMpeccmo-
Hu3ma noutu fo CesaHHa, Koraa Ma-
30K — 4TO-TO CpefHee Mexay nAT-
HOM YMCTOrO LBETa U NATHOM-NNa-
HOM CBETOMNPOCTPAHCTBEHHON Cpe-
Abl, [le HeKas ypaBHOBeLUMBalOLas
JIOTVIKa KONOPUCTUYECKON KOMMo-
31LMmn 6e30roBOPOYHO MpeBanupy-
eT Haj «cBoeBosvem» foboro or-
AeNbHOro 371eMeHTa NAacTUYecKoro
LieNioro (KakoBbIM, Npy BCel ero ca-
MOLIEHHOW KpacoTe, OCTaeTCs Kax-
[0e KpacouyHoe KacaHue). Takom ac-
TETUYECKO pa3MepeHHOCTU KNBO-
nucanus Cepreii lepacvmoB dakTu-
yecku He npusHaer. CKopee Bcero
NOTOMY, 4TO MeXAy ayTeHTWYHON
TpaamuMen MOCKOBCKOM XXMBOMUC-
HOM LLKOAbI 1 €ro 3peibiM X1BOMUC-
HbIM MbILLJIEHWEM, CNOXMBLUMMCA
rae-To Bo BTOpoVi nonosuHe 1920-x
[T, IEXUT CneLmpuyecKmnin IM4HOCT-
HbIA 1 TBOPYECKUIA OMbIT, HA KOTO-
pblii Tpebyetca obpatuTb ocoboe
BHUMaHMe.

370, C OfHOW CTOPOHBI, BCe
NepexuToe 3a rofibl BONHbI 1 pe-
BOJIIOLWM, 1 C ApYroi — Bce Te Ma-
HudecTaummn, nNpoTUBOCTOAHNUA,
CMopbl, OTKPbITUA U pa3oyapoBa-

HWSA, KaKMMW KUNeno WMCKYCCTBO B
PeBOJIOLMOHHYIO MOpY CepeauHbl
1910 - cepeannbl 1920-x rr. Bcem
namaATHo, yto Ceprein lepacumoB
He NpuHaAnexan K cTaHy aBaHrap-
avctoB. Ho oTHioab He 6bin 1 cpe-
AV PeTpOrpajoB, OTFOPOAMBLUNXCSA
CTEHOW OT XYA0XEeCTBEHHbIX NHHO-
BauM pajguKanbHon 3noxu. He
cnyyaiiHo B 1920-e rr. oH oKa3sbl-
BaeTcA B Kpyry «MakoBsua», 4bum
POMaHTUYECKUM naepom Bbin re-
HuanbHbln Bacunuit YeKkpbiruH,
MMEBLLWI, KCTaTW, CBOK He MeHee
APKYI0 KpeaTuBHYI0 aHTUTe3y B v~
ue B.daBopckoro. He 3abyaem
TaKxKe W TO, YTO PAAOM C 3TUMMK
MOLLHBIMW MOAOCaMM HOBOTO Po-
MaHTW3Ma 1 HOBOW KNaccuKm npu-
CYTCTBYIOT TanaHTbl NepBOro psAja:
J1XKervH n H.CuHe3sy6os, C.Poma-
HoBuY 1 A.QoHBM3WH; B onpeae-
JIEHHbI MOMEHT CBA3b C MaKoBLa-
MW OKa3blBaeTCA MI0AOTBOPHON
ansa Anekcanppa LLleByeHko. B rop-
Hune TBOpYecTBa MaKOBLEB Ha-
WK caMoBbITHYIO NepennaBky He-
OMpPYMUTUBM3M C HEKMMMW BKparn-
NeHVAMU PaHHWX OTKpbITUI Jlapun-
oHoBa ¥ [oH4apoBon, Takne deHo-
MeHbl PYCCKOro W eBpomneicKoro
MCKycCTBa nepBov yetBepTn XX B,
KaKk KybotyTyp13m 1 aKkcnpeccmo-
Hu3M. [locTmxeHve Bcero 3Toro
orbITa, pa3ymeeTcs, He NPOLUO Aa-
pom un ansa C.lepacumoBa. U ewe
O0JHO Ba)KHOe 0OCTOATeNbCTBO.
OnucbiBaeMblii Nepyoj cTaHoBIe-
HWUA NpoTeKaeT ANA XyAOXHUKa
noA 3HakoM npeobnagatowero
BeYeHMs K rpaguke. Becb KoMm-
NaeKc ero TOrAAWHUX WCKaHWI
pewwmnTenbHO N3MEHUN MaHepy pu-
COBaHWA MacTepa, KOTOpPbIN Broc-
nepcTBue 6e3B03BpPaTHO NpoLLAET-
CA C OTrOJI0CKaMU CTUNA «MOAEpH»
(HepeaKo AOMMHMpPOBaBLLEE y Hero
B 1910-e rr. Ha4ano NAOCKOCTHOM
MOHYMEHTaNbHOCTN) W YBEepeHHO
MbICIUT KaTeropusamu cBobogHoi
rpaguyecKoin 3Kcnpeccmun 3peno-
ro MoJiepHUCTCKOro Tonka. B page
yeptT nyywme pucyHku C.lepacu-
moBa 1920-x rr. conocTaBUMbl C
TaKUM OMLIETBOPEHNEM PYCCKOrO

