hckycemso ucA XX seka, npexoe scezo,
accoyuupyemcs ¢ umeHamu JlxeKkcoHa
tionnoka, Anaca nmdeHbypea, pHOU Hop-
xona, bapka xomko, )obepma ayuieH-
6epea, [xelimca xo3eHksucma, [xop-
0Xa uueasa - Macmepamu abCmMpPaKmHo-
20 3KCnpeccuoHU3Mad, non-apma u eu-
neppeanusma.

Bmecme ¢ mem xydoxxecmseHHas KyJibny-
pa 3moli cmpaHel 3Ha4uUMesbHo 6ozaye u
pasHoobpasHeE. Kak, Hanpumep, cpedu
Xusonucyes MUHyBWe20 CmoJiemus ca-
MbIMU GMEPUKAHCKUMU No AyXy, No mex-
Honoauu uHOusudyasu3ma, Ha Mol
8327140, ABAAMCA (pOsapd monnep u
¢pHOpto Haliem.

B npasomepHocmu nodo6HO20 UHMYU-
MUBHO20 OWYWeHUsA NUWHUG pa3 ybex-
OaewbCs Ha pempocneKmMusHoU 8bIcmas-
Ke npoussedeHul Monnepa
(1882-1967), omkpbimol 8 3anax
2anepeu Kelim bodepH 8 hoHdoHe ¢ 27
MasA no 5 ceHmA6GPsA HbiHewHe2o 200a.

THE VERY CONCEPT OF AMERICAN
ART IN THE 20™ CENTURY BRINGS A
SPLASH OF EMOTIONS ASSOCIATED
WITH THE LIKES OF JACKSON
LLOCK, CLAES OLDENBURG,
DY WARHOL, MARK ROTHKO,
BERT RAUSCHENBERG, JAMES
ROSENQUIST, AND GEORGE SEGAL -
THE MASTERS OF ABSTRACT
IMPRESSIONISM, POP-ART AND
HYPER-REALISM.
HOWEVER, AMERICAN ART IN ITS
FULL DIVERSITY IS NOT LIMITED TO
THESE GREAT NAMES: TO MY MIND,
EDWARD HOPPER AND ANDREW
WYETH ARE THE MOST "AMERICAN"
- IN BOTH SPIRIT AND INDIVIDUAL-
ISM - OF THE ARTISTS OF THE PAST
CENTURY.
THE RETROSPECTIVE EXHIBITION
OF EDWARD HOPPER (1882-1967)
WHICH WILL RUN UNTIL OCTOBER
2004 IN THE TATE MODER
GALLERY, LONDON, IS ANOTH
CHANCE TO RAISE SUCH INTUI
SPECULATIONS. L‘

;
i,

Edward Hopper:

"LUX AM
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1925-1930

XoncT, macno

63,8x51,4

Self Portrait

1925-1930

Qil on canvas

63.8 by 51.4 cm
Anekcanpp PoxuH
Alexander Rozhin

MEXOVHAPOLHASA

SICANA

NAHOPAMA

«AMepuKaHCKuM cBeT» JaBapaa Xonnepa
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Ero TBOpYeckoe Kpeao choxu-
N0Cb BO BpeMeHa «BeNUKOW Aernpec-
cum». Xusonucb U rpaduka mactepa
OTpaXaloT COCTOAHME aMepUKaHCKOro
obLwecTBa 3TOr0 NepuoAa, yAMBUTENb-
HbIM 00pa3oM nepekaNKanach ¢ coAep-
XaTenbHbIM nacdocom noasum Pobepra
®pocta, nbec TeHHeccu Yunbamca,
npo3bl HataHasna Yacra, dunocoduen
pomaHoB [xepoma CanuHixepa u
Kypta BoHHeryTa. B nckyccrBe xynox-
HUKa Mbl YBUAMM U B1130CTb BOCNpUSA-
TWA MWpa, MPUCYLLY NKUTepaTypHOMY
resuto 3arapa Mo. Bnpoyem, y Kaxaoro
U3 nccneposaTtenein Hacneams Xonne-
pa BO3HMKalOT CO6CTBEHHbIE pEMUHWC-
LeHLMM 1 aHaNoruu.