C.B.FTEPAC/MOB. Mnotuxa. 1929
Xoncr, macno. 82x105,5

SERGEI GERASIMOV. Dam. 1929
Oil on canvas. 82 by 105.5 cm

C.B.TEPAC/MOB. Jleg npowen. 1945
Xoncrt, Macno. 75x100

SERGEI GERASIMOV.
The Ice Drifted Away. 1945
0Oil on canvas. 75 by 100 cm

3KCMpeccroHn3Ma B rpaduke, Kak
anctbl M.Mutypurya.

Y xyaoxHuka chopmmpoBsa-
N0Cb BMOJIHE 3KCMNPeCCUOHUCTU-
yecKoe MOHMMaHWe NUHUW KaK
pe3Koro ecra, MNOPbIBMCTOrO,
HepPBHOr0, HamnpsXeHHOro, 3apa-
XEHHOro BCeMu TpeBoramm cBoe-
ro BpeMeHw. Mputom nto6onbITHO,
4TO HAYMHABLLNI CKOpee XaHpu-
ctom, C.lTepacumos Tenepb Gonee
KOHLEHTpMpYyeTCA Ha nersaxe.
W cnepyer mopuyepkHyTb, BCKOpe
JKCMpecCcuBHble KayecTBa ero
rpaduyecknx neisaxei ryboko
BOMAYT B TKaHb XXWBOMUCHbBIX
nensaxen 1930- 1940-x rr.

B »xuBOMMCHBIX KOMNO3MLM-
AX IKCMNPECCMOHNCTUYECKYIO NHTO-
HaLWI0 BOCMPUHUMAET CaMblii XO4

KUCTU MacTepa. Tun MasKa coxpa-
HWUT SIBCTBEHHbIE 3KCMPECCUOHU-
CTUYECKME YepTbl 0 CaMOro KOHLa
1940-x rr, 1 B 3TOM NpyHUMNNanb-
Hasf HOBM3HA ero peanucTuyecKon
CTUIIMCTMKU MO OTHOLLEHUIO K YpO-
kam K.KoposuHa n B.Ceposa. Mx
KMBOMUCHbIV ©KECT», KaK CKa3aHo,
CyLLecTBeHHO Gonee ypaBHOBELLEH
u acTeTnyeH. [pun 3ToM neri3axHan
maHepa C.fepacumoBa ob6napaer
CBOICTBOM 06MaHYMBOW NapazoK-
canbHocT. Kuetb ctpout Kommo-
3MLMOHHOE LieNoe ner3axHowm Kap-
TVHbI (HE3aBMCKMO OT ee KaMepHo-
ro win Gonee KpynHoro pasmepa,
noTtomy uto, Hanpumep, «Pbibaku
Ha Bonxose» npeacraBnstoT coboin
npexpae BCEro MOHYMeHTaslbHbIN
nen3ax, «4OoMoJIHEHHbINY YyenoBe-
yeckumm urypamu) Gonbmmum,
MPOTAXEHHbIMU LBETOTOHANIbHbI-
mMu nnaHamu. Mx HeMmHoro, yacto
TPV UM YeTbIPe, OHW 0BbIYHO ropu-
30HTa/IbHO OPUEHTUPYIOTCA Napan-
NefIbHO XONCTY, U 3T0 coobLwaeT

1930-1940s and is transferred to
his brush stroke - wide, prolonged,
building up the compositional
whole of the painting ("Fishermen
on the Volkhov"). But inside each of
the wide strokes there appeared a
spectrum of shades and tones of
one colour, or myriads of colour
splashes - silver-white, fortoise,
violet, pink - like in his spring land-
scape "Samarkand" (1944). That is
areal psychological truth of depict-
ing Nature - the live, contempo-
rary basis of the artist's realistic
stylistics.

Such kinds of historical analy-
sis present the two-faceted problem
of realism. The solution of this prob-
lem is possible if the choice of a cer-
tain vector is made in order to find
one’s own point of view, and if a cer-
tain autfo-training by the artist
allows him to fix this choice. We
have had a chance to see that
Gerasimov managed to find such a
vector and obfain his own point of

view and the means to reveal it. I'd
like to give another example of a
distinguished artist who not only
set himself such a task but also
found new possibilities for its imple-
mentation. | am sure the artist Niko-
lai Andronov, whose solo-exhibition
was shown in the Tretyakov Gallery
not long ago, is a happy choice.
The main  theme of
Andronov’'s creative activity is well-
known. It is the ethos and poetics of
the Russian North-West. Andronov
was really wise and intellectual - it
took him years to find his own
"severe style", which was later very
highly appraised (its significance for
the art of the post-Stalinist USSR
should not be under-estimated).
Andronov moulded in his
mind the achievements of the
expressive monumental-decorative
compositions of the OST-society
(Society of the Easel Artists) and of
the "Jack of Diamonds" group. He
also had a really keen interest in
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H.W.AHAPOHOB
BeuepHee 03epo.1980
Xoncr, Macno.120x120

NIKOLAI ANDRONOV
Lake in the Evening. 1980
Oil on canvas. 120 by 120 cm

Larionov and Goncharova, who rep-
resented the Moscow school of art
of the beginning of the 20th centu-
ry. And if we keep in mind such
frends of Western art as cubism and
the traditions of the "dark" non-
monumental art of the VKHUTEMAS
(Higher Art and Technical Shops),
and their interpretation in the circle
of the shestidesyatniks (belonging
fo the 1960s), including Andrei Vas-
netsov, Pavel Nikonov, the Smolin
brothers and Victor Popkov, as well
as his studies of the monumental-
ism of ancient Rus, then the
Andronov phenomenon can be
appreciated properly. The artist paid

attention to the works of young
artists whom he actively supported
at the exhibitions of the Moscow
Organization of the Artists’ Union,
and whom he defended from Com-
munist Party censorship. All these
taken together influenced Nikolai
Andronov in maturity. As a result, at
the end of the 20th century, the
theme of contemporary Russia was
comprehensively and truly devel-
oped by the arfist. And if we raise
the problem of the viability of real-
ism in today's Russia, then we can
say: the art of such truth, such emo-
tional depth of feeling and such
form answers one of the most vital
and urgent spiritual demands of
Russian reality.