[py BHewHeNn «HeMHOrocn0BHO-
CTU» ero NPON3BEAEHNA POXAALOT B BO-
o6paxeHWn 3puTena Aaneko He OAHO-
3HayHble YyBCTBa U accouuaumm. Pea-
JINCTUYECKan CUCTeMa BUAEHWA HaTy-
pbl B paboTax *MBONMCLA COnpsxeHa
C POMaHTMYECKMU 3K3aNbTUPOBAHHbIM
MOTVBOM U CHOXKETOM, OH TpaHchopMu-
pyeT Ux COrnacHo CBOUM npeAcTaBlie-
HWAM O ApaMaTUyecKUX KOMNU3UAX
6bITUA, 0 HEM3BeXKHOCTU KOH(NMKTA
JIMYHOCTU U coLmyMa.

Byayun oT npupoabl HazeneH aa-
poOM XyAOXecTBEHHOro 0606LeHns,
Xonnep npespalian oTAeNbHbIA 3Mnun-
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Ogpuc Houblo
1940

Xoncrt, Macno
56,2x63,5

Office at Night
1940

Oil on canvas
56.2 by 63.5 cm

THE TRETYAKOV GALLERY #4’ 2004

HouHoe cosewjaHue
1949

Xonct, Macno
70,5x101,6

Conference at Night
1949

Oil on canvas

70.5 by 101.6 cm

Hopper's artistic credo was formed
in the period of the Great Depression. His
paintings and graphics mirror the state
of American society of that period, and in
addition his art quite naturally echoes the
varied pathos of Robert Frost's poetry,
Tennessee Williams' drama, Nathaniel
West's prose, and the philosophical back-
ground of novels by J.D.Salinger and Kurt
Vonnegut. With Hopper, one can note
some motifs close to those of Edgar Allan
Poe - at least in their perception of life.
Of course, every researcher of Hopper's
work and heritage has his or her own
reminiscences and analogies.

Hopper's language, though laconic,
provokes the imagination of the viewer,
stimulating diverse emotions and asso-
ciations. His realistic perception of the
subject and object is coloured with a kind
of romanticism, and the artist fransforms
the images in his pictures according to
his own understanding of the dramatic
collisions of life, and of the inevitable
conflict between the individual and
society.

Hopper had a real gift for artistic
generalization - for being able fo furn a
certain episode or a particular case into
something typical. Though devoid of
pathos, his everyday genre scenes - pri-
vafe and intimate, and seeming fo aspire
to nothing special - gain psychological
depth and social significance. There is no
vivid action in his paintings, just quiet
and still mise-en-scénes of the play in the
life of "quiet Americans". Hopper's sub-

jects seem to be in a state of meditation -
he achieves this by the vivid absence of
any signs of action, and a no less vivid
confemplation, alongside an indirect
imaginary form and his absolutely per-
sonal inferprefation of the subject. The
feelings of anxiety and loneliness, so typ-
ical for his characters, play - apparently -
the role of a kind of alternative to the
glamour of the American life style. Hopper
explores the philosophical categories con-
tradicting the lay-man's attitude to the
realities of the contemporary world, to
the moral and ethical values of human
existence. His genre scenes are coloured
with a genuine psychological fleur, origi-
nating in a process of spiritual search,
which realize peculiar and typical traits
of the national character; they are taken
not as a whole abstract essence, but as
the fate of a particular human being.
Though bearing some special individual
personal images, Hopper's characters
personify the emotional status, thoughts
and feelings, and the conflicts and ideals
of a whole generation.

The artist is a brilliant example of a
master of genre scenes and dramatic
metamorphosis, as well as a comprehen-
sive psychologist. Hopper's unique talent
reveals itself in his special philosophic
perception of life, alongside a profession-
alism of a really high standard, an
absolutely individual manner of painting
and an acute sense of aesthetics.

Hopper started his career as an
illustrator, and did not achieve his artis-
tic individuality immediately. The artist
experienced some positive influences
from his environment and people, to say
nothing of his sharp mind and the fact
that he was "possessed” by art, having
been critical to his own artistic achieve-
ments. At the very beginning of the 20th
century Hopper made a number of trips
to Europe, where he saw the works of
the Old Masters in the museums of
France, Great Britain, Holland and
Spain. This experience, and the opportu-
nity fo come closer to new tendencies
and movements in the development of
European art, stimulated the creative
evolution of the artist. Hopper began to
study art seriously: Impressionism,
experimental experience of meta-
physics and surrealism, and some other
avant-garde trends in the art of his
days - all proved interesting to his keen
artistic mind. Never one to copy or imi-
tate, Hopper very accurately analyzed
and applied some of the formal discov-
eries of modernism.