Alexander Morozov
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nevi3axy obLMin CTPOI NO-MyXCKU
C/epXXaHHOW co3epLaTenbHOCTU.
Ho uTo aenaer KUCTb BHYTpM Kax-
JOT0 M3 TaKUX KpYMHbIX MaaHoB!
Onepupys CONMKEHHBIMU LIBETO-
BbIMW 1 TOHAJIbHbIMU KayecTBamMm,
OHa paboTaeT KpaiHe MOABWKHO,
pe3Ko, C MaKCMMasbHOW HepBHOM
3Hepruent. [MopasutenbHo, Hanpu-
Mep, KaK B BeceHHeM neisaxe «Ca-
mMapkang» 1944 ropa, roe upeter
nobumbiin TepacmMoBbIM apomart-
HbI, MPO3payHbIi MUP HEXHbIX
6eno-cepebpucTbix, GMpPIO30BBLIX,
CUpEHEBbIX, PO30BbIX OTTEHKOB,
3TOT MUp GnaroyxaHHoO! Npupogabl
eflBa /I He B3pbIBAETCA W3HYTPU
XaoCOM PEe3KMX Ma3KoB, NpepbIBU-
CTbIX, TO KOPOTKMX, TO A/IHHBIX, Yr-
70BaTo Apyr Apyra nepebuBato-
Wwmx... BoT oHa, ncuxonormyeckas
JOCTOBEPHOCTb COBPEMEHHOrO ne-
pexuBaHusA obpasa npupoabl. OHa

- BO BCeX JIyyLLMX Nei3axax macre-
pa, ¥, NOBTOPAO, 3TO W €CTb KMBaA
COBpPeMeHHan OCHOBA ero peanuc-
TWUYECKON CTUICTUKY, 0becneyeH-
Has ryboKON COMPUYACTHOCTHIO
XYAOXHWKa-peanncTa noyuuTens-
HbIM WCKyCcaM MOAEpPHUCTCKOro
onbiTa XX B.

Wctopuyecknin ananms, no-
JO6HbIA  MpoAenaHHOMY, pucyeT
npobnemy peanusMa B [BOAKOM
cBete. Ee TBOpyecKoe paspelueHvie
OKa3bIBAeTCA BO3MOXHbIM NPy Bbl-
Gope onpeaeneHHOro BeKTopa 3pe-
HUA 1 ONpeAeseHHOM ayTOTPeHUHre
XYAOXKHVIK, NO3BONAIOLLEM eMy 3a-
¢vkenpoBatb 310T Bbibop. C oaHoM
CTOPOHbI, 3T0 0COObI HACTPO Ha-
LIero yMO3peHWs, ero KOHLEeHTpa-
UMA Ha heHOMeHe, rae X13Hb MbiC-
JN 1 flyXa He pa3pbIBaeT ¢ Npupos-
Hol (hOpMOI ABNEHUIA, HO BbICTyNa-
€T C Heil BO B3aUMOMPOHUKHOBe-
Hun. W xoTA none 3peHus cospe-
MEHHOrO YenoBeKa oboraTunoch He-
M3MEeprMO, BCE e HeMaso TaKuX
0ObEKTOB 3eMHOTO NPUTSXEHNA OC-
TaeTcA Nepef rMasamu XyLOXHMKa,
B3ATb Ty e NpUPoAy, 6113Koro HaMm
yenoBeka... C Apyroi1 cTopoHbl, 310
MOCTOAHHAA HacTpoMKa ncuxmyec-
KOro, N1aCcTUYECKM-TBOPYECKOTO arn-
napata, Kotopas Obl mo3Bonuna
JIMYHOCTM BOCCO3AaTb CEroAHAL-
Hee, NepBUYHOE, CBEXee CBUAETE b
CTBO O TaKMX 0BbeKTax.

Kak mMbl Mornu ybeamTbes,
C.lepacMmoBy oKasanca no cunam
TaKoii BEKTOP 3peHNA Ha OKpyxato-
Lee 1 OH Hallen CpeAcTBa ANf ero
o6pa3sHoro BonoLeHus. XoTenochb
Obl NpMBECTM NULWb NpuUMep eLe
OAHOTO KPYMHOTO MacTepa, KOTo-
pblii cyMen noctaBuUTb NOAOGHYH
3aayy 1 HaliT HOBble BO3MOXHO-
CTW ee pa3spelueHns. 370, yBEPEH,
JomkeH 6biTb HU.AHAPOHOB, Ybsi
BbICTaBKa TO/IbKO YTO COCTOANACH B
TpetbAKoBCKOW ranepee.