Kyne C, sazoH 193
1938

Xoncrt, Macno
50,8x45,7

Compartment C,
Car 193

1938

Qil on canvas
50.8 by 45.7 cm

304, YaCTHbIV cny4ali B 06pa3 cobupa-
TeNbHbIiA, TUNMYeckuit. CLeHbl NoBcea-
HEBHOCTW, HUYEM He MpuMeyaTenbHble
Ha nepBblii B3rNAA, B NONOTHAX MacTe-
pa o6peTanu NCMXONOrMYecKyH 0CTPO-
Ty, couuanbHylo 3HaumMmocTb. [lpm
3TOM ero paboTbl AWLIEHbl KaKoro-nu-
60 nacoca, OHM NpenMyLLeCTBEHHO Ka-
MepHble No (GopMe, UHTUMHbIE MO
cMmbicny. B KapTuHax xuBonucua, Ka-
3anocb Obl, HUYErO He MpPOWCXOAWT:
OAMHOKME NepcoHaxm 3acTbinin B MOJI-
YaNMBOM OXMAAHWU, KaK B MU3aHCLe-
Hax ApaMaTM4yecKoro CreKTakns, co-
AepXaHue KOTOpOoro npoAMKTOBaHO
KU3HbIO «TUXWUX aMmepuKkaHues». Mep-
coHaxu Xonnepa GyATO MorpyxeHsl B
coctosiHue Megutaumum. OTcytcTBUe
BUAMMbIX MPU3HAKOB AENCTBUS, CO-
3epuaTeNbHOCTb POXAAIOT B HalleM
CO3HaHWMW NoAo6HOe BreyatneHwe, no-
poi BBOAA 3pUTeNs B HejoyMeHue

MEXOYHAPOJHAA MAHOPAMA

MHOCKa3aTenbHOW (opMoi obpasHoii
MHTepnpetaunn ctoxetra. YyscTBa
0XWUAAHUA W OfMHOYecTBa, KoTopble
nepexunBaloT repon ero nosoTeH, BO3-
HWMKaIOT, C/IOBHO anbTepHaThBa APKUM
OrHAM TeaTpasibHOW paMnbl aMepuKaH-
cKoro o6pasa xu3Hu. OH MbICAUT BbI-
COKMMM GunocodcKMMU KaTeropmamu,
NpPOTUBOMONOXHbIMWA 00bIBaTENbCKO-
My OTHOLLUEHWIO K peanvfaM COBpeMeH-
HOro Mupa, K MOpabHbIM, 3TUYECKUM
LLleHHOCTAM YeNl0BeYeCKOro CyLiecTBo-
BaHuA. Co3aaHHble UM XXaHPOBble KOM-
no3nuUMM OTMeYeHbl MOANMHHbBIM MCKU-
XO0/10rM3MOM, BO3HWKAIOLWMM B npoLiec-
ce AyXOBHOTO MOCTWXEHUA 0cobeHHo-
CTell, TMNWYECKUX 4YepT, NpoABAAIO-
LMXCA HEe Ha YpoBHe abCTpaKTHOro, yc-
NIOBHOTO MOHMMaHMA HaUWMOHaNbHOIO
XapakTepa, a B cyabbe KOHKpeTHoii
anyHoctu. Mpu Bceln HenoBTOpUMOCTU
0611Ka, WHAWBUAYaNbHOCTU Tepou
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Naturally, one can find in Hopper's
art some traces of influence from
Parisian and other European masters
such as Eduard Manet, Maurice de Vlam-
inck, Pierre-Albert Marquet, and also
Giorgio de Chirico, René Magritte and
Max Ernst, though this observation
speaks only of the widened range of his
creative attempts.

Edward Hopper eagerly exploits
light as the main means of his imaginary
expression. He skilfully applies the
effects of a special light setting to reveal
the most complex emotional status,
determining the fore- and backgrounds,
and limiting the space of the fwo-dimen-
sional canvas. The play of the contrast
of "light versus shadow" brings special
force to the colour, builds the particular
light and air medium, and forms numer-
ous meaningful intonations, dramatiz-
ing the contents of his paintings. The
light models the form and brings a plas-
tic shape fo the image. Hopper uses a
very modest palette - some main and
some additional colours, but the
nuances are really rich. A renowned
master of stage effects, Hopper always
seeks and finds the most suitable fore-
shortening fo strengthen the emotional
impression of his works. Various formal
means in his artistic self-expression,
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HouyHble nocemumenu
1942

Xoncrt, Macno
76.2x144

Nighthawks
1942

Oil on canvas
76.2 by 144 cm

THE TRETYAKOV GALLERY #4’ 2004

KapTvH Xonnepa ABAATCA HOCUTENA-
MW YYBCTB 1 MbIC/el, NPOTUBOPEYUI 1
nfeanoB Lenoro noKoaeHus.

B cBoux npov3BeseHUAX XKWBO-
nucel, npeacraer GNecTALMM KaHpu-
CTOM, YYTKMM MCKXONIOrOM, MacTepom
ApamaTtuyeckux Metamopgos. Camo-
ObITHbIV TaNaHT XyAOXHMKA MONHOLEH-
HO pacKpbiBaeTcA B cBoeobpasuu ero
$hnnocohpcKoro MMpOOLLYLLEHUSA, B Bbl-
COKOWN npodeccroHanbHOM KynbType,
HermojpaxaeMmMol MaHepe nucbMa W
ocoboW 3cTeTUKe.

HayaB TBOpuecKyto Kapbepy Kak
UANoCTpPaTop, OH He cpasy obpen ca-
MocToATeNbHOCTb. POpMMpOBaHUID
pa3BuTMi0 ero crnocobHocTeit Gnaro-
NpUATCTBOBaNa cpeAa, OTHOLWEHUA
OnM3KNX NOLEN W, KOHEYHO XKe, yM,
0/1epXMMOCTb UCKYCCTBOM, B3bICKa-
TenbHOCTb K cebe U cBoeMmy Aeny pac-
WWPANN 3CTETUYECKUIA KPYro3op Xy-
AOXHWKa. B Hayane AeBATMCOTBLIX ro-
AOB MVHyBLIEro Beka Xonnep npep-
NPUHAN HecKonbKo noesfok B Espony.
3HaKOMCTBO C HacneAuneM cTapbix Mac-
TepoB MMPOBOr0 UCKYCCTBa B My3eAx
®paHumu, Anrnun, Tonnangun, Wena-
HWW, HOBble TEHAEHUWMW B eBponei-
CKOW XyA0XXeCTBEHHOI KynbType cTanu
3aMeTHbIM CTUMYJIOM TBOPYECKOW 3BO-
nouun 3aBapaa Xonnepa. OH aKTUBHO

NnepexoAnT K CUCTEMATUYECKUM 3aHA-
™AM xusonucbto. Co cBoicTBeHHON
eMy OCHOBAaTe/lbHOCTbIO BHWKaeT B
CyTb PEeBOJIOLMOHHOIO 0OHOBNEHUA
WCKYyCCTBa, M3yyaeT NpousBeAeHUs
MMNPeCCUOHUCTOB, 3KCMEpUMeHTab"
HbI ONbIT MeTaM3nKOB 1 Cloppeanu-
CTOB, ipyrue Te4yeHna aBaHrapga. Hyx-
Abl KONVPOBAHWUIO U MMUTaLUN MOJ-
HbIX MPMEMOB ¥ HanpasneHuin, Xonnep
n3bupatenbHO MOAXOAWUT K dhopManb-
HbIM OTKPbITUAM MOAEPHU3Ma.

EctectBeHHO, B ero paboTtax Tex
neT, Npexze BCEro napuxcKux, 3amer-
HO 6GnaroTBOpHOe BAUAHME eBponen-
CKMX MacTepoB oT Jayapaa MaHe, Mo-
puca Bnamunka u Anbbepa Mapke go
Dxopaxuo ge Kupuko, PeHe Marputra
1 Makca 3pHcTa, YTo NOMOINI0 MONOAO-
MY XYAOXHWKY 3HauMTeNbHO pacluu-
pUTb AManasoH NOUCKOB COBCTBEHHO
XMBOMWCHO-MNACTUYECKOW CUCTEMBI.

B TtBOpuectBo 3aBapaa Xonnepa
aKTUBHO BXOJMWT CBET KaK OAVH U3 A0-
MUHUPYIOLWMX 371eMeHTOB o0pasHoi
BblpasuTenbHocTn. OH GnectAwe uc-
nonb3yer 3ddeKTbl ocBeleHUA ANA
nepejayn CNOXHeRWnX 3MOLMOHaNb-
HbIX COCTOSHWI, ANA OnpejeneHus
MAaHOB W rPaHunL, MPOCTPaHCTBA ABYX-
MepHOI nnockocTum xoncta. KoHTpacTbl
CBeTa W TeHW B NONOTHaX XyAOXHWKa