[naBHan Tema Hukonaa AHa-
POHOBA XOPOLLO U3BECTHA: 3TO 3TW-
Ka M Mo3TWKa MpuUpoAbl pycCKoro
CeBepo-3anaga, npexae Bcero,
cTonb MobUMBIX UM BonoroguuHel,
®epanoHToBcKUX 3emenb. O MeTo-
J€e Xe MacTepa crefyeT cKasaTb
4yTb noapo6Hee. AHAPOHOB Obin Ha
peaKoCTb MyApbIA U WHTENNEKTY-
anbHbIN XyAOXHUK. [lyMaeTcs, OH
0YeHb A0NT0 cTpoun cebs, eLe MHO-

H.M.AHAPOHOB. 3uma. 1998
Xoncr, opranut, macno. 220x115

NIKOLAI ANDRONOV. Winter. 1998
0Oil on canvas on hardboard
220 by 115 cm

ro JIET CNyCTA NOC/e OKOHYAHWSA UH-
cTMTyTa UM. PenuHa u nepBbix ycne-
XOB €ro NnojIoTeH «CypoBOro CTUNS»
(xoTA 1 X 3HaYeHVMe ANA NCKyCCTBa
B nocnectanuHckoM CCCP He cToun-
110 Bbl HeL0OLLEHNBATD).
3ateM, ofHaKo, B CO3HaHUM
XYLOXHWKa FOAaMU NPOUCXOAMI
C/IOXHBIA CUHTE3, rae OTKpbITUe
3KCNpeccun MOHYMeHTaNbHO-AEeKo-
paTMBHOW KOMMO3ULMMW B AyXe OT-
yactu OCTa, otyact «by6HOBOrO
Banera» OblI0 TONbKO OAHWUM W3
cnaraembix. Ha 3to ocobbimM nnac-
TOM JNlerna ero NpOHWKHOBEHHas
Nto60Bb K MOCKOBCKOW LUKO/E Ha-
yana XX B, ¢ ee Hambonee 61M3KU-
MU  AHAPOHOBY MpeLeAeHTaMu
M.Jlapnonosa un H.[oH4apoBoi.
CBoto ponb chirpanu Kyobusm, usy-
YyeHue TpaaULMM €TEMHOBATONY Ka-
MepHOM xuBonucu BxyTemaca, ee
TONKOBaHWI B 6/IM3KOM Kpyry «Lue-
cTugecatTHUKos» - A.BacHeuoBa,
M.HukoHoBa, 6patbeB A. 1 C.Cmo-
nuublx, B.MonkoBa. ®yHpameH-
TalbHbIM YPOKOM CTaji0 MOCTUXE-
HUe Ky/lbTypbl MOHYMeHTanu3Mma
[pesHeit Pycu. U, MoxeT BbITb, Kpa-
eM 1na3a bl 0TMeYeHbl ep3Kue,
MoJIHbIe OCTPOro COBPEMEHHOro
rpoTecka OrbITbl MOMOABIX «CeMU-
fecATHMKoB», Koro H.AHapoHOB
CTOMYECKM 3alMLLan MHOTUE rofbl
noApAL OT NapTUMHON LieH3ypbl Ha
3HaMEHUTbIX «MOJIOAEXKHbIX Bbl-
craBkax» MOCXa. Bce 3To B coBo-
KyMHOCTU ¥ B PasaunyHON Mepe no-
BAVANO Ha 06pa3HbIil MMP 3pesioro
Hukonasa AngpoHoBa. B utore yxe
Ha ucxope XX B. Tema Poccuu cero-
[OHAWHEN oKa3anacb 00A3aHHOMN
eMy 0AHMM U3 Hanbonee rmyBoKKX
M npaBamBbIX ee BonaoweHun. U
ecnu cnpocuTb cebs, XM3Hecnoco-
6eH N peanusM B HblHeLIHWe Bpe-
MeHa B Hallei CTpaHe, HyXHO oTBe-
TWTb: CKYCCTBO TaKoW Npasppl, Ta-
KO BbICOTbI CMbICAa 1 HOpPMbI Bbl-
pa)KaeT OAHY M3 CcaMbIX HACYLLHbIX
JYXOBHbIX noTpebHoOCTel poccuit-
CKOI AieNCTBUTENIbHOCTU B €€ He ca-
Mble JIerKve BpeMeHa.
AnekcaHop Mopo3os
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