ABNAIOTCA KaMepTOHOM 3By4aHUA Kpa-
COK, c034atoT 0cobylo CBeTO-BO3AYyLU-
Hyl0 cpedy, MPMBHOCAT B 06pa3sHylo
ApaMaTypruio coAepXaHus KapTuH
6ecKOHeYHoe MHOXEeCTBO CMbICI0BbIX
nHToHauwmi. Ceet mogenupyet dhopmy,
npujaeT nnacTUYecKyl 3aBepLieH-
HocTb M3o06paxeHuio. bnaropoaHo-
cAepxaHHaAa nanutpa Xomnnepa co-
CTaB/IeHa W3 HEMHOTUX OCHOBHbIX
AOMOAHNTENbHBIX LBETOB, HIOAHCbI KO-
TOPbIX, BblA€NeHHble CBETOM, COANHA-
toTcA B 06y KONOPUCTUYECKYIO Nap-
TMTYpYy. MacTep cLeHWYecKnx, Kommno-
3MLMOHHBIX PELUeHU, OH BCeraa Haxo-
AT HeoOX0AUMbIN AN YCUITEHUA 3MO-
LMOHaNbHOro BrevaTiieHna NpocTpaH-
CTBeHHbIV paKypc. PaspaboTaHHble Ha
MPOTAXEHNUN MHOTUX NeT hopManbHble
MpveMbl CTann HeoTbeMNEMbIMU Mpu-
3HaKaMu BbicoyaliLwero npodeccuoHa-
N3Ma U HENoOBTOPMMOIO XYAOXKECT-
BeHHOro cTuiA 6onblIoro MacTepa.
KapTuHbl BenmKkoro xmsonucua
CLA - «BockpeceHnue» (1926), «Hou-
Hble okHa» (1928), «Kyne C, BaroH
193» (1938), «Oduc Houbto» (1940),
«HouHble nocetutenu» (1942), «Jlet-

Hee Bpema» (1943), «Hbio-Mopkekuit
odpuc» (1962), HakoHel, nocneaHsas
KMBOMMCHas paboTa MacTepa, Hanu-
caHHas 3a rog 4o cMepTy, «[lBa KoMeH-
AaHTa» (1966) u apyrue weaespbl 34-
BapAa Xonnepa, 3KCMOHUPYeMble Ceil-
yac B JloHAOHe, - cTanu Kiiaccukom
aMepUKaHCKON XYA0XeCTBEHHON Ky/b-
Typbl, N0 NpaBy 3aHANMN MOYETHOE Mec-
TO B @HTONOrMU MWPOBOMO MCKYCCTBA
HOBOro BpeMeHW. TanaHT MacTepa, npu-
BEPEHHOCTb K TPaAWLMAM peanusma,
6e3ycnoBHO, obecneynnu emy ocobyro
MCTOPUYECKYID pOJib, KaK OJHOMY W3
CaMbIX aMepUKaHCKMUX XYAOXKHUKOB,
Hapsafy C TakuMKM MacTepamy, Kak To-
mMac XaHT benToH, paHT Bya n Snapto
Yaiter. @urypatBHaA xuBonucb 34-
BapAa Xonnepa okasanacb npejBecT-
HWKOM TEHAEHUMA NOCTMOAepHU3Ma,
BHOCA B MOHWMaHWe 3ajay MCKYCcCTBa
HOBOrO BpeMEHMW Cepbe3Hble KOppek-
TUBbI UM He W3MeHWna NpPUBbIYHBIX
npeactaBieHnini 06  aKTyanbHOCTU
TBOpYECTBA, B KOTOPOM, HECMOTPA U Ha
HacTynneHve 3pbl HaHOTEXHONOIUNA,
BCErga OCTAHeTCA MeCTo YenoBeyec-
KM YyBCTBaM 1 pasyMy.

JlemHee spems
1943

XoncT, Macno
74x111,8

Summertime
1943

Qil on canvas
74by 111.8 cm
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developed over decades, became part
and parcel of Hopper's highest profes-
sionalism and his inimitable style.

The paintings of one of the great
American artists, such as "Sunday"
(1926), "Compartment C, Car 193"
(1938), "Office at Night" (1940), "New-
York Office" (1962), "Night Windows"
(1928), "Nighthawks" (1942), "Summer-
time" (1943), and Hopper’s last painting
finished a year before his death - "Two
Comedians" (1966) - alongside some
other masterpieces that are on show in
London are classic works of American
and world art of his epoch. Hopper's
bright talent, and his devotion to realism
made him evidently play the role of one of
the "most American" artists tfogether with
such masters as Thomas Hart Benton,
Grant Wood and Andrew Wyeth. Edward
Hopper's figurative art appeared to fore-
see some new tendencies of post-mod-
ernism, and made a serious contribution
to the process of the development of art.
Finally, it proved how actual creative
activity is one in which - regardless of the
nano-technological era - there is always
a place for human emotions and reason.
